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ABSTRACT

The study of hieroglyphitexts is vital to the interpretation of thecientMaya and how
their worldview contributedo their daily livesHieroglyphicdecipherment haseenan arduous
undertakinganda wide varietyof the Late Classic Mayariting styleshas also been
documentedWhen specifichieroglyphic phrasearenot fully understood ihas beemecessary
to utilize other sources of information telp increase the understanding ofstitexts. Thei |- u
b a glyphic phrase has beariilized in multiple mediums throughout the Late Classic period
and is described as anr t signatudes This artist signature is ditlg related to specific
iconographic elements and themes that represswmgmological view of thancientMaya. This
thesisdemonstratethe connection between thebatglyphic phrase anstonographidhemes
indicativeof liminal powersexercised byhe social elites in terms tifieunderworld. This
connections strengthenethrough the evaluation of ttessociated texts and iconographic
analysisWhile interpretations of thiei-batglyphic phrasénavesuggestd that it representeah
arti st @&scandisg arteedlation of the hieroglyphic values fotukeatglyphic phrase
has not yet be achievedhe iconographic imageigpvolved with this glyph demonstrates an
interactive level betweethe artistand the eliten terms of the liminal of rital. This interaction
depicts the artist as ardct mediunfor theritual activitiesof the elites in terms of the

underworld.



ACKNOWLEDGMENTS

This thesis was a journey that would not have been possible without the support of
numerous individuals. Fir$ would like to thank the members of my committee, Dr. Arlen
Chase, Dr. Stacy Barber, and Dr. Diane Chase. | would like to thank Dr. Arlen Chase for
pushing me to pursuay ideas and giving me the opportunity to discuss my ideas while
encouraging me tthink critically. 1 am truly grateful to Dr. Stacy Barber for giving me the
opportunity to expand my knowledge and giving me experiences that will further help me grow
in my future as an academic and archaeologist. | would also like to thank Dr. Diase fGh
her support and guidance along the journey. Firsglgcial thanks tdr. Nikolia Grube, Dr.

Peter Mathews, and Dr. Brent Woodfiour availability to discuss this thesis was greatly
appreciated and would not have been possible without yopodugnd vast knowledge.

| would also like to thank my parents, Lawrence and Annette, whom without their love
and support this would not have been accomplistAdsb | would like to thank my brothers
Chris and Dan, who pushed me to finish my thesidyenstay any brother wouldlso, | am
indebted to my friends with whom constant discussion of archaeology and theoretical ideas
helped shape who | am as an archaeologist and academic. Thanks to Jeff Brzenzinski, and Carlo
Lucido for the many nightsiiMexico discussing archaeologyd life you guys made the

seasons a breeze.



TABLE OF CONTENTS

LIST OF FIGURES...... ittt ieeeiiiieiirbe e e e e e e e s ssets et e et e e e e e e e e e e e e e e e s e s smmmnaeeeesd \Y
CHAPTER 1: INTRODUCTON ....cctttiiiiiiiiaieee et meee s 1
CHAPTER 2: BACKGROUND AND PROBLEM STATEMENT.......cuuutiiiiiiiiiiiiieeeanns 5
2.1 Role of Bat in Maya UNIVEISE. .....cccoeeeiiiiiieeeeeeeeee et mmme e 5
2.1.1 Deity and Religious WOrlAVIEW.............coovviiiiiiiemmeee e 6
2.1.2 Connection to the Underworld..........ccooooeiiiiiiieeeeiiie e 7

2.2 Previous SCholarship...........eeeeiiiiieee e 8
2.2.1 lconographic INterpretations...............eeiiii i e rreeren s 3
2.2.2 Epigraphic DeCIEITMENTS........ccooiiiiiiiiiieeee e ee e 13

2.3 Problem StatemMeNL.........coviiiiiiiii e 16
CHAPTER 3: DATA PREENTATION AND ANALYSIS.......oooiiiiiiiriiiieeeiies 19
3.1. Presentation Of Database............uuuuiiiiiiiiceeiiiiiiie e 19

G 00 0 B VT 1 [PPSR 22

G 00 2 |V =T 1o o USSP 24

Tt T I/ o [P PP PPPPPPPRRN 25

3. 1.4, TeXt POSIHION.....ciiiiiiiiiiiiieie ettt e e e e e e e e e e e e e e e e e e e e ennee 27

