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ABSTRACT

Thequatrefoilis apanMesoamericasymbolwith considerabléime-depth. For
the Mayause of thesymbolpeakedluringthe ClassicPeriod,reachingts highest
frequencyand largesgeographicaspread.Consequentlyinderstandings meaninghas
the potentialto illuminateinformationaboutPrecolumbiatMayaworldview. While
therehavebeenseveralktudieghatfocus on Preclasskeriodquatrefoilsa similar study
is lackingfor ClassidPeriod. Furthermorehe evaluation®f thequatrefoilthatdo exist
for theClassicPeriodarelimited, often focusingpn aselectfew examples.Thisthesis
attemptdo rectify thegapin extantresearch througan examinatiorof thequatrefoil
motif utilized by theClassicPeriodMaya. Specifically,thegoalof the thesisvas to
determinavhetherthe current interpretation of the quatrefoil as a cave isaado
investigatenow thesymbolcommunicatedbroadelideasaboutworldview andideology.
The approachkhat waaitilized focuses on botharchaeologicahndiconographicontexts.
As aniconographic symbol,attemptto understandhe quatrefoilthroughtheuse of
semioticawith particular emphasisn contextualizatioandanalogy. The result®f this
studysuggestthat,while there weresomepatterngelatedto spatialdistribution,the
meaning of theguatrefoilmotif was dependemin context and hacbnsiderable
variations. | concludethattheanalysisof thesymbol, when basesh specificusages and
contextsyevealghatthereis notenoughevidencdo support the curremterpretation of
guatrefoil as caveRatherthe quatrefoilcanbe moreaccuratelynterpretedas a

cosmogranthatdelineatednformationabouthow theMayaconceptualizedyrderedand



accesse@pace that was appropriated by elitesetaforce and even legitimize political

authority.
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CHAPTER 1: INTRODUCTION

The quatrefoil was a prominent psdesoamerican symbol consistently used from the
Preclassic Period (900 B:B.D. 250) to the Postclassieriod (A.D. 9001541/1697). For the
Maya, the symbol reached its peak prominence and diversity during the Classic Period, A.D.
250-900. Current interpretations of how the quatrefoil was utilized by the Maya are based on the
idea that its function was oeistent through time. Therefore, the interpretation of Preclassic
guatrefoils as symbolic cave portals to the underworld should be applicable to the Classic Maya.
However, this assumption has yet to be subjected to a focused study. The researadpnesent
this thesis directly addresses the interpretation of the quatrefoil as a cave portal through an
examination of this motif in Maya art during the Classic Period. The goal of this thesis is to
understand, through the evaluation of archaeological@mbgraphic contexts as well as
through formal depictions, how the symbol was appropriated by the Classic Period Maya and for
what purpose. Specifically, this thesis addresses several research questions. First, did the
iconography of the quatrefoil indite that it was a cave? Second, what were other possible
meanings of the symbol? Third, how did the quatrefoil function to communicate ideas about

worldview and ideology?

1.1 Defining the Quatrefoil

In this thesis | hope to contribute to the existing atship on quatrefoils, specifically
adding to the works by Guernsey (2010), Fash (2005, 2009), Stross (1996), Stone (1995), and
Gillespie (1993). To explore the symbol in Classic Maya iconography however, one issue must

first be addressed: how is the dyohdefined and is the utilized definition succinct? Until very

1



recently, the motif was designated not only as a quatrefoil in scholarship but also as a
Aquadril obal 0 or (Bauwezdd94)f ar s me d &$trass BIBGIENAdC r 0 S S O
a cleft(Taylor 1978) along with numerous other terminologies that expounded on its inherent
four-part form. In consequence, the terminology often failed to acknowledge the significant
diversity represented by the symbadli.ondoFompe wa
rounded shape. Guernsey (2010:75, 82) defines the quatrefdil fisebabed flower shapé

while simultaneously stating that the variety of forfresn curvilinear to rectilinear and

complete to partialvhile distinct expressions, weremetheless considered permutations of the

same symbol. As a result, a new explicit definition of the quatrefoil is necessary in order to be

able define its use in iconography. To avoid charged terminology, the quatrefoil can

fundamentally be defined ag@ur-part or quadripartite symbol. In addition, following

Guernsey (2010), quatrefoils in Maya iconography can also include halved partial forms of the
symbol. Here, it is necessary to note that the tripartite symbol can be considered distinct from

the quatrefoil. | rely on context to distinguish between the two. Furthermore, it is my assertion

that for a partial quatrefoil to be considered representative of the same sign and not a tripartite
symbol, the shape must be that of a halved quatrefoil. U&teefoil can be more accurately

defined as a fodpart symbol, including all types of curvature and completeness, which

generally sides of equal lengtiadurel).
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Figure 1 Quatrefoil Forms

Top left: complete and rectilinear. Top right: partial and rectilinear. Bottom left: complete
and curvilinear. Bottom right: partial and curvilinear.



CHAPTERZ2: BACKGROUND AND PROBLEM STATEMENT

2.1Introduction

This chapter provides an overview of the background information relevant for exploring
the use ofhe quatrefoil in Classic Period Maya iconography. Specifically, in order to
understand the quatrefoils role in Maya worldview, this chapter will address how the Maya
conceived of space. Next, this chapter will provide a review the origins of the qilaireif,
with a focus on Preclassic Period quatrefoils throughout Mesoamerica and an examination of the
previous scholarship, with particular emphasis on how it has influenced current understandings.
Finally, an assessment of the specific conundrunwcedsed with quatrefoil delineates the

problems that need to be addressed regarding the symbols current interpretation.

2.2 Quatrefoils and Cosmology

As currently understood, the quatrefoil was a symbolic cave thereby designating that it
was a cosmic symibthat could function as a liminal portal providing access between existential
worlds. The symbol therefore becomes a cosmological symbol that delineated information about
the ordering of the world. Consequently, understanding how the Maya constredated th
worldview is necessary for understanding the symbols importance. This section reviews the
implications of current interpretations related to the analysis of the structure and contexts

associated with the quatrefoil.



2.2.1 The Maya Universe

For the Maya,the universavas conceiveth two fundamental ways: first, it was
vertically layered with three planes of existenaad second, it wasorizontallyquadripatite
with four cardinal directins centered on a pivotal aXiathews and Garber 2004; Sahett al.
1998) The threevertical planes of existence could be separated into two dimensions, the
physical world and the otherworld’he dherworld waglivided into a celestiakalmanda
wateryunderworldwhich togethewerethe realm of the deitieancestors, and other
metaphysical beinghase and Chase 2009; Guernsey 28t@gle and Freiddl99265). The
physical world was the surface of the earth and the realm inhabited by huhhensarth was
conceived of afloating in a body of water andglas considered boacred andnimate
Commonly the earth wasepicted in iconographgs the back of a saurian creature identified as
either a turtle or crocodil@BassieSweet 1991:172; Schele and Freidel 1990; Taube 1988;
Thompson 1934:10)

Thehorizontal partitioning of the universe was segmented fiotw ficardinal directions 0
originally identified by Sele(1901-1902) ThompsonThompson 1934)which functioned to
orient the eartiiCoggins 1980:728)However, it has been suggested that the directoient
according to thelaily movement of the sun across the akyg were not aligned with western
concepts of directionalit{Gillespie 1993:71Schele and Freidel 1992). If that is the case then

the four directions, therefore, incorporate both hariaband vertical partitioning (Coggins

1980: 730) . Each of the four cardinal directi

birds, trees, and (Smithl2@5:21%, Yhoropson 1984fwetheenore,nt s O



mythology describes four Baabs, each located at one of the four directions, that held up the

sky/earth on their shouldetbereby separating the human world from the upper world.

2.2.2 The Center

Theconcept oftenter was one of the most powethainsitionalelements of the Maya
cosmos for it represented the location where the three svand four cardinal directions met
(Gillespie 1993:72).The centerwaa pl ace of opposites where #fAti
unsegment ed ilebpieulf98:71) &misemdsopolsks because thlaya
conceivedf timeascyclical, whereboth the future and the paserelinked together in the
otherworld realm As a consequence, the otherworld was able to hold deities and ancestors
simultaneously. Furthermoregspite the univerdeeing divisionally conceived, the Maya still
regarded the universe as unified, making no d
real mso (Sharer 2006: 93). Rat her, these two
interactions of Otherworlteings influence[ing] the fate of this world [..and where the] denizens
of the otherworld were also dependenti6s5on t he
The concept of an above, middéad underworld that asemultaneouslyeparate and
conjoined witlin a constant cycle of birth, death, and rebiitihmingt he sour ce of HAco
o r d(€mhase and Chase 2009:28&itlespie 1993:732).The center was therefore an access
point between worlds and time and was not limited to any one lod&itbespie 1993:72).
Further, as theonnector between woHevels it functioned as portal providing access to the
otherworld.

Visually, the concept of center was often depicted in art and architectarecssnogram

defined as f aheergine unverse thriowgh synoboliwstheind or artistic
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me t a p(®nmoth 2005:217) Cosmograms can be seen in many aspects of Maya life, from
features of the natural or created landscape to depictions on artistic media. The sacred mountain
is a pertinat example of a cosmogram because it could be real (i.e. a mountain), created (i.e. a
mountainrtemple), or depicted artistically. The sacred mountain functioned as a cosmogram by
connecting all thregvorld levels while simultaneously existing in all tliee at once. The

world tree, depicted as havimgth roots extending into the underworld, the trunk in the earthly
world, and branches protruding into the upper woslds another common artistic metaphor of

the cosmic centehat functioned as a cosmogréFreidel, et al. 2008:7; Reilly 11l 1991,

Wilson-Mosley, et al. 2010:25)

2.2.3 Transition and Liminality

Access between worlds was not limited to the center and was possible through
geographic features, natural etleemmenss 0 fihaans
materialized through wal (Gillespie 1993:72; Schele and Freidel 1992:6IMansition between
world levelsin Maya worldviewwas possible through portals or sacrifice (Chase and Chase
2009:225).Portals, as locales where worjdeed, could simultaneously exist in all three layers
at once. This transitional ability imbued portals with liminaldgiginally defined by Van
Genne1960)as a stage in a rite of passage where the individual occupies a transitional state
betweenhe changefom one role to the nextFor the Maya, liminality has beéurtherdefined
by Chase and Chase (20P21-2299 as fia stage in rites of passa
state of beingo that whil e 0 isnspeLificalyfocesesofi t hr e

the transition of humans with regarditanpor t ant | i f e events. 0



Portals hava vast array of depictions and can be real or unreal, natural or created,
symbolic or manifeste(Benson 1985; Brady and Ashmore 1999; Chase and @b&%e
Schavelzon 1980)Theyareoften signfied by the presence of mouthsjaws, caves, cauauc
monsters, serpesitand/or sea creatures (Brady 1,98Base and Chase 200@)aves were one
of the most important portals in Maya worldview, which were portals to the underworld
(Gillespie 1993). It has begenerally accepted that the quatrefoil served as an iconographic
representation of a cave. Therefore, a quatrefoil bgitraa properties was a cave and a portal
and, by extension, quatrefoils were important symbols in Maya iconography.
Portals were imbued with power.ti@rworld inhabitants could exist in and travel
betwea the three planes of existenddowever,worldly humans during their natural life were
Afgenerally restrict dWilsonMosleyhetal. 230d0:2b)add eofidi We ne
such as rulers amatherworld inhabitants, were not confined to one plane of existence and could
access other world lelsgWilson-Mosley, et al. 2010:25)This limited ability to ater a
transitional state imbuedler(s) with extramundane power, including the ability to contact
otherworld beings and ancestors, thereby reinforcing and legitimizing their rule (Chase and
Chase 2009:231). The cosmwasa very important aspeotf Maya wor |l dvi ew bec
[was]the cosmic power upon which the rddrew, andfurthermore]society and the cosmos
were seen as parallel i n structure and operat
The curent understanding of the quatrefoil as a cave places it as an important
cosmological motif that by extension functioned as a symbolic portal between worlds. | propose
that the quatrefoil can be seen as more than a cosmological symbol because of it®oonnec
with caves. The foupart shape of the quatrefoil (denoted by its name) inherently ties it to the

8



concept of a quadripartite division of the universe. It may then follow that the center of the
guatrefoil is representative of the cosmic center (S&006:217). The following chapters aim
to explore this proposal by methodologically evaluating the Maya use of the quatrefoll

diachronically and spatially during the Classic Period.

2.3 0rigins of the Quatrefoil Motif

The quatrefoil was consistenthged from the Preclassic into the Postclassic Periods,
originating as an Olmec iconographic motif that later spread throughout Mesoamerica (Grove
2000; Guernsey 2010; St r-Mescameticadhtsiory suggéstsehatmo t i f
the cosmologicalancepts associated with it also have a long a deep tradition. While the earliest
guatrefoils come from outside the Maya region, there are inextricable similarities to the Maya
guatrefoils, especially visible in the Preclassic Period. Furthermore, tigvatbout these early
nontMaya quatrefoils has significantly influenced later interpretations of Maya quatrefails.
section examines Preclassic Period quatrefoils in order to illuminate the origins of the motif and
its subsequent interpretations.

Thequatrefoil first coalesced into an important symbol during the Late Preclassic Period
(Guernsey 2010). The earliest quatrefoil dates to the Middle Preclassic whéoaiidson
Monument 3 from the Olmec site of La Blan€&agure 9 (Guernsey 2010:76). The Olmec
occupied the geographical area of the Southern Gulf Coast region of MReidy I
1991:151) Monument 3 from La Blanca, dating to 9800 B.C., is an earth and clay sculpture
2.1 meters in diameter colored blacidaed(Love and Guernsey 2007 he sculpture takes the
shape of a curvilinear quatrefoil with a central concave basin, probably meant to contain liquid

(Guernsey 2010:76; Love and Guernsey 2007).
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Figure 2 Monument 3, La Blanca

Image permission and pmotograph by Dr. Michael W. Love, California State University,
Northridge.

This monument is very similar to an altar dating to Late Preclassic/Early Classic
transition fom Aguacatal, Campeche, Mexico (Figurgl3)ve and Guernge2006). Like
Monument 3, the altar had a slightly concave central basin curvilinear in form, and | suggest it
also could have contained liquid. This stuccoed altar was decorated with various water motifs
and glyphgGuernsey 2010; Houston, et al. 200%hese quatrefoils establish an early

connection between quatrefoils and water, a theme further developed during the Late Preclassic

and Classic Periods.
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Figure 3 Altar, Auguacatal

Drawing by author. Detail from The Pool of the Rain God: an Earl$tuccoed Altar at
Aguacatal, Campeche, Mexig@005).

Perhaps the two bekhown early representations of quatrefoils are from Chalcatzingo,
|l ocated in the highlands of Centr al Me xi co.
700500 B.C. makinghem contemporaneous with the Olmec site of La Venta (Grove 2000:277).
On Chalcatzingo Monuments 1 (Figure 4) and 9 (Figure 5), the quatrefoil is the dominant feature
(Grove 2000h) Monument 9 is a face of a |jagwsao wit
and a large central quatrefoil mouth (Grove 1968:490). The quatrefoil was large enough to

function as a fAportal o through which a ruler
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depicts a Wshaped partial quatrefoil. The quatrefoil is decorated evitbsed bands inside an

oval eye, plants growing on the exterior, rai
decorated personageo seated on a bench hol din
The identification of the quatrefoils on #eetwo monuments rests on the idea that, since caves

were breaks in the surface of the earth, then the earth could be depicted as a monster; therefore,

these quatrefoils, as the mouths of an earth monster, were representations of caves.

12
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Figure 4 Monument 1 (left), Chalcatzingo
Figure 5 Monument 9 (right), Chalcatzingo

Images courtesy of and drawings by Dr. David Grove. Originally published in
Chalcatzingo: Excavations on the Olmec Frontiét984).

There are notable differences between these quidreféirst, Monument 1 is curvilinear
in form whereas Monument 9 is rectilinear. Second, Monument 1 is a partial quatrefoil, whereas
Monument 9 is complete. Finally, while both have been interpreted as depictions of monsters,
they vary in the iconographdepictions. Monument 9 depicts a jaguar monster with goggle
eyes, whereas in Monument 1 is an earth monster with-beosseye$Grove 1968) The main
similarity between the two monuments is the quatrefoil as the mouth of the monster and the
vegetatve element sprouting from the corners of the quatrefoils. However, the contexts are also
variable. Monument 1 has a person seated inside, whereas Monument 9 does not. Furthermore,

there is water associated with Monument 1 but not with Monument 9. iNbess, despite the
13



limited similarities and the differing contexts and forms with each monument being the depiction
of a different monster, the quatrefoils on both of these monuments are widely interpreted as
caves. Furthermore, the identification of thatrefoil as a cave on these monuments serves as
the precursor for future quatrefa@vemouth interpretations. In the following chapters |
criticize this assumption, arguing that it lacks substantial evidence.

The quatrefoil motif becomes even mpreminent during the Late Preclassic Period.
Izapa Stela 8 depicts a ruler seated on a throne within a quatrefoil frame on the back of a
zoomorphic creature (Figure @puernsey 2006) The zoomorphic creature is identified as being
reptilian, possibly aurtle (Guernsey 2006:136). Izapa Stela 27 also has a quatrefoll, this time
appearing on the trunk of a tree that is forms the body of a zoomorph (Figure 7) (Guernsey
2010:84). Like at Chalcatzingo, these two quatrefoils exhibit-Biteavariation. Izpa Stela 8 is

curvilinear in form, whereas Stela 27 is rectilinear in form.
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Figure 6 Stela 8 (left), 1zapa
Figure 7 Stela 27 (right), Izapa

Drawings by Ajax Moreno, courtesy of the New World Archaeology Foundation.
Quatrefoils first appear in the Magaea at the beginning of the Late Preclassic Period at

the site of Abaj Takalik, Guatemala. Abaj Takalik Altar 48, dating tcZ@DB.C., depicts a

seated individual emerging from the body of crocodile or reptilian creature with the body
depicted as a @trefoil (Figure8) (Guernsey, et al. 2010)The quatrefoil on this altar is

curvilinear in form. Quatrefoils also appear in the Late Preclassic Period at the Maya site of San
Bartolo, Guatemala. The west wall of the Pinturas-Sehamber has a quatodfframe

surrounded by water volutes with three individuals seated inside (Guernsey 2010). This

quatrefoil, while only partially preserved, is observed to be curvilinear in form. The quatrefoil is
15



also personified with a possible turtle head extendioigp tthe left sidéLove and Guernsey

2007) The individuals seated inside the quatrefoil are identified as Chak on the left, the Maize
god in the center, and a god of fAstanding or
In addition, the eastall of the chamber has another quatrefoil frame, this one with a seated

zoomorph inside (Guernsey 2010).

Figure 8 Altar 48, Abaj Takalik

Drawing by author. Detail from Crista Schieber de Lavarreda and Miguel Orrego Corzo,
ElI' Altar 48Bbdeaej .TaMdmadm&nt o al Nac@0@9).ent o de | &

The early quatrefoils indicate that while there was significant variation in form and
context of the quatrefoil, there were also apparent similarities in form, context, and use. The
differencesm the early quatrefoils are significant. The use varies from a mouth (Chalcatzingo
Monuments 1 and 9), the back of saurian creature (Izapa Stela 8 and Abaj Takalik Altar 48), a
basin (the Aguacatal Altar and La Blanca Monument 3), to a tree fetamorplaizdo(izapa

Stela 27). Itis used as the main component or an element with a scene. Its form varies from
16



curvilinear to rectilinear and from complete to partial. It is found on a variety of materials
including stone, stucco and earth as well as in i@tyaof monument types that includes stela,
monuments, altars, and murals. These examples of the quatrefoil demonstrate significant early
variation in regards to the motif.

While the differences are easdjscernible so are the similarities. First, thithe
exception of Izapa Stela 27 and Chalcatzingo Monument 9, which are rectilinear, all the early
quatrefoils are curvilinear in form. Second, San Bartolo, Takalik Abaj, Altar 48, Izapa Stela 9,
Chalcatzingo Monument 1 all have seated individuals @asithird, the individuals in all of
these quatrefoils are seated on what can be identified as thrones, indicative of a connection to
rulers(Grove 1968; Love and Guernsey 2007; Saturno, et al. 20G%)rth, water elements are
found on La Blanca MonumeBt the San Bartolo mural, Chalcatzingo Monument 1, and the
Augacatal altar. Fifth, Izapa Stela 8, San Bartolo, and Abaj Takalik Altar 48 have saurian or
turtle iconography present on them. Finally, there is an otherworldly association in the form of
deities on the mural at San Bartolo, the monster faces of Chalcatzingo Monuments 1 and 9, and
the tree monster on Izapa Stela 27. Analysis establishes a set of themes including water, the
earth, otherworld, and portals as early the Middle Precl&Ssiernsg 2010) While it has been
suggested that the quatrefoil during the Preclassic Period had concordant meaning throughout
Mesoamerica because of similarities in use, this idea ignores the differences in context and form

(Stross 1996:91).