3.2 Spatial and Temporal DiStribUtion..............ccuuviiiiimee e 29
3.2.1 Spatial DiStrDULION............vuiiiiiie i e 30
3.2.2 Temporal DIStHDULION........uueiiiiiiiiiiei e 32

3.3 SUMIMIATY. .ottt ettt e e e e e 33
CHAPTER 4: EPIGRAPHT INTERPRETATIONS .....ooiiiiiiieeeeeee e 35
0 I 1 11 o o [ 1) 35
4.2 Reading of COMPONENLS..........coiiiiiiiiiiiieeee e 35
AN 1 {12 TP U PP URTRPR 36
4.2.2 MaIN GIYPN. ..o 38
4.2.3 Conflation VS. PairiNg...........uiiiiiiiiiii e 39

4.3 ACCOMPANYING TEXES. i iiiiiiiiiiitttbt e e e bbbt e e e eeesse e e e e e e eeeeeaaeaeeeeesd 40
4.3.1 PriMaAry tEXES....ciiiiuiiieiiiiiiie s ceees e et e e et et erees e e e e e et e e e e e e eaaaann 41
4.3.2 SECONUAIY TEXES....ceiiiiiiiiiiiitt e e ettt eeeess bbbt ereeaeaaeaeeesd 43

A4 SUMIMAIY...ccttiiieeeitiuiiii s smme et a e e e e e e e e s eemaa e e e e e e e e e e e e eeeeeeensrnnneaeeeeeeeeees 45
CHAPTER 5: ICONOGRAPIC DISCUSSION.......ccoeiiiieeieiiiiieeee e 46
o0t O [ 0T [ 1 o] USRS 46
5.2, SPECITIC IMAGEIY....uuiiiiieiii et rree e e e aeees 47



B.2. 1. WaArfare ElEMENTS ... ..ot a7

5.2.2R0OYaAl ACHVITIES. . .uuueieie i et eeeee et 49
5.2.3 Supernatural IMagery.........ccooiiiiiiiiieeee s eeeeae e 54

5.3. 1coN0graphiC TREMES .. ..uuiiii ittt eeee e e e e e e e e e e aaaannees 57
5.4 SUMIMIATY. ..ttt eeee oottt e e e et et eeee s e e e e et etba e e e e e eesaaa s amemsa e e eeeeee 59
CHAPTER 6: DISCUSSI® AND CONCLUSION......cctiiiiiiiiiiiaeeeiieemriireeee e 60
6.1 INTrOAUCTION. ..o e e e erer e e e e e e e e e e e e s smmreeaaaeesd 60
6.2 Evaluation of the GlyphiC Phrase............ooooiiiiiiiiic e 60
6.3 The Artist and the Bal..........ccccuiiiiiiiiiieeiiiiiiiie e 61
6.4 Significance of DIStrDULION ... e 63
6.5 CONCIUSION.....ceiiiiiiiiiei et e bbbt e e e e anessreee e e 64
APPENDIX A: MONUMENTS CONTAINING LU-BAT GLYPHS..............cce oo 66
APPENDIX B: IMAGES PERMSSIONS.......ooviiiiiiiiieeiee et 112
APPENDIX C: CERAMICVESSEL FROM CARACOLBELIZE.............cccvvvveeeee. 119
REFERENGCES. ... ..ot eees s e s enens st e e e e e e e e e aeeeeesemmraeeaaaaeas 121