2.4 Previous ScHarship

The generally accepted interpretation of the quatrefoil is that of symboli¢Bassie

Sweet 1991, 1996; Baudez 1993, 1994; Brady and Ashmore 1999; Chouinard 1995; Fash 2005,
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2009; Grove 1968, 2000a; Guernsey 2006; Guernsey 2010; Guernseg2p&baHellmuth

1987; Houston, et al. 2005; Love and Guernsey 2007; Schele and Freidel 1990; Stone 1995;
Stone 2005, 2009; Stross 1996, 2007; Taube 2004; Vogt and Stuarti2®@&yer the

guatrefoil has been interpreted additionally as a portal (Str@&&,1®cosmogram (Guernsey
2010), and a signifier of a watery environment (Fash 2005, 2009). These other interpretations
are thought of as supplementary to, instead of disparate from, the cave interpretation. The
persistent interpretation of quatrefadls caves has invariably conflated the two meanings, but
without the support of significant evidence. Exploring the validity of this interpretation

necessitates the review of the pervious scholarship in regards to both caves and quatrefoils.

2.4.1 Of Quagefoils and Caves Part |

The surge in cave scholarship during the 1
subsequent rise in interest in caves and their role in Maya worldview. Caves, once significantly
understudied (but see J.E.S. Thompson, 1959), carttesttorefront of archaeological
investigation during this period (e.g. James Brady 2005, Keith M. Prufer 2005, Evan Vogt 2005,
Karen Bassiesweet 1991, 1996, Andrea Stone 1995, Barbara MacLeod 1978 and Dennis
Puleston 1978). As a result, our understagaicaves changed dramatically within a short
period of time and caves were established as the loci of important rituals that were regarded as
Ai mmense, | iving, sentient, sacr@ddyandd power f
Ashmore 1999)

At the forefront of cave scholarship was the question of what constituted a cave in Maya
worldview. First, what constituted a cave in Maya worldview had to be established. Generally, it

has been assayed that the Maya defined a cave as any break in the stiiaearth. This
18



exceedingly broad definition encompasses a wide variety of natural features including cenotes,
fissures, sinkholes, caves (as defined in western science), and water features such as ponds,
lakes, and reservoi(8rady and Ashmore 1999:42 Also included in this definition are

artificial caves such as those constructed in architectural fegBerson 1985; Brady 1997,

Vogt 1964) Furthermore, this definition also encompasses caves manifested in the art and
iconography of the Maya.

The broad definition of a cave in turn conflated caves with a significant number of
associations. Caves are generally regarded as symbolic portals to the underworld (Brady
2003:87; Brady and Prufer 2005:367). Not only could caves provide transitions betarékn
levels, but they could also simultaneously exist in more than one plane, inherently denoting them
as liminal localegChase and Chase 2009:23®)ther associations with caves primarily come
from the ethnohistoric and ethnographic sources with sangence from the archaeological
record. Caves were thought to channel earth, atmospheric, and underworld elsucbras
wind, rain, lightning, water, death, and foliatjgis linking caves to concepts of fertility and
emergencé¢BassieSweet 1991; Stan1995)

A consequence of this interest was the exploration of how caves figured into the
iconography and epigraphy. The Chodeen gl yph
(Vogt and Stuart 2005:157Vogt and Stuart suggest that, since gfyph is common
throughout the Maya region and, assuming this interpretation is caraeeis were an important
At opi c of(VatiasdSwat00® IS OWhile there have been focused studies on the
cave hieroglyph, no similar study exists one@onography. The range of possible
iconographic representations of caves includes open jaws, mouths of monsters (such as the earth
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monster), niches, enclosures, doorways, eyes, clefts, and quatiéstseSweet 1991; Stone
2005; Stross 1996; Taub@@B) Stone (1995:34) asserts that defining a cave in iconography is
inherently difficult due to the fact that cav

someti mes contradicting. 0O

2.4.2 Literature on the Quatrefoil

The first study to on foaithe iconography of the quatrefoil in detail was by Stross
(1996, 2007). Stross (1996) explores Zapotec depictions of the cosmic portal. The quatrefoil is
not the only focus of his research but rather a subsequent theme due to his identification of the
guatrefoil as a cosmic portal. Stross (1996
with shared attributes throughout the Maya region. More specifically, Stross (1996:83) identifies
guatrefoils as cavportals to the otherworld, assertingtlnis interpretations can be applied
crossculturally by noting that similarities illustrate analogous functions.

The only study to date that focuses specifically on the quatrefoil is by Guépide)).
Guernsey (2010:75), concludes that the quatrefespite its variations in forms and context,
mai ntained Aconsistent associations with wate
communication. O Guernsey argues that the qua
flowers, and the kaoross. Furthermore, she argues that during the Preclassic Period different
quatrefoil forms could substitute for each other; however, that this was not the case during the
Classic Period. While Guernsey (2010:75) acknowledges the significant divesitgrayals
of the quatrefoil, conceding that it was versatile in meaning and not limited to solely cave
contexts, she still supports the quatret@lze connection and bases her research on the validity

of this assumption. Guernsey uses airallusivedata set of Preclassic Period quatrefoils;
20



however, the Classic Period Maya quatrefoils that she uses were purposely selected to support
her idea that quatrefoils functioned the same way through time and space.
Several other scholars have explored thergtit as it pertained to other larger motifs

and ideas in Maya culture. Both Gillespie (1993) and Grove (2000) discuss the quatrefoil as a

cosmogram with the interior beiSwapt(99666)i c os mi c
argues thatthefogpat symbol i sm of the quatrefoil i's rep
on the horizon. o While this idea that the qu

works none scrutinizes the assertion that the quatrefoil was an iconographic depiatcavef
Fash (2005:2009) also discusses the quatrefoil symbol is detail. In her articles on water
management at Copan, Fash demonstrates that there was clear connection between water and
guatrefoils at that site. She (2005:119) concludes that thestpibtvas simultaneously
representative of ficaves and water holes and
understood to be aspects of thegl9¥a6a26l)nat ur al
small section of his book on the iconodmgf Copan addresses the quatrefoil specifically at
that site summarizing that it was used as an underworld sign.

While a study of the iconography of the quatrefoil has been notably lacking, there has
been substantial exploration of quadripartite glypis symbols, which include similar
depictions to the quatrefoils found in the iconography. The quadripartite glyphs include the Kan
cross, the Kin sign, the Lamat glyph, and the completion(§igggins 1980:728) Clemency
Coggins (1980) argues that thésar-part Maya figures refer to calendric cycles and cosmic
ordering. The fouparts can be seen as the main places along the path of the sun during its daily
cycle, thereby relating the foarts directly to the foupart division of the universe. Maws
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and Garber (2004) expand on Cogginsd idea of
completion, arguing that it is also a metaphor for credtitathews and Garber 2004:49)
Relying on analogy with contemporary Maya beliefs, they fugphepose that the concept of
four-part partitioning was a critical element in a wide range of ritual activities.

Taube (2004) has also explored tpgewlequadri p
formo originat es (Taube 2004:80eFurthérmavenwhenrthe formys found
in Classic Maya iconography, it is rceapwetsent a
(Taube 2004:71 see figure.gllouse E from Palenque is decorated with several flower
guatrefoils with signs for windraroma emanating from the corné@houinard 1995:146)
However, not all flowers are quatrefoil in form, suggesting the quatrefoil shape is potentially
representative of a specific meaning. Taube, while acknowledging the visual similarities
between thélower and the quatrefoil, argues that quatrefioivers denote a cave. However, an
alternative interpretation is possible. Perhaps the quatrefoil here is merely representative of a
flower with fourparts denoting either creation or cyclic ending. pher discussion associates
the quadripartite glyphs and symbol with concepts of completion, calendric cycles, zero, and

flowers; however, specific meaning most likely depends on context and form.

2.5Problem Statement

In this section | review the varisyproblems with the current interpretations of the
guatrefoil. First, the cave interpretation has yet to be been subjected to scrutiny. Modern
scholars have indiscriminately accepted the i
guatrefoil as aave (Baudez 1999:1). The lack of discussion of alternative options has created

what can be deemed "cumul ative knowledgeo and
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Second, the assumption that quatrefoils are caves is partly attributable to nugtuadiol
procedures that fail to maintai(Baudenl®¥il)st ency,
For example, caves are sometimes depicted with maize and quatrefoils are sometimes depicted
with maize; therefore, quatrefoils are caves. Anotherissse t he use of MAchains
such as (A |l ooks Ii ke B |l ooks Iike C; therefo
quatrefoils look like mouths, mouths look like caves; therefore, quatrefoils are caves.

Quatrefoils also have been subjectedlbavt can be descri bed as fAdai s
Acreating a | arger area in which to hunt for
argument possible, o0 (Baudez 1999:1). Lastl vy,
interpretab n, 0 defined as figoing beyond what the ev
(Baudez 1999:1). All of the above demonstrate fairly common problems with iconographic
interpretations and can be specifically demonstrated with the quatrefoil.

Third, althogh the quatrefoil, as a pavesoamerican symbol with significant time
depth, has been a subject within numerous studies, none of these studies have focused on the
Classic Period. The studies that do earstlimited to time period (e.g., Guernsey 2010, who
focuses on the Preclassic Period) or geography (e.g., Stross 1996, who focuses on the Zapotec).
The quatrefoil, however, comes to prominence during the Late Preclassic Period transitioning
into a promirent Classic Maya symbollThere are a significant number of quatrefoils from the
Classic Period, only thexamination of the quatrefoil during this period can demonstrate
continuity or discontinuity in meanin@tross 1996:99)Furthermore, the significanariability
of the quatrefoil within Mesoamerica during the Preclassic and Classic Periods suggests that it
encompassed a broad range of meanings
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Fourth, the similarities between the quadripartite glygig symbols suggeste
possibility of similar neaningsdepending on contexWhile there is substantial evidence that
the quatrefolil in its glyphic form is identifiable with cosmic ordering, calendric cycles, and
period endings such meanings have not been extended to other examples and contexts.

Findly, recent reevaluations of monuments that have the potential to affect current
understandings have been largely ignored (e.g., Grove .200@)commonly held idea that
caves functioned specifically as portals to the underworld has recently been esl/&duat
encompass the entire otherworld. Stone (1995:37), suggests that the caves were connected to the
cosmic center and earth in lieu of the underworld. This idea has the potential to place caves in a
broader context.

The interpretations presented i ttecent literature on the quatrefoil originate from the
interpretation of the quatrefoils on Chalcatzingo Monuments 1 and 9 as symbolic caves. Grove
(1968), argued that the shape of the quatrefoil as the mouth of the earth/jaguar monster
representsthemqat r ef oi | as cave in that 1t functions
1995:2223). Therefore, the subsequent analyses of the symbol fundamentally assumed the
cavequatrefoil interpretation is correct. However, recently Grove (2000:280¢hbhusluated
Monument 1 from Chalcatzingo, citing the upturned corner of the mouth, elongated eye, oval
eyeball containingcrodsands, and the presence of fAskyo f a
actually the mouth of t hteejdyseearth emonster.slugaditionn at ur
Grove (2000:283) argued that the quatrefoil here is similar to the mowghyain'placeglyph

from Monte Alban. He now proposes that rather than a cave to the underworld, this monument
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depicts a mountain/sky cav&Vhile his argument has yet to be fully accepted by other scholars,

it does suggest a more complex meaning for early quatrefoils.
2.6 Summary

In this chapter | reviewed the role of quatrefoil in Maya worldview and cosmology, |
demonstrated that significant early variability existed in the quatrefoil during the Preclassic
Period, suggesting that despite some consistency the quatrefoil cannutdxetb cave
contexts. Furthermore, | reviewed the current scholarship on quatrefoils, analyzing the problems
and noting the missing data. Finally, | reviewed the problems with an interpretation of
guatrefoils as caves. The result is a range of gateneanings for the quatrefoil that include
possible relationships to period ending rituals, calendric cycles, portals between worlds, the
cosmos, water, the earth, and the elite. | hypothesize that the quatrefoil, foll@Naspied s
(1993) definition may be more accurately defined as a cosmogram rather than aloave. T

analysis and discussion presented in the following chapters aims to evaluate this hypothesis.
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CHAPTER 3: THEORITCAL BACKGROUND AND METHODOLOGY

3.1 Introduction

The quat riabahdbtenparad persigtesmde in Maya iconography and epigraphy
demonstrates that it was an important vehicle for communicating information and intentions.
Since meaning is necessarily ficonstituted by
plad ng it within the A(Haaks §98%9) This chaptercprovidesuar a | syst
review the theory utilized in this thesis to make iconographic interpretations. The analysis of
methodological procedures can demonstrate how the quatrefoil cazacled pito a larger
ideological context. First, the theory of semiotics is addressed and how this theory can be
applied to iconographic interpretations. Then, the interrelationship between ideology and power
is analyzed with the goal of examining how tretationship shapes what is depicted in Maya
word and image. Finally, through the use of the systematic approach, contextualization, and
analogy for the creation and categorization of the data and their meanings this chapter will

demonstrate how bettarterpretations can be generated.

3.2 Images and Meaning

The interpretations of the quatrefoil presented in the following chapters are contingent

upon the idea that for the Maya i mages funct.i
shar ed un dGllespi¢ ®9Bbi)ngds Gillespie (1993:67) st
are patternethenart must reflect society. o However, w

iconographic symbol and motif, one is faced with the nuances of potential disparaiegsea
(Clancy 2009). The quatrefoil, as a symbol encoded with meaning, necessitates the
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understanding of how and what messages were conveyed in Mesoamerican iconography. How
messages were conveyed can be answered through a review of the theory afsamibti

applies to iconography. What messages were conveyed can be understood through the
exploration of Mesoamerican ideological systems and how these systems played a determinate
factor in what was depicted in the iconographiyhile the study of icongraphy does not always
incorporate semiotics, following the definition presented by Smith (2005) of iconography as the
study of the units that form the subject matter (e.g. the work of art in its ensitety)as the

symbols, icons, and abstractiessmidics can be an instrumental tool in the understanding of

how, what, and why messages were conveyed.

3.2.1 Semiotics

Semioticsisamukd i sci pl i nary field focused on the
humans to produce and understand signs [. . wéunzh] investigates sign systems and the
modes of representation that humans use to co
(Preucel 2010:5) Signs, the focus of semiotics, can I
somebody for somethingghbome r espect or capacityo (Pierce
was first coined by John LocK&894) Later, the field was developed as a modern discipline by
Ferdinand de Saussure who created the Alingui

Smders Peirce who devel dRreact 2010:26)Singeh (1978 s op hi c a

built upon the work by Peirce and Saussure an
contexto (Mertz 2007:338). Semiiortdg cksy hii mrgeeast |
connection between the object and the interpr

Afanal yzed through systematic anad33@)si s of cont
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Semiotics in archaeology provides an approach to understasigmgyand their
meanings in culture. New approaches in semio
the theory employed in this theg¢Rrreucel 2010:8) In social semiotics, the shift is away from
classifying signs and meanings towardsunderstd i ng t heir Acontextuali z
2010:8). Within semioticg;ontextualizations the idea that signs in and of themselves do not
hold meaning but rather meaning comes from Ap
among material processesan@d c i a | actionso (Preucel 2010: 8) .
sign is dependent on how it is embedded in(Bsementier 1997:51)Furthermore, meaning
can only be ascribed to Athe moment of intera
not reside in artifacts or in people themsel@feguketat 2000:116)Parmentier (2000:51)
proposes three necessary questions for evaluating meaning: (1) what is the nature of material; (2)
what is the status of the relationship between the form and tteeisding cultural traditions; (3)
how is the sign potentially interpreted, by w
When applying semiotics to iconography, it is necessary to understand how signs are
categorized. While many of the terms associated with sesiiodiee variable definitions, in this
thesis | utilize the classifications by PiefBarber 2005; Smith and Berdan 2003he
guatrefoil can be broadly be defined as a sign; however, according to Pierce, signs can be broken
down into three units, iconsydexes, and symbols, based on their relationship to olff&retscel

2010:56) Pierce definekonsas fAsi gns that refer to an object

anindexas fAa sign that denotes its ob¢gerd aAgwdbair
Symbohs fia sign that obtains its characteristic
gener al i deaso (Preucel 2010:56) . Notably, h
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Afstages or moments in the hierarchical compl

(¢

between categories is bound to og@eirmentier 1997:49)Following these definitions the

=]

quatrefoil can be classified aSgmbobecause it has a conventionall k bet ween t he
and signifiedo (Preucel 2010:65). Il n additio
as amotif, defined following the Merriam Webster d:

patterno or a fAdistinctive feature.o

3.2.2. Ideology and Power

In Mesoamerica there was a generally accepted worldview and ideology that structured
how people viewed and orientated the world around them. Iconography, as a product of material
culture, necessarily reflects a shared ideoldgythe application of social semiotics to
iconography in Mesoamerica, the quatrefoil becomes a powerful symbol because of its ability to
place the actor within the cosmic center. Furthermore, as a symbol with a long duration, it
denotes thatithadamee r al | y agreed upon Asystem of symbo
(Looper 2003:31) This transfers the quatrefoil beyond merely a symbol that incorporates
worldview to one that is placed within an ideological framework.

Worldview, and cosmology asfanction of it, can be defined as the way in which the
Maya conceptualized their wor{®Rice 2004:9) Sohow do these concepts become part of
ideology? Worldview and ideology intersect when the latter is manipulated to negotiate power
and legitimize spdfic political connections and relationships. Defining ideology is, however,
inherently more difficult because of debate on what it is and how it operates. For the purpose of
this thesis, the definition of ideology is extended beyond the general itea@&icompassed

belief and value systems of a sociiemarest and Conrad 1992td)include power relations
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and politicization. Ideology can therefore be defined, following the Marxist tradition, as the
Aviews, attitudes, pprepriated,prejectech nejected, and maglifed forh at a
political ends by (Cenm®ftand omaroif 1902¢ Ragkstdt and Entertsgns 0
1999:303) For the Maya, the specific interest group was the elite, who used and projected the
dominant ideolgy to maintain and control hierarchical power.

In Mesoamerica, literacy is believed to have been restricted to the elite. Iconography, as
the expression of conventional symbols that could be broadly understood, therefore functioned as
an i mpor f anh eMaEaaual®o2:@hrough which those in power could selectively
disseminate knowledge based on a conventional knowledge system about how their world was
constituted Gillespie 1993:73) On many elite artworks, iconography appears in conjumctio
with epigraphy. The epigraphy functioned to either complement or supplement the iconography,
and together they created a narrafiveoper 2003:33) The narratives presented on these
artworks are not history in the Western sense of the word, but aesatcurately understood as
stories that intertwine mythology with reality; however, these two ideas were not necessarily
exclusive in Maya thought. The narratives presented in iconography functioned as propaganda
displayed by the ruler to establish, ntain, promote and/or legitimize their rule by
demonstrating their powé¢Marcus 1974)

Power i n Mesoamerica is essentially the ab
i n ways that mo qRauketat 2000v113JTbisadistinctiaredso adefinesthe
separation between the elite and the commoner, where the elite are defined by their ability to
retain control whereas the commoner restricts
f ut (Paukeiat 2000:114)This distinction igresent in the iconography. The display of
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di fferenti al access to power, such as a ruler
communicate or travel between worlds, sanctifies the extant hier@eligus 1974:83) The

guatrefoil appears in bothite and norelite contexts; however the majority of examples are

from the former. Subsequently, the quatrefoil necessarily relates to the lives of rulers. As a

result, the focus of this thesis will be on meaning of the quatrefoil as a potential psyitrdzo|

with the potential to fAgener(RdamenterdddbsBdy, tr an

3.3 Methodology

This thesis addresses the quatrefoil as used by the Maya during the Classic Period. The
data set employed in this thesis was developedifically to address the problematic
interpretation of the quatrefoil. Theoretically, a synthesis of quatrefoils will enable more
detailed interpretations (Clancy 2009:7). Consequently, in order to create a more accurate
interpretation, the researchaessitates a review of how the data employed in the thesis were
selected and analyzed.

Thedata ultilized in this thesis were gathered from a variety of sources. Quatrefoils were
first located from previously identified examples in published litergeuge Guernsey 2010,
Stross 1996). Secondly, sources were expanded to include scholarly publications with
photographs and/or drawings of monuments from Maya sites. Specificalfataegue of

Maya Hieroglyphic InscriptionGraham, et al. 199'8nd tle Chronicles of Maya Kings and

QueengMartin and Grube 2008yere useful references which provided an overview of
monuments and inscriptions from throughout the Maya reghalditionally, site specific
sources of monuments were incorporated, including ilamCopan(Baudez 1994)Palenque

(Robertson 1983, 1985a, b, 199Caracol(Beetz and Satterthwaite 198Quirigua(Looper
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2003; Sharer 1978Piedra NegragClancy 2009)Sharer 1978and Tikal(Jones, et al. 1982)
Furthermore, online publication sources were also useful resources, includ®oyplus of
Maya Hieroglyphic Inscriptionpublished through the Peabody Museum, Harvard, and the
online photo and drawing collections of Montgomery (2000) and Schele (208ih@a online
through FAMSI. Finally, when possible, the previously stated sources were also supplemented
by other peereviewed academic publications. It should be noted that by limiting sources to
published corpuses, monuments from sites that haveeeot subjected to lortgrm studies may
have been missed. Nonetheless, the goal was to create a comprehensive enough database to
detail an accurate and broad representation of quatrefoils.