LIST OF FIGURES

Figure 1 Lubat GlYPh.... .. oo e 4
Figure 2 Bat deity in Codex VatiCanus 3773..........cviiiiiiiieeeeeciiiiie e aeees 9
Figure 3 Hammond Palma with elements of sacrifice and.Bats...................cc...... 11
Figure 4 Pie chart showing distribution of monument type..............cceeeevieeeeeeeennn. 27
Figure 5 Maya sites containing the-bat glyphic phrase............cccccvvvviiiineeeennnne. 31
FIQUre 6 FOL GIYPN.......oveeeieie et 36
FIgure 7 F568 GIYPN........ccooiiieeee e 36
Figure 8 Superfix 7756 from Chichen ltza..............ccoovvviiiieee e 37
Figure 9 Top of Hun Nal Ye Stone COffer.........oooiiiiiiiiiiiceee e 67
Figure 10 Cauac Altar Support Piedras Negras 4.1~781.C.E............ccccevvvicceneen. 68
Figure 11 Cauac Altar Support Piedras Negras 4.2~781.C.E............ccccvvviiannenn. 69
Figure 12 Cauac Altar Support Piedras Negras 4.3~781.C.E........cccccccennniaannnn. 70
Figure 13 Cauac Altar Support Piedras Negras 4.4~781.C.E............ccccvnviiannenn. 71
Figure 14Monument 146, Tonina, with texts from base............cccccvivvieeeenieee e, 72
Figure 15 Lintel 25, Yaxchilan, underside and frontedge............cccccvvvveeeeeeeeee 73
Figure 16 Naranjo STEIB2............uuuiiiiiiiiiiiii ettt 74
Figure 17 Stela 14, Front and back, Naranjo..........cccccceeeeeieeeeeciiiieieeeeee e 75
Figure 18 Stela 12, PiedrasS NEQLAS.......uiiiiiiieeeeeeceeeiiiseee e e e e e e e e e e eeeeeinene e e e e e eaeeaaes 76
Figure 19 Stela 34, El PeIU.......cooo oo 78
Figure 20 Lintel 26, YaxXChilan................uuuviiiiiiicceeeicisiee e eeesrinnne e e eeeeen D
Figure 21 Lintel 2, BONAMPAK.........uuiiiiiiiiiiiiiiieeeiiieceeee e 80



Figure 22 Lintel 3, El CayQ...cccooiiieeiiieeeeeeeeeeeee et 81

Figure 23 Lintel 45, Yaxchilan...........coooooiiiii e 82
Figure 24Lintel 4, Piedras NEQIaS.......uuu i e ceeeiiisse e e e e e e e e e e eeeeinene e e e e eeeeeeaes 83
Figure 25 Unprovenienced Stela, MeXiCQ......ccoouuiiiieeiiiiiieeeieeeee e 84
Figure 26 Panel, LaxXtUNICh............ooouiiiiiiieeee e eeeee e 85
Figure 27 Lintel 46 with Signature, Yaxchilan...........cccccoooiiiiieeeiiieeeeiin 86
Figure 28 Stela 7, AQUALECA. ..........coioiiiiiiitieees et eeeeb e e e e e e aeeas 87
Figure 29 Stelaf, NaranjQ..........ooooiiiiiiiiiiiinees s eeess e e e eeeeeaeeas 88
Figure 30 Lintel 24, YaXChIlan.............uuuuiiiiiiii e eeeern e 89
Figure 31 Kerr vessel 3844.........ooo e 90
Figure 32 ARRAr 4, El CAYO.......uuuuuiiiiiiiiiiiiii ettt 91
Figure 33 Stela 2, Nim Li PUNIt.........oooiiiieeee e 92
Figure 34 Stela 13, Piedras NEQIAS........couiiiiiiiiiiiieeeee e 93
Figure 35 Lintel 5, Unknown Site R with detail of signatute................ceeevveeeennnn 94
Figure 36 Rubbing of Motul De San Jose Stela.2.........cccccciiiiiiccce a5
Figure 37 Stela from YOMO....cooviiiiiiiiieieie e 96
Figure 38 Stela 1, La Mar&.........uuiiiiieie e eeereen e e e e e e e e eeenennnnnnne 97
Figure 39 Death Head Monument, Palenque..........cccooooeeeiieeeeiiiiie e 98
Figure 40 Xcalumkin Vase, Kerr 80L7........coovvviiiiiiiiiiiemmee e 99
Figure 41 Stela 15 and detail of signatures, Piedras Negtas...............oooeceeeeennn. 100
Figure 42 Panel from Unknown ProveniencCe...........ccooviiiiiicce oo 101
Figure 43 Stela 1, BONamMPaK.........coooiiiiiiiiiiiicee e 102
Figure 44 Stel®, Piedras NeQras..........ouevveuuiiiiuiireeeeeeeiiiiisnns s e eenesnnnnnee s 103



Figure 45 Stela 14 with signatures, Piedras Negras...........cccooovvvvccceeeeeeiieeees 104