In order to create an unabridged database that accurately patisanibution temporally
and geographically, quatrefoils wespecifically selectetbr the Classic PeriodAdditionally,
restrictions were implemented. While the goal was to conduct a comprehensive analysis of the
guatrefoil, examples were restrictetiam they did not meet a set of standards or were outside
the scope of the study. Of the selected quatrefoils, those where photographs and drawing were
not locatable were omitted in order to avoid misidentification. In addition, monuments where
erosion Imited the ability to clearly see details were also excluded. Furthermore, more examples
were restricted to those found in elite contexts. Generally this limited my sample to those found
on stone and on monumental architecture. Ceramics were excludes®ddoey are generally
found in different contexts and represent a significantly different media source, which inherently
signifies potentially disparate meanings. Furthermore, the problems with forged and/or repainted
ceramics is common in the Maya reg{Chase and Chase 2009; Chase, et al. 1888)
additionally adding these to analysis would confound any interpretation of ceramic based
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quatrefoils. Quatrefoils were also excluded when they lacked specific provenience, with the
exception of monumentshere the site is known but without an exact location; meaning cannot
be affirmed without context.

Some previously identified quatrefoils were also omitted due to significant variation in
form and presentation from the standard definition. First, prelyiadentified quatrefoils that
do not fit the definition such as those on as the mouth of a tzuk sign on a loincloth worn by a
figure were eliminated; while similarities exist, their form does not necessarily indicate a
guatrefoil, this warrants a more sgfec independent investigation. In addition, while partial
guatrefoils were included in this thesis, those that were distinguished as trefalsapet, were
excluded. Finally, since the focus of this study is on the iconography, quatrefoilsethat ar
glyphic in nature were excluded.

Quatrefoils were also restricted by time period and location to the Classic @ariédd
250900, so as to have a focused study. The Classic Period is temporally significant because
the quatrefoil comes into promimee during this eréSharer and Traxler 2006:155The Classic
Period is subdivided into the Early Classic (ca. AD-BB0), the Late Classic (ca. 6800), and
the Terminal Classic (ca. 8@D0/1100)Sharer and Traxler 2006:155However, since
monumeits were limited temporally to the Maya and the Southern Lowlands, only Terminal
Classic monuments from these locales included. Categorizing these monuments into Early, Late
and Terminal time Periods allowed for the exploration of pgaod variation. Erthermore,
the scope of the study is limited to the Southern Maya lowlands. This limitation was employed
because, while the Maya were subject to outside influences, the lowlands represent a somewhat
unified tradition. However, spatial distribution cdil e explored within the Maya lowlands.
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The quatrefoils used here encompass a broad range of examples. Consequently, the
methodological analysis employed in this thesis required the specific categorization of each
guatrefoil. These categories inclddgte, date, monument type, material, function, form, venue,
and associations. The segmentation of quatrefoils into these categories serve to facilitate the
understanding of the quatrefoil within the br
el ements in | arger constructions, terpretel it i s
(Hanks 1989:9) Time and location are significant because they can be used to demonstrate
variation. The style of a quatrefoil, as represented by form amatidn, was included in order to
assess the Ainternal styleso that contribute
individual manifestation of the quatrefoil and function refers to how it is used in the scene. The
composition of each exagite was assessed by the further categorization of quatrefoils by
monument type, venue, monument type, and asso
monument within the site, and Aassociationso
glyphs found within or around the quatrefoil. Together, the composition determines the overall

context in which the quatrefoil was located.

3.3.1 Analogy and Contextualization

In this thesis, analyses are conducted through a variety of methodological teshnique
with focus on the use of anal ogy. Anal ogy, d
i u n k n @& type of inferential argument in which the focus is on the relationship between
things(Steward 1942:337)In archaeology, analogy is expandegilmen d t he Af or mal s
bet ween entitieso too more accurately encompa

relationships between demonstrably similar en
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The analogies in the following chapters degived from a variety of sources including
archaeology, epigraphy, iconography, ethnography, and ethnographic data sources.

In the thesis, the application analogy allows past situations to be illuminated as to
similarities and discontinuities, bothatlly and temporally, in the use of the quatrefoil. While
there are many forms of analogy, | focus on the use of contextualization and analogies verified
by the archaeology record. The basic model of a divisionallsitered and foupart (with a
certer) universe is visible in the archaeological record. For example, as cited by Chase and
Chasg2009:225) the Postclassic murals of Tulum and Santa Rita Corozal contain water
imagery on the lower planes showing the three layered aspect of the unMerseevidence
comes from caches throughout the Maya region, such as the Late Classic cache from the
Blackman Eddy site which was organized in a quadripartite faghathews and Garber
2004:52) In addition, the tomb at Rio Azul in Guatemala contairlgphg marking each wall
with a cardinal directioiMathews and Garber 2004:54Additionally caches often mirror world
divisions, such as at Santa Rita Corozal where a Late Postclassic cache was found that included
four figures identified as bacabs, stargdon turtles while conducting automutilation, connecting
the cache to creation and the four cardinal diredf@itase and Chase 2009:224)

Contextualization is the method of using analogies at the local and regional scales both
temporally and spatiallio make comparisor(ooper 2003:31) This method is particularly

applicable to the quatrefoil since it has a long span of use and wasViepaamerican motif.
3.4 Summary

This chapter provided the theoretical background and methodological procedures

employed in this thesis, establishing the necessary foundation for the following analysis and
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interpretations. Through the use of contextualization and analogy in concorddmae w

systematic analysis of the data, it is possible to ascertain what messages were conveyed by the
quatrefoil. This, in time, provides a basic understanding of the meaning of this symbol. The goal
of this thesis is to evaluate the validity of the cartiom that is made between quatrefoils and

caves.
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CHAPTER 4: DATA PRESENATION AND ANAYLSIS

This chapter providesq@ualitative and quantitative analysis of the datarder to
establish meaningful patterns relevant for future interpretatioheoughot, standard statistical
procedures are employed to strengthen the analyses.tt@rbsicharacteristics of the
guatrefoil byfocusing on thenonument typgvenue, form, and functicare addressed. Next,
through the generatiasf a detailed analysisf the major iconographic themémsind in
association with the quatrefoil, the symbols context as it relates to potential meanings is
explored Specifically,both the entirety of the context of the monuments and the intimate
context is analyzedFollowing thisthe spatial and tempordistributions of the quatrefoil are
presented Finally, a comparison of the Preclassic monuments with quatrefoils from the Classic
Period is provided with the goal of determining if the two datasets are statistically €nalagh
to be considered analogous.

The database consists of a total of 70 monuments with 75 distinct quatrefoils from 15
different siteswithin the Central and Southern Maya LowlanBgy(ire9 Map of Sites with
Quatrefoily. Eachmonumentithin thedatabase wasategorized according to site, date,
monument typeform, function, venue, and associatiori$e entire datasetéblel) is included

below in order to provide references for the following analysis.
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Figure 9 Map of Sites with Quatrefoils

Site locations courtesy of Dr. Clifford T. Brown and Dr. Walter R. T. Witschey, ©
Electronic Atlas of Ancient Maya Sites.
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BONAMPAK  STELA I 1L.C PALENQUE TABLET OF THE

SLAVES
TEMPLLE OF THE
STELA 2 LC SUN PIER A LC
TEMPLE OF THE
CANCURN PANEL 3 LG FOLIATED CROSS 1O
SOUTH 1AMB
. . o TEMPLE OF THE .
CARACOL ALTAR ] EC CROSS WEST JAMR L
THE CREATION
ALTAR 3 (o' PANEL LC
PAC AL
ALTAR 4 EC SARCOPHAGUS L
COVER
TEMPLLE OF THE
CROSS WiE
ALTAR & I SANCTUARY 1.C
ROOTS
AILTAR T LC PIEDRAS MEGRAS STELAL L
ALTAR 11 Le STELA 3 Lo
ALTAR 13 TC STELAB LC
ALTAR 14 EC STELA L1 LC
ALTAR 15 LC STELA 35 LC
ALTAR 19 LC STELA 46 LC
STELA 4 L QUIRIGTIA ALTAR R jL
STELA & L ALTAR L
COPAN PECCARY SKUL LT MONUMENT 23 o
MOTMOT MARI EC TIKAL ALTAR 4 Lc
SCULPTURE 13 EC ALTAR 10 Lc
N BALLCOURT LC LINTEL 25TR. 5C-4 LC
C BALLCOURT LC TONINA MONUMENT 135 LC
S BALLCOURT LC TRES ISLAS STELA 2 EC
TEMPLE 1% 5
NW IAME LC XULTUN STELA 24 LC
TEMPLE 18 NE _ .. . - .
TAMP Ly YAXUHILAN STELA 1] LC
TEMI'LE 18 5w
TAMB LC LINTEL @ LC
TEMPLE 1% SE
IAME LC LINTEL 14 Lc
TEMPLE 1§ LC LINTEL 24 LC
ALTAR W LC LINTEL 25 LC
EL PERU ALTAR LC LINTEL 33 LC
MACHAGQUILA STELA 4 TC LINTEL 46 c
STELAT TC LINTEL &0 L
STELA R TC
STELA 1) L
MNARANIO ALTAR 1 Er . .
STELA Lo EC: Early Clas_3|c
STELA 13 LE LC: Late Classic
STELA 21 LE TC: Terminal Classi
STELA 24 LC
STILLA 29 LG
STELA 40 LE
Table 1 The Database
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4.1 Characteristics of the Quatrefoil

The significam variability in the presentation of the quatrefoils during the Classic Period
has antecedents in the Preclassic Period, when the symbol first coalesced. Accordingly, the
guatrefoil was never uniform in its presentation. As a result, in order to dssesgite range of
its variability, the symbols are categorized according to a specific set of characteristics: form,
function, monument type, and venue. Each of these categories reflects a choice made about the
presentation of the symbol and thereforendgates information about how it was meant to be
viewed. Subsequently, since meaning comes from the interaction between the object and the

interpretant, these characteristics should be indicative of meaning.
4.1.1 Form

Foll owi ng Gu er ton that thesMayadliBtihguishedsbstweerr forms, in
this investigation quatrefoils were categorized according to the two basic presentation types
(Figurel). First, quatrefoils could be either complete or partial, where complete refers to all
four-sided synbols and partial includes halved quatrefoils. Second, quatrefoils could be
curvilinear or rectilinear, defined by the sharpness of the corner. Together, there are four
possible permutations, all of which appear in the dat&sgtie10). The overwhelnmg
majority (82 %) of quatrefoils were complete and another 71 % were curvilinear. Together, 75
% of the examples were both complete and curvilinear, whereas a slightly lesser majority (57 %)
was both partial and curvilinear. A chi square analysis wi@b aignificance level revealed that
the complete and partial quatrefoils did not differ significantly in the proportions of curvilinear

and rectilinearTable2).
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& RECTILINEAR
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COMPLETE PARTIAL
Figure 1 Stacked bar column showing frequencies of quatrefoilorms
Table 1 Chi square analysis of different quatrefoil forms

Chi-Square Tasts

Asymp. Sig. (2- | Exact Sig. (2- Exact Sig. (1-
Value df sided) sided) sided)

Pearson Chi-Square 1.830° ATE

Continuity Carrection” 940 320

Likelihood Ratio 1.685 Rk

Fisher's Exact Test 280 159
Linear-by-Linear Association 1.805 AT

M of Valid Cases 72

a, 1 cells (25.0%) have expected count less than 5. The minimum expected count is 3,11,

b. Computed only for a 2x2 table
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4.1.2 Function

Quatrefoils were separated by function into frames, elements, and personal adornment.
While these classifications are not always mutually exclugwatrefoils were categorized as
only one of the three possibilitieBigure11). Quatrefoils that encase other iconographic
symbols, icons, or indexes were designated as frames and comprised 58% of the total.
Quatrefoils that appeared as a constituatitiwa whole, but were not main features, were
classified as elements, accounting for seven percent of the total. The remaining 35 % were
categorized as personal adornment, which encompasses all aspects of costume and related

paraphernalia.

PERSOMAL
ADORMMENT
3%

FRAME
28

ELEMENT
]

Figure 11 Pie chart showing frequencies of different functions

4.1.3 Monument Type

Classifying monuments by type is inherently difficult due to the significant variation in
definitions within academia. As a result, monuments were placed into one of five general
categories: stela, altar, wall panel, bench, and offigufe12). Stelae, defined as any
freestanding stone monument (Clancy 2009), accounted for 33 % of the database. Altars, which

are also known as pedestal s, | é&@dncy@e12as any
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accounted for 34 %. While the features on superstructures have been subjected to numerous
classifications, | group the related features such as jambs, piers, roof combs, and lintels together

into the category of wall panel, definedaasy carved or painted features set into, or on top of, a

stone superstructure. These comprised 29 % of the databasele® accounting for two % of

the databas@re defineds f eat ures that are Abui (Cancput fr or
2009:1). The remaining three percent of the monuments were categorized as other,

encompassing the examples that did not fit into the previously stated categories.

BENCH OTHER
1% 3%

ALTAR
‘I“"...LL P .“‘ \ t L 3‘QLI.;_
29%

STELA
33%

Figure 12 Pie chart showing frequencies of different monument types
4.1.4 Venue

Monuments wereategorized by venue into platforms, plazas, ball courts, tombs,
architectural features (exterior or interior), and miscellandéigsi(e13). These categories
delineate information about the accessibility of the monument. An architectural featusaaefer
wall panels attached to the superstructure. These features were further designated as exterior,
when they were on the outside or fagade of a superstructure, and interior, when were within.

Following Clancy (2009), | generally classified lintels asteer i or f eat ur es becau
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|l ocation of the panels is [often] difficult t

in front of buildings due to collapg€lancy 2009:12) Exterior wall panels account for 12 % of

the monuments whereagerior wall panels comprise only six %. Tombs, accounting for four %
of the monuments, while part of the interior of a superstructure, were designated separately
because this location denotes specific meaning(s) related to death and transition. Plazas,
accounting for 41 %, include open public areas. Platforms, accounting for 16 %, were built
raised features. Ball courts, while they can be considered plazas, have a distinct function and
were therefore designated separately. They accounted for nirsk.imcluded miscellaneous

(one %) as a classification used when the location within the site is known but where conditions
such as collapse inhibited the determination of a precise location. Unknown (6 %) is distinct
from miscellaneous and was usedlkassify monuments where the site is known, but the-intra

site location was unknown due to looting or other factors.

INTERIOR WALL TOMB MISC
PANEL \ X S i
6%
UNKNOWN
PRI
BALLCOURT i
o —— 1%

PLATFORM
16%

Figure 13 Pie chart showing frequencies of different venues

These venues can be further categorized according accessibility. The @dncept
accessibility, defined by Barber (2005:57)

accommodate | arge groupso such as plazas,
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private areas, such as domestic households, have a more canfrestticted intimacy,

all owing for dAonly a small number of particip
and ball courts are definably as accessible whereas platforms, tombs, and interior panels are
features of intimate spaces. Excludmgcellaneous and unknown, this leaves exterior wall

panels. Exterior wall panels are harder to classify because their accessibility is dependent on the
exact location on a superstructure. Those that are at ground level facing a plaza could be

considerd accessible; however, determining the accessibility of raised features relies on the size

of the image and text. Normally, these features were located higher on superstructures and were
unlikely to be viewable by the entire population; therefore, thaygeaerally be classified as

intimate. Accordingly, 50 % of the monuments can be classified as accessible and 49 % as

intimate.

4.2 General Associations

Mayan monuments, as mediums through which information was conveyed, depicted
narratives through the nwbination of the text and image. Consequently, meaning can be
elucidated through thexaminatiorof the both text and image. Generally, narratives in elite
contexts refer to events related to ideology, power, and rulership; however, the text on a
monumetm can be supplementary or complementary to the image. In addition, since this thesis is
concerned with the iconography and not the text, the text is generally excluded from analysis
with the exception of dates and relevant glyphs that denote location.

The iconography associated with the quatrefoils can be separated into two areas: the
iconography in the surrounding context; the, iconography within or attached to the quatrefoils. |

employ this distinction because the iconography surrounding the quasefalicative of the
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general context in which the quatrefoil was placed, whereas the various icons, symbols, and
indexes within or attached to the quatrefoil indicate specific meanings attributed to that
quatrefoil. Accordingly, these different locatidnslicate potentially disparate meaninds.the
following discussion, | assess each quatrefoil individually, as well as within the larger
compositional field, in order to establish a foundation through which meaning can be

determined.

4.2.1 The Icono@phy of the Surrounding Context

Establishing potential meaning requires examining the matrix the quatrefoil is placed
within. Generally, there were several consistent iconographic themes associated with the
guatrefoil. These included earth, otherworldership, transition, and sacrificEigure14).

Notably, some of the signifiers were not mutually exclusive to one distinct category, but rather
could be representative of more than one simultaneously. For each theme | provide an example
from the datagen order to clarify how they were identified. It is important to note that my
perspective inherently determined what was included as a major theme in the surrounding
context. While I tried to be inclusive it is possible that different scholars wouédiheluded

other categories.
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Figure 14  Bar graph showing the iconographic associations of the surrounding context

Elements of the three wordvels are commonly associated with the quatrefoil. Of the
total monuments, 37.5 % are depicted with otherworldly iconography. The otherworld can be
identified through the depiction of beings and creatures that are extrampuaofiene
distinguished from humans by their exaggerated features. In addition, glyphic markers for
otherworldly locations pertain to otherworld iconography. In some instances, the iconography
delineates the upper or underworld more specifically. Denthenisre specifically located in
the underworld can be identified by the prese
(Wilson-Mosley, et al. 2010:26)Other indicators that denote the underworld include the
numbers A70 and fH9 deathandthecolor blaclk. Theegper warldis e s t o
commonly depicted or denoted by the presence of sky bands and celestial features such as the
day sun, Venus, and other celestial bodies. Of the monuments depicted with otherworld
iconography, 44 % were spécito the underworld and 15 % to the upper world.

The earth, orthe middlwor | d, was defined by the presen

stone symbols, vegetation, the fAwitho or eart
a7



addition, the turtle, asraodel of the rounded earth, also constitutes earth iconog(aphpe
1988) Of the total monuments, 26 % were depicted with earth iconography.

Transition between worltevels was also a common iconographic theme associated with
guatrefoils, denoted ke presence of a number of symbols, including umbilical cords, twisted
ropes, water lilies, dwarfs, serpents, clouds, smoke, and mouth qiJhase and Chase 2009)
Personages, creatures, and plants could also denote trarspeaifically, those tht could live
above and below the water such as saurian creatures and water lilies. In addition, the cosmic
monster, often shown with a crocodile/saurian body and two heads, is frequently depicted in
association with transitional life events. Deities aso denote transition when depicted in
transitional states, such as the bacaabs who occupied a position between worlds by holding the
earth up on their back or on their hands. Furthermore, major life events, such as birth, death,
accession, and ritualsych as bloodetting and the ball game, can also denote transition (Chase
and Chase 2009:288). 28 % of the monuments show quatrefoils with transition iconography.

Iconography relating to rulership was present on the overwhelming majority of
monumentg$86 %). Rulership is implied when a monument depicts an actor identified as an
elite personage or ruler. However, this interpretation relies on the identification of figures within
the monument representing a r adce200®:44).0fThe an el i
figureswere identifiedas rulervs ased on the current scholarly i
appear ance, an d(Pdka2002pQGeheyalyhthie categorids bf elaracters
depicted on elite Imbnmuergyndesadmbkd urdielderirory apar t
family and elite) generally depicted with more @ate costumes, captives, asitierworldly
imagesincluding deities and ancestoridowever, identifying a ruler or elite figures is difficult
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because daog so inherently relies on a set of social models that may or may not be applicable to

the Maya(Chase 1992) As stated by Chase (1992:30), the archaeological record does not

readily support the common binary model of elite and commoner. Whether tre$ ohcthss

organi zation is applicable to the Maya is hidg
Acommoner o to describe persons within a more
like noble, elite, ruler and commoner, these termg nwh accurately portray the actual social

and political institutions.

Nonetheless, rulership is generally implied when the monument depicts elaborately
adorned figures in the center of the i mage.
supposedly based on an actual persons as opposed to a mythical figuras,dritbgSchele
and Miller 1992:66) Additionally, while generalities do exist, how portraits were depicted
varies significantly between sites. The dress is particularly important because it is the symbolic
presentation fAof r(Shele and Midea1992166)Sinnedregenvatianisiarg e 0
issue in the Maya region, royal costumes and regalia have been reconstructed mainly through
their depictions on monuments and other artifacts. Schele and Miller identify three main
costumes worn bynhe rulers: everyday dress; war; and, ritual costui@elele and Miller
1992:67) They state that war and ritual costumes differ from everyday garb by the use of
Afexotic materialso and more el aborate costume
headdresses, masks, capes of complex design, large belts, loincloths, skirts of jaguar pelts,
ornamented backracks, hiphac ked sandal s, | eg straps and €& |

the body(Schele and Miller 1992:67)Other aspects of the regatieat denote rulership are

49



bundles, scepters such as the Dowdéaded Serpent Bar and Manikin Scepter, weapons such as
the flint and shield, and transitional elemef@shele and Miller 1992)

Additionally, iconography that depicts ritual also necesseagites to rulership. The
rituals depicted on elite artworks were both symbolic acts and power processes that could be
either occurring or implie@Schele and Miller 1992:66)Common rituals depicted on Maya
monuments related to period endings, birttession, and death. Generally, ritual on elite
monuments related to the lives of rulers. The final theme commonly associated with quatrefoil is
that of sacrifice. While sacrifice can be considered a ritual, the high occurrence in this corpus
suggests particular importance. The common sacrifice iconography depicted on the
monuments was either saécrifice or the sacrifice of a captive. Captives can be identified by
their emaciated figures, hastyles, and the presence of binding. Selfrifice s denoted
visually by bloodletting or can be implied by the presence of stiagspines and other blood
letting instruments (such as the bowls used to capture the blood). The presence of vision
serpents, conjured by the act of bldetting, also denotesacrifice. Of the total, 18 % of the

monuments depicted sacrifice.