Figure 46 Throne 1 Backrest with signatures, PieNBEas..............cccccvvvvviiiieennnns 105
Figure 47 Panel 3, CANCUEN.........cccoiiiiiie e ceeee e ereer e e e et e eaeeaans 106
Figure 48 Kerr ROIOUL 8740............uuuiiiiiii et a e 107
Figure 49 Kerr ROIOUL B581..........uuuiiiiiiiiii et e e 108
Figure 50 Kerr ROIOUL 8287..........ouiiiiiiiiiiii e 109
Figure 51 Kerr ROIOUL 2774 ........uuuiiiiiiiiiiiii et 110
Figure 52 Altar 2, BONampPak ..........cooooiiiiiiiiiice e 111

Vi



LIST OF TABLES

Table 1 The Dat@base.........c..uveiiieeiiiitieee et ee e s s s 21
Table 2 Texts position based of Venue distribution.................ooovvieeeeeieiiceeeeiiinnn, 22
Table 3 Percentages of Venue and Medilum..............oiiiiiiieeciiiiiiiiiiiin e e e e e e e eeens 23
Table 4 Text Position v&rimary and Secondary TeXIS...........uuvvuieiiieesieecvvvnnnnnnnnn 29

vii



CHAPTER 1: INTRODUCTON

During the Late Classic Periddaya, the value placed on artists and their work changed
as thdu-batglyphic phrase became a standard on Southern Lowland monumémss
Usumacinta River ValleyThelu-batglyph, as described by David Stuart and otliBoot 2009
Chinchilla Mazariegos, et al. 200Coe 1999Coe and Kerr 199&rube 19861989 Houston
1988 Stuart 19861987 1990 Thompson 19501966, representshear t i sgynatirson elite
monumentsrelated to warfaréo a change in rulship, orto ritual activties. Artistsutilized the
lu-batglyphic phraseluring the Late Classic Period fneapproximately673C.E to 881 C.E.
therefore it playe@ short lived role in theverallMaya hieroglyphiaorpus Current
interpretationslo not address the iconograpthiemes associated with the usage of the text and
therefore limit the interpretative abbiés as to why the artists utilized this phraReevaluating
the glyphic phrase in connection with iconographic interpretations will address the issue to as
why theartist chose to utilize the glyphic phrase and whether the spreadhispace and time
is related tachangsin ideology.This thesigddrawsuponiconographic interpretations epecific
elements within the overattonographicscenedo show a connectiobetween théieroglyphic
texts andhe value bestowed on the arti3the artistis connected to the supernatural and liminal
abilities of the elite as a metaphorical medium that relays the rmesssgeto the common
people.

Thaau-b@do gl y pdeischarpcterizad as a secondary text that represents the scribal
signature and is depicted as a specific bat head glyph weksociated bowtie prefix and an
infixed gouged eye glyph (Figure 1).The evolution of the corpus and understanding of the

glyphic phrase has continued to change and clear deciphesiaciting In order to present



possible interpretational values for the bat head glyph, it is necessary to address the usage of the
glyph and how it is connected to tagsociatedcene through thartist. As previously stated,
epigraphers have interpreted tlnebatglyphic phrase as a scribal signat(Beot 2009 Closs

1992 Coe 1999Coe and Kerr 1998ash and Fash 199&rube 1986Houston and Taube

1987 Kelley 1962 1976 Kidder 2009 MacLeod 1998Miller and Taube 1997Schele 1982

Schele and Freidel 1998chele, et al. 198&@pinden 1970Stross 1989Stuart 19861987 Tate

1989 Thompson 19621966, and the goal hereiis not to dispute thigterpretation but rather
toconsi der t h emetaphoricad supgematunatediuen arad snesaenger depicted in

these scenedt.is suggested that thisetaplorical medium works within the guidance of the

divine ruler and through their liminal and supernatural actions to present a message to the people
relating to the major events of warfare, sacrifice or dynastic change within the site.