4.2.2 The Iconography of the Quatrefoil

While the general context of the quatrefoil is pertinent to the interpretation, the specific
composition including the symbols, icons, and feguattached to and/or enclosed within the
quatrefoil are more directly indicative of meaning. In order to assess the iconography specific to
the quatrefoil, monuments were first separated by function. This was necessary because function

has an interdepeent relationship with the associated iconography.
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4.2.2.1 Frames

Quatrefoil frames account for the majority (61 %) of the entire database. They are found
at all of the sites except for Tonina, Xultun, and Yaxchilan. The Maya used quatrefoils as frames
during the entire Classic Periddowever the overwhelming majority are from the Late Classic
Period (64 %). Interestingly, the earliest quatrefoil in the entire database is the Motmot Marker
from Copan Figure22) dedicated in AD 441, the two latest moremts in the entire database
also depict quatrefoils frames: Machaquila Stelgigyre23) and Caracol Altar 13Hjgure24),
both dedicated around AD 830.

Figurel5 shows the main iconographic associations within the quatrefoil frames.

Rulership was thenost frequent association and sacrifice was the lowest. While the general
percentages mirror the entire database, calculating the exact percentage change better illustrates
the differencesTable3). Assuming that an over fifty % change has to occuit torbe

considered significant, sacrifice is the only iconographic association with significant change,

almost doubling in frequency.
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Figure 15 Bar graph showing the major iconographic themes associated with guatrefoil
frames
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Table 2 Table showing the percentage change in iconographic associations for frame
guatrefoils

THEME ENTIRE DATABSE FRAMES PERCENT CHANGE
RULERSHIP 85 79 -7.1
OTHERWORLD 46 56 21.7
EARTH 28 35 25.0
TRANSITION 29 37 27.6
SACRIFICE 22 43 95.5

The majority of the monuments contain one or more figures encased within the frame (58
%). A breakdown of these figures reveals there weotahof fifty-three individual figures with
an almost even distribution between portraits encompassing all figures and otherworldly figures
including deities, saurian, and other Ammman creatures. Of the portraits, thirteen were rulers
or elites, sevemwere unknown, two were captives, and eight were deceased. Notably, several of
the figures are reinterpreted in the following chapter. Of the otherworld figures, three are turtles,
eleven are miscellaneous otherworld creatures (including death hedutllgridyers), and the
remaining nine were deities. The deities include Chaak, lightning, God N, and the Maize deity.
These monuments can be further categorized as quatrefoil frames with only one figure
per frame or as frames with more than one figuresecond mostommoniconographic
symbol inside quatrefoils were glyphs, present in 65 % of the frames. The majority of these have
figures and glyphs; however, 14 of the monuments have only glyphs inside. The rest of the
monuments contain two or more ghg often in block form, inside the frame. Interestingly,

Caracol has the majority of glyphs in quatrefoil frames | the form the Giant Ahau Altars.
4.2.3.2 Personal Adornment

Of the total monuments, 23 (32 %) had quatrefoils on some aspect of personal

adornment. All aspects of dress, including clothing and associated objects that form the entire
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costume worn by an individual, are included in the category of personal adornment. Mirroring
the entire database, the majorities were complete and curvilifedaled). However, all were
either stela or wall panels located in plazas, platform, and the exteriors of superstructures.
Again, percentage differences between the entire database and only personal adornment
guatrefoils for iconographic associations a&sirate significant variability between the two.

The most significant change is in the earth associations, which drop to zero for personal
adornment quatrefoils. Looking at the distributions, single figures within quatrefoils have a
significantly higherchance of being otherworldly, whereas multiple figures within a quatrefoll

frame are more likely to be portraits of living rulers or elites.

Table 4 Table showing the number of figures in quatrefoils

CATEGORY TOTAL SINGLE FIGURE MULTIPLE FIGURES
RULER/ELITE 13 3 10
CAPTIVE 2 1 1
DECEASED 8 7 1
UNKNOWN PORTRAIT 7 3 4
DIETY 9 9 0
OTHERWORLD 11 6 5
TURTLE 3 3 0
TOTAL 53 32 21

The second mostommoniconographic symbol inside gtrefoils were glyphs, present in
65 % of the frames. The majority of these have figures and glyphs; however, 14 of the
monuments have only glyphs inside. The rest of the monuments contain two or more glyphs,
often in block form, inside the frame. Ingstingly, Caracol has the majority of glyphs in
guatrefoil frames | the form the Giant Ahau Altars.

Of the total monuments, 23 (32 %) had quatrefoils on some aspect of personal

adornment. All aspects of dress, including clothing and associated obgdtsrin the entire
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costume worn by an individual, are included in the category of personal adornment. Mirroring
the entire database, the majorities were complete and curvilifedalef). However, all were
either stela or wall panels located in plagdatforms, and the exteriors of superstructures.
Again, percentage differences between the entire database and only personal adornment
guatrefoils for iconographic associations demonstrate significant variability between the two.
The most significant clme is in the earth associations which drop to zero for personal

adornment quatrefoils.

Table5 Table showing the percentage change in iconographic associations for
personal adornment quatrefoils

ENTIRE DATABSE P. ADORNMENT PERCENT CHANGE

RULERSHIP 85 100 17.6
OTHERWORLD 46 17 -63.0
EARTH 28 0 -100.0
TRANSITION 29 9 -69.0
SACRIFICE 22 35 59.1

When quatrefoils appeared on different parts of costumnen separate people depicted
on a single monument, they were counted separately. The total the number of examples is 24.
Interestingly, almost all (77 %) of thegaatrefoilswere depictedncised with crossed bands
(also known as the mat motiff hequatrefoils appear on several different parts of personal
adornment, including robes (25 %), belts or sashes (25 %), footwear (39 %), shields (4 %), and
staffs (17 %). The question of who able to wear the quatrefoils and why needs closer
examination. ©nsequently, in the following section | assess each monument by site and
individually, paying close attention to dynastic histories. It is important to note that relying on

epigraphic dynastic sequences is only part of the picture. The use of bothaafahogy and
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epigraphy, which do not always complement each other, nonetheless produce the most accurate
reconstructions of site histories.

There was only one example from Bonampak with quatrefoil adornments. Stela 2 depicts
Ruler ChaarMuan with his wifeand his mother, positioned respectfully behind and in front of
him, each holding bloctetting paraphernalisFgure25). His wife is depicted wearing an
elaborate robe with quatrefoils marked with crogsadds. Interestingly, this robe is very
similarto those at Yaxchilan and Piedras Negras; however, careful consideration of the text
reveals she was named as being from Yaxchilan. Given the power struggle between Bonampak
and Yaxchilan, with the latter often having the upper hand, the marriage obaBak lord to a
Yaxchilan noble delineates a strong connection during this p@iathews 1978)

There are five stelae from Piedras Negras that depict a figure adorned with quatrefoils.
Chronologically, the first quatrefoils appear with Ruler 2 onaS3él Figure26). On this stela,
Ruler 2 is dressed as Teotihuacan warrior with the quatrefoils incised with crossed bands and
crosshatching appearing on the belt/sash. Ruler 2 is generally assumed to be the son of Ruler 1;
however his parentage staterhes unreadable. There may be questions of legitimacy
concerning his right to rule (Clancy 2009:42).

The next time the quatrefoil appears as part of the costume is during the reign of Ruler 3.
Three of his stelae have figures adorned with quatrefRilder 3 erected visually different
monuments from previous rulers at Piedras Negras, publically stressing the importance of his
wife and daughter. On StelaBigqure27) Lady Kbéatun is depicted hol
letter, a theme to appear on seVenare of the monuments with personal adornment quatrefoils.
Elaborate quatrefoils decorate her robe. On StefagBie28) she is seated on an elaborately
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carved throne next to her child. The tehrone s
of the Black Earth Placeo (Clancy 20089:89) d
depicts a potential vision serpent, suggesting a connection to ancestor recall. Again, Lady
Kéatun is depicted weari ng a nhoweVes tndhisateleeherr o b e
headdress is decorated with a sheathed Hietber. Stela 8 erected under Ruler 3 also depicts a

figure adorned with quatrefoilgigure29). On Piedras Negras Stela 8 Ruler 3, unlike Stela 1

and 3, depicts himself with the quatrefoil adornments, appearing on his high backed sandals.

Like Stela 35, Ruler 3 is dressed as Teotihuacan watrrior.

There are several lines of evidence thatindicat t hat Rul er 36s | egiti
guestioned. He overly stressed his parentage, repeating it on more monuments at Piedras Negras
than any other ruler. He used his wife on public monuments to support his rule. He broke from
the previous rulerspgcifically in terms of how images were depicted on monuments. Most
importantly, Clancy (2009:111) believes that the succeeding rulers chose to not bury him in the
usual mortuary temple with a panel commemorating his life and purposefully omitted regerenc
to his life and rule from all the following monuments. Nonetheless, Piedras Negras flourished
under his reign, as indicated by his numerous elaborately carved monuments.

The final monument from Piedras Negras that had quatrefoil adornments was Stela 11
(Figure30). On this stela quatrefoils adorn the belt/sash of Ruler 4 and also appear on one of the
surrounding figures. Like the other rulers, the parentage of Ruler 4 is not shown. He makes no
parentage statements and purposefully breaks with tthiédraof Ruler 3, instead aligning
himself with the founders of the Piedras Negras dynasty (Clancy 2009:133). On Stela 11, Ruler
4 depicts himself seated in a niche, originally painted a dark red. On the belt/sash are several
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quatrefoils, depicted witbross bands. Interestingly, of the figures that appear on the side of the
stela, one of the figures is also adorned with quatrefoils on both the sash and footwear. The
identity of these side figures, however, is debatable. Clancy (2009) suggestszesszhdlities
as to their identity, none of which necessarily excludes the other. First, it is possible that they
were transformers, such as shamans. Second, they may have been the same figure or several
figures representing different stages in lifehir@, since they are dressed elaborately with one
wearing jade they may have been of elite statten rulers of a subsidiary site. The monument
has a clear connection, however, to sacrifice. In the bottom register appears a sacrificed
individual, locate in an underworld/earth setting with bloody footprints connecting the ruler to
the body.