The evaluation of theconographic scenes and associated texts stems from the
construction of a dataset utilizing available sourneshichthelu-batglyphic phrases
representedThis datasets contains 81 instances in which this glyphic phrase is represented.
While not all @currences are utilized for the argumeduge to lack of iconographic imageiyis
necessary to included them in the dataset to represent the codigiigtbeitionof the glyphic
phrasewithin the Maya hieroglyphic corpudVith a complete dataset it i®gsible to evaluate
the entirety of the glyphic phraséhrough this consideration of associated iconographic
elements and themes | argue thatlthbatglyphic phrase establishes a connection between the
artist and theinderworld as a supernatural meditepresented as the messenger bat. This thesis
explores this connection between the artist and the underworld by addressing the following
research questions pertaining to the usade-batglyphic phrase during the Late Classic

Period.Doesthe artist hae a connection with the underwodd a metaphorical messenger for
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the elites? Is this connection represent@dhe iconographic scenes aaetthey relate to the
underworld and site specific events or milest@nésally does the spatial and temporal
distribution of thelu-batglyphic phrase signify a specific change in world view of the Late
Classic Southern Lowland Maya or is the usage limited to expressing regional ideology within
the Usumacinta Valley?

Thereevaluatiorof the glyphic phrase in concgon with theiconographyallows for a
differentway of interpreting the value of hieroglyphs that do not necessarily have a clear
decipherment. While loesnot assist with decipherment or the understagndf the written
text, ithelpsto undestand tle connection between the iconography and the decided usage of
specifichieroglyphsor hieroglyhic compounds. This connectiprovesto be vitalto anoverall
understanding of the Late Classic Period Magaldview and ideological interactiong/hile
hieraglyphic deciphermentsave been used help interpreiconographic interpretations, there
has been little use of iconography to assist in the interpretations of specific hieroglyphs and their
usageAlthoughit can not necessarily be used for all aspétii@eroglyphic writing, it can assist
with the interpretative value of phraselated to ideology and worldviewl he ability to use
different level of interpretations cgmovideinsight into the reasoning behind certain actions and
therefore allow for &roader view of a minute detail.

This thesis addressthese research questions throug mext five chapters. Chapter
Two stars with an explanation of théu-batglyphic phraseind outlineghe importance of the bat
in Maya iconography ahworldview.While the focus ishe Maya, greater paMesoamerican
corpus of knowledges alsoutilized to strengthen the role of the bat as a deity related to the
underwald and sacrifice. Included in Chaptewd is a thorough discussion of the probkeand

guestionghis thesisaddreses in the process of reevaluating thebatglyphic phrase. Chapter
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Three presesthe database in a mannersphtialdistribution and temporal periods along with a
breakdown of association to iconographapter Tiree also presentsqvious scholarship in
order to give a foundation for buildy upon the argument. Chapteyuf explores the epigraphic
decipherments and the interpretations in order to preseasis for correlating the epigraphy
with the iconography. Exploring the vakiand the usage of the bat head in the Maya Lowland
glyphic corpus builds on thfoundationand assists witthe iconographic interpretati@nd
epigraphic deciphermeniShapterFive evaluagsthe iconographic scenes and the elements
related to the rolef sacrifice, warfare, anchange in rulership. Chapteive further explores

how the specific elements are related to the broader events depicted within the iconographic
sceres and how these elements can be relatpdrtecularhieroglyphic phrase Chager 3x is

the concluding chaptendconnects the discussion of Chapters Four and Eilapter
explains how the iconography cprovideinterpretation fothe specific components of the
glyphic phraseThese interpretations support the role of thistawithin the iconography and the

epigraphy and therefore providespecific role to the artisis a metaphorical being.

Figure 1 Lu-bat Glyph

Drawing by author, Detail after Peter Mathews



CHAPTERZ2: BACKGROUND AND PROBIEM STATEMENT

Within this chaptean explanation of theackground informatiois presented. This
produce a foundatiorfor exploringthe epigraphic and iconographic interpretations oflthbat
glyph bythe Late Classic Periddaya. The main focs of discusion is onthe role of the &t in
the Maya universand cosmology. This chapteontinues with a presentation of previous
scholarship omat epigraphy and iconograpiythe greater Maya regiohpwever it also
addresssiconographic examples frothe greter PanRMesoamerican region ian effort toshow
t he di ver s temppralarfd spattalaisapeaFinallg, this chapter adestss
interpretative problems of thebin order to provide support for a possiislenographic value of

thelu-batglyphic phrase.

2.1 Role of Bat in Maya Universe

Thebathasplayed a multude of roles within the Maya universe arabmology.These
roles are associated with otherwaoalctivities and liminal activitiedn iconographic
interpretations the bat is viewed asiassenger from the otherworld and has strong associations
with sacifice, mainly in acts of bloo@Kampen 1978Miller and Taube 199Miller 1991; Seler
1904 Thompson 1966 There is a great range in the dejpics of the bat in iconograplilyat
allows for multiple interpretative values to be assigned to the actual meaning of the bats. Also,
variation is presented in the decipherment of thehbatl glyph, which is utilized ia range of
contexts and presesdifferences when representing a spe@figraphic valueThe bat has

strong ties to the underworld and longstandiagnectiongo creation storie¢Tedlock 1996.



2.11 Deity and Religious Worldview

Bats are associated withcaves o peni ngs i n earthdés surface
emerge. The ancient Maya e aspostas tothe etherworlfis i n  t
and underworldhathoused the deities and gadldiller and Taube 1997 The openings within
the earth surface have been interpreted differentlyimitionographic contextsnaking it
difficult to always present a noection between them and bdtewever bats have a strong
connection with the underworld in the iconography of Mesoamefibé connection becomes
clear when examing codices, vesselbacha, and carvd monuments in which the bat is
involved in acts of sacrifice @oingafter blood(Kampen 1978.

The bat played ammportant role in the ancient Maya religion and weiddv. The bat
was used to namegaoup of people after the deignd likewise was the foundatioorf
constructing temples that would represent the
glyph (Fash and Fash 199Mlathews 1991 The usage of the bat head as an emblem gb/ph i
not strictly limited to CopanCalakmulutilizesthe bat head asi@mblem glyph as well. This
usage however is related teetbontrolling dynastieand does not represent a stagnant usage of
the bat hed glyph(Chase, et al. 2008/artin 20095. It is important to not¢hat while this thesis
focusesdirectly on the Late Classic Maya, the view of the bat as a deity etassiricted to the
Maya alone. Tie Zapotec of Oaxaca also utikiza deified bat figuren funeral urnsThe Zotzl
Maya, a tribe that still thrives on the Chiapas platézak their name from th deity to represent
t hemselatesmarso fidnd m adnenda ct ahreti Ira (SelewilPOf Bhe e of Ba

Zotzil groupwas not the only group that utilized bat iconography andrapity for themselves

Copanbdés embl eofabathegrlasttemairssigs€Cepandés Temple 20

structure that was adorned with bat swvhieght ues a



alludes to the position of the deity irethnderworlcand inthe Popol Vul{Fash, et al. 1992

Fash and Fash 199%ledlock 1998.

2.12 Connection to the Underworld

The Maya viewed the world as part of mdittyered universe that consistefthree
realms of inhabitance. The finstasthe celestial realmit reachediown to thesecondohysical
realmwhere lumans residedinally it ended inthethird wateryrealm of theunderworld(Chase
2009. As one of thenhabitantsof these ealms the bat represented a deity with direct
connections to blood and sacrifice thrbogt Mesoamerican culturesainly within in the
Maya(Kampen 1978Seler 1904Tedlock 199%. Kampen(1978)and othergSeler 1904
Tedlock B96) suggest that the association with blood stems from the presence of bats at
ceremonial centers where the stench of blood from réctalitieswould attract the ampire bat
thatfeeds o the blood of animals at night .

The role of the bat deity itné underworld varies amongst differdhayaregions

however the most notable role ofthebats t h a't of Cama Zotz or

fdeat

represented in the GRopotVehrasd daath dehiErgdiotkd39@ May a d s

Thompson 1966 Cama Ztr resided in the House of Batshieh was utilized as a jail by the
Gods of the Underworld. Within the story, Cama Zotz beheaded Hunahpu, one of the Hero

twins, whohadstuck his head out of the tubewhich hewas hiding through the nigkiTedlock

1999. Wit hin in this febotarswolicbbe giveng a saanifice opresrodno n t h a

body in order to continue downtd thedeepest part of the underwo(Bedlock 199%. The bat

deity connection to the underworld is represented by the connection with bats to caves, as well as

to blood. Thisconnection strengtherise notion that the bat is a carrier to the underworld.