There were six stela from Naranjo that have quatrefoil adornments, all with incised
crosseebands. Chronologically, the first appearance of the quatrefoil is @attuals of the
figures on Stela 244gure31) and 29 Figure32). Both Stelae 24 and 29 were erected under
Lady Six Sky. While Stela 29 is very badly eroded, on Stela 24 Lady Six Sky is depicted
wearing a sheathdalood letter in her headdress and wgthatrefoils adorning her high backed
sandal s. Furthermore, on both sMathand she nAtr
Grube 2008:73) Her parentage statements indicate she was from Dos Pilas and not native to
Naranjo. It has been argued thatva of a royal figure from another site is an indication of
Af oundatfioamdan i men 0 o0 {Mardin addyGnuaes2008:Z4)Lady ixaSgye
then, would have had to establish her legitimacy as a ruler and as a woman, having no previous

connetions to the dynastic lineage at the site.
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The successor of Lady Six Sky also used quatrefoil adornments. Stélga®83) and
40 Figure349) bot h depict KobébahkoTiliw Chan, who acce
Quatrefoils with crossetlands appear on the high backed sandals on both stelae. Unfortunately,
Stela 40 has a significant portion missing, rendering it impossible to determine if quatrefoils
appear anywhere else. On Stela 21, quatrefoils also appear on the sash and thelshield of
ruler. On this monument the ruler is dressed as a warrior, perhaps a Teotihuacan warrior as
suggested by the goggle eyes. KéahkoTiliw Ch
|l i kely as her son. Ko ahkOoTipaigng aCdflected imhesss k now
collection of monuments. Nonetheless, if he was the son of Lady Six Sky, his right to ruler was
not firmly established (Martin and Grube 2008:80).

Finally, Stelae 6Kigure35) and 13 Figure36), erected under Smoking Bataio ruled
several generations later, also depict quatrefoils with crdssedss on personal adornment. On
both stelae, Smoking Batab is depicted dressed in ritual wear with a quatrefoil adorning his high
backed sandals. Unlike the previous rulers, SmgpkilBat abd6s parentage st at e
was in line for the throne; however his rule was not without problems. Usually a ruler erects
monuments at the start of their reign; this was not the case for Smoking Batab. There are two
plausible explanationg i t her Smoki ng Batabds early monumen
event (Martin and Grube 2008:80) or he extended his rule back in time to account for a period of
di sruption is Naranjobs dynastic hisfaary. Fu
the he uses two very different names, Smoking
2008:81). Therefore, it can be suggested that while his parentage legitimized his rule, something
happened early in his reign when Naranjo was in dynastic turmoil
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There are three monuments from Palenque that depict figures wearing quatrefoil
adornments. Stucco Figure 2 whigure®/) 8Stactcoed under
Figure 2, located in the tomb in the Temple of the Inscriptions, was part of eisezbffigures
that adorn the walls of the crypt. This figure, elaborately dressed in a jaguar pelt and jade beads,
wears a single full quatrefoil on the sash. This quatrefoil is one of the two without visible
crosseebands, with the other example alsorh Palenque. This figure has been identified as a
member of t h@&obértsan $983:78)8akad, whileda prominent ruler, ascended to
the throne at a time of instability and did not have direct linkage to the previous rulers from the
site. Emasizing his right to rule and creating a foundation for the future rulers was an
important part of his pubic artworkslartin and Grube 2008:16162).

Next, the Tablet of the Slaves, erected un
figures seatedn benches composed of figur€sglre38). The two side figures were
otherworldly and were depicted offering signs of rulership to the central figihde the text is
concerned with events relating toredepidteelBmrdser s a
the rul er, K 6 i nThe dentral figkira WearMaqgbiatréfal tvith crosbadds on
the sash tied around his body. Koi736jwah Ahkal
not directly in line. In addition, his early reign wsilent, either attributable to the earlier
domination of the site by Tonina, or relating to his difficulties of consolidating power (Stuart and
Stuart 2008).Furthermore, his reign seems to have been unconventional with power shared
between himself andrailitary commanderNlartin and Grube 200872).

Finally, The Creation Stone depicts quatrefoil adornments in the body or robe of the
figure seated in the right cartouclagure39). The figure is commonly identified as Chaak.

59



The monumentwaserectadn der Ko&i ni ch Kouk~6 Bahi18a nvhilel who
his heritage denoted he was in line for the throne, he was the last major ruler at Palenque, ruling
at a time when the kingdom appeared to be losing momentum and btattis and Grube
2008174). This monument, however, is an outlier since the quatrefoils appear on the body and
not on articles of clothing or ritual wears and the figure is a deity and not portrait of an
individual.
Yaxchilan had seven monuments with quatrefoils depictqueosonal adornment
regalia. With the exception of one that is in very bad condition due to fire and breakage, all of
the monuments from Yaxchilan with quatrefoils depict rituals related to idtiag or the flap
staff event. Chronologically, the firailer to depict a quatrefoil in personal adornment occurred
on lintels 24 Figure40), 25 Figure4l), and 46 Figure4?2) erected during the reign of
ltzamnaaj Bahlam 11l who ruled from Ad 681 to 742. Two of these monuments are concerned
with his principe wife, who is depicted as conducting or having just conducted a-ldtiod)
act that consisted of pulling of a thorn laden rope through her tongue. On Lintel 24, Shield
Jaguar the Great is overseeing the act; he is dressed with quatrefoil adorhataypear on his
sash. On Lintel 25, the wife is the main actor, having just preformed the ritual and successfully
conjured a vision serpent. Quatrefoils adorn her robe, which is very similar to the earlier robes
worn by Lady Six Sky at Piedras Negrdsnally, Lintel 46 probably depicts the ruler himself in
high backed sandals adorned with quatrefoils (Martin and Grube 2008:123). The monuments
erected during his reign were all done toward

h i s t ppabably due to the control of the site by the neighboring polity of Piedras Negras.
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Quatrefoils appear on Stela Hiqure43) and Lintels 9igure44), 33 [Figure45), and
50 (Figure46), that were erected under Bird Jaguar IV, who ruled form AD @558. Born to
a lesser wife of the previous ruler, and only installing himself as ruler at around 43 years of age,
his legitimacy to rule was severely questioned. Thus, Bird Jaguar went to great lengths to
establish his right to the throne (Martin andulze 2008:128). It has also been suggested that his
supposed heritage is false, leaving him with no actual claim to the throne. On all of these
monuments, Bird Jaguar depicts himself holding a$iaff. The flapstaff has been interpreted
as the depiton of a wood staff with cloth attached to a series of carved opeftangbe
1992:206) The quatrefoils on the staff are vertically halved, conjoining to form a full quatrefoil.
The difference between the quatrefoils on the staff and those connetttisdéadily visible; the
incised quatrefoils have crossed bands and are curvilinear whereas the outside ones are
rectilinear and missing the crebands. Likely, this illustrated that the quatrefoils were complete
on the staff, but only partially vidié in the side rendering. Bird Jaguar placed emphasis on this
ritual. On Lintel 9, he depicts himself exchangingfap af f s wi tillawnGreat fibr ot he
Skull , 06 who was a sajal for a |l esser polity (
conduting a flapstaff ritual withhis dead father Shield JagugBlardsley 1994:4) While this
event likely did not take place, it serves as a public way to legitimize his rule.
The last monument from Yaxchilan with quatrefoil adornments is LintelFigti(e47),
erected by Shield Jaguar Il who ruled from AD 769 to 800. On this monument, the left figure is
adorned with quatrefoils with incised crosdshds appearing on the robe. This figure holds a
blood-letting instrument and bowl. The figure wiegy the robe adorned with quatrefoils appears
to be a women. The |l egitimacy of Bird Jaguar
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However, Yaxchilan appears to have been in decline while Bird Jaguar continued to emphasize
his control of the polit (Marti and Grube 2008:137).

Finally, the two remaining figures adorned with quatrefoils were depicted on Xultun
Stela 24 Figure48) and Tikal Lintel 2 Figure53). Stela 24 from Xultun, dating to the Late
Classic Period, depicts the ruler dressedtual costume holding a baby jaguar in his palm. The
guatrefoils on this stela appear to be part of the leg wear or the bottom section of the robe.
Unfortunately, it is difficult to tell if they have crossbdnds. As there is little information
published on Xultun, what can be concluded is that the site was extensively occupied during the
Terminal Classic. A baby jaguar may have been a symbol reflecting the new power relationships
in the Terminal Classic Perig€hase 1985:110)

At Ti kal, Kéawoi h Ckabelieved to be respons
During his rule, Tikal flourished despite having lost a major war event not long before his father
took over control of the city (Martin and Grube 2008:48). The lintel depicts a defeat over
Naranjo with the Tikal ruler depicted as seat
Grube 208:79). It is interesting that the one example from Tikal is linked to Naranjo, another
site with numerous examples of quatrefoil adornments.

In summay, personal adornment quatrefoils all dated to the Late Classic Period, first
appearing in the | ate AD 6fthefiguresahedverdhelsmagp pear i
majority wereelite or royal comprising96%. Of these, 54% were identifiable alers, 29 %
were elite, 13 % were the wives of rulers, and the one remaining figure is identified as a deity.

The rulers were depicted in either ritual or warrior regalia. Interestingly, when quatrefoils
appear on robes, they are always worn by femgleds. While the map indicates that the
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quatrefoils were widespread throughout the lowlands, the closer examination revealed several
patterns. Using GIS to generate ariile buffer around each site, two groupings appEmufe

16). The majority of exaples were from Yaxchilan, Piedras Negras, and Naranjo (hati8j)e

the earliest examples occurred. The quatrefoil adornments do have a specific geographic
distribution, especially when one considers that the first quatrefoils at Naranjo are associated
with a female from Dos Pilas which was located near Yaxchilan and Piedras Negras, the
Bonampak example was on the robe of a female figure from Yaxchilan, and the Tikal and Xultun
example, both sites located near Naranjo, appear towards the end of theR&aedic

Furthermore, the Tikal example is on a ruler who defeated Naranjo. Consequently, the origin of

the symbol on adornments may have been from the Usumacinta Basin.
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Figure 16 Map showing a 30mile Buffer around sites with personal adornment
quatrefoils

Site locations courtesy of Dr. Clifford T. Brown and Dr. Walter R. T. Witschey, ©
Electronic Atlas of Ancient Maya Sites.
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