2.2 Prevous Scholarship

Scholas have long discusseélde many different rolesf the bat rangingrom
iconographic interpretations to the decipherment of hieroglyphic texts that involve the use of bat
heads. While there are numerous conflicting discussions dndteglyphic decipherments, the
iconographic interpretations have been less divergent as there are cleaeecuessithat can be
analyzed to facilitatéhe interpretation of the bdtieroglyphic texts dmot have the clear
imagery thats present ingonographic representations of the bat. Another issuarisaswith
hieroglyphic decipherments the variations that present themselwéthin the hieroglypic
corpus Both iconographic and meglyphic interpretations angilized within this thesisn order
to provide a multviewed approach toward a better understanding of a specific hieroglyphic

compound.

2.2.1 Iconographic Interpretations

Therehavebeen numeroudiscussion®n the role of the bat in theaonographic
presentations throughtthe Ancient Maya region andver the presentation of the lzegt a deity.
The earliest scholar momment orthe role of the bat was Edward Seler, wha®%94explored
the iconographic interpretations within the codiamd how the bat was portray&dler
discussechow the bat is shown within the codi@sdrinking the blood and ripping out the
hearts of the sacrificed Mayas. This correlation with blood and sadatide a perception dhe
bat as theleath dealer of the underwoll8eler 1903 While Seler utilizel the ZapoteeMixtec
codices of the Borgia, Vatican and Fejérvding Maya portrayal of the bat is similar and shows

close connection between the people of Mesoamealar describes the bats that are presented

in the Codices by t lbeisr nobkharwingsiasé well astheclwsi me mb r



(Seler 1904 Of particular interest isn@ of the bat deities fro@odex Vaticanus 3773,

represented with a blade in pteaf theleaf-like protuberance (figure)2
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Figure 2 Bat deity in Codex Vaticanus 3773
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The connection between the bat and sacrifice becomes apparent when viewing the
deprtions within the Codices whetiee bat iportrayedholding decapitated hegds well as the
hearts of victims. In the instance from the Borgia Codexe bat is devouring the heart of the
victim, showinga directcomectionbetweerblood and sacrificéBoot 2009 Seler 1904

After Seler, little workwasdone on the iconographic interpretations of the bat in the
Mayaarea;howeverin 1978, Michael Kampen(1978)discussed Classic Period Veracruz
iconographic interpretations of the vampire, lzgfain noting thassociatiorto sacrifice Kampen
discussd the role of three major Gods that are represent®@racruziconographic depictions
this shovedthe close interaction thatl havewith sacrifice. The Classic Period Veracruz
iconography represented different themes that are commonplace throughout the Mesoamerican
region scenes of baltourt rituals and priests involved in ritual context. Theestcommon and
powerful scenes are those that involve human sacafidealsanclude active roles for the gads
this can clearly be seen in the Hammdtamlimafrom New OrleangKampen 1978 where the

bats are actively try to getdnd from a sacrificial victim (Fjure3).
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Figure 3 Hammond Palma with elements ofacrifice and Bats

While Kampen did not discuss iconographic interpretations of the bat in the Maya area,
he was able to provide insight for the interpretative ability of decorative motifs assodidted w
the bat within Mesoamerica. After Kampéary Miller and Karl Taub€1997)presentda
short discussionoveringthe bat and how it is portrayéarough its nocturnal actionsTo
Miller and Taube, the bat is directly related to attsacrifice andleath following theole of the

bat in the Quiche Popol Vuh. While majority of dissions of bat iconography aratedto the
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Popol Vuhand the codiceghe overall themes theiconographic representations of the bat are
consistent.

Erik Boot (1996)alsodiscussed the iconography of the bat within a broader discussion
focused on the interpretation of the bat hieroglyot preseneéd a case fanow the
iconography on polychrome vessels from the Chama region can be related to the hieroglyphic
interpretations of the bat. Bwvessels depict the bat géch ma ,2Zn@ stydedepresentative of
anthropomorpit beings or as bat impersonatdfghile the extent of his discussion focused on
the hieroglyphic interpretations of the bat head glyph, he wditize iconographic characteristics
of the bat to support his notion afelationship between the hieroglyph and iconography.

The literature focusedn bat iconography is limited due to the nature of usage of the bat
in iconographic representatiorigat icorographyoftenrepresentthedeityCa ma Bubis z 0
usuallylimited to vessels from funerary contexts in the Highland region during the Classic
Period. The representati ons oafefa@ystardardherefaedcreagia t he Vv ¢
consensusiithe fieldthat key characteristics vital to the interpretatdiatsare present ovex
broadregionThe Cama Zotz©6 dei ty r epsnadireaiytirvadvedon t he
in acts ofsacrifice;however the representations of sacrifice gresent throughouwither
associated iconography. Sacrifice is shdwymlisembodied eyes on the outstretched worgs
around the neck of the bat, through thegs and lealife protuberance on theb a tsritand
in most casethrough the usbifurcate srolls that are emitted from the mouth of the bat. These
scrolls have numerousterpretativemeanings, but the most common interpretatengLe that
the scrol$ are representative of blo@danien 1998Miller and Taube 1997Spinden 197p The
iconographic interpretations are fairly concasel permitalinkagebetween iconography and

epigraphic readings wherein both can complerttentdeology associated with the bat.
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2.2.2 Epigraphic Decipherments

Hieroglyphic research has played a essentil@ in the decipherenmt of the ancient Maya
culturethroughits written texs. Interest within epigraphic researctstizeen a growing fieldnd
wasinitially spurred forward by. Eric Thompsoi(1962),who in 1952 constructed a fairly
complete database of Maya hieroglyphs that is still utilized by many scholarsToday
database was organized by use 6fanumbed i n d eoxldbéeasiytused toascertain the
position of a specific glgh within the database. Withthis database, Thompson fidgscribes
the bat glyph (7756) however he did not discusize possible iterpretatios of the glyph.This
occurred laterin 1966 when Thompsoudiscussed the bat hieroglyphrelationship to the act of
sacrifice(Thompson 1966

Within his 1966 article, Thompsof1966) discussetivo possiblanterpretation®f the
bat glyph asnetaphorgram#hroughthe usage of the bat glyph and asseciatffixes.The first
interpretationwas as a possible meaning for the end of a katun peejpsented by anverted
bat head thdackedthe T-568infix (Thompson 1966 Thesecondylyph hediscussed is one that
representghe closest association wiglacrifice The bat head within this glyph was not inverted
andincluded the 7568 glyph which previously dcussed by Henrich Beygr937) as being
related to a guged eye and a symbol for dedthrther discussion by Lizardi Ram#®948)
noted the association of the gouged eye to human sacrifsgeasn the codes(Thompson
1966. The argument that this glyph relatessacrifice is supported by Thompstowever he
views the glyph as a human heart pictograther than a gouged efyEhompson 1966 He
supportghis viewby notingthe odd shapm which this glyph is drawn and the inclusion 6

the death symbol of eyeladfollowing Thompson, numerous epigraphers have discussed the

13



possible decipherment of the glyph pairing in carpaithted,or incised texts on ceramics and
monuments alike.

Theinitiald i scussi ons Iutbatc ugleydp WwithDéavih Rttiacdito86)
who presented a paper at the Primer Simposio Mundial sobre Epigrafia Maya itHiOgéper
f ocus edLu-ba tame@rimary Sequence Standaetguing thathe presence of the
knot (T-61) and bat head {T56) glyphsare indicatve ofa r t sighatused.Within this
presentatiorstuartoffereda r eadi ng f or the lblemdb peads@dbyph
(Stuart 19861987). Following thispresentatin, NikolaiGrube in 1986insteadpresented the
glyphic pairing asi y-lma t 0 thabtheremag alack of a decipherment for the bat head glyph
(Grube 198h Thereforeany readings presented for ffile-bad glyph isbasedsolely on the

affixes which carbe problematicand driven byndividual interpretationsWithin this discussion

Grube argues that the glyphTpéaiomi carvep! vyecss e

(Grube 198 Following Grube, David Stua (1987 againdiscussedhebatglyph placing it as

acanp | e meW t Tikb @ g Rsigmature for scribe on painted vessdls)slending support

to the notion that the bgtyph was utilized in carved texts
CarolynTate(1989)discussedherole of sculptors at Yaxchilan astiowedhow there

are notable differences in the skill levels and artistic variation presentéé ontels Within her

discussion she presentead pr obl em wi t Hu-babeglbgpheant the fHar

phrases on the lintels. TgtE989) noted that it seemedld that only thestone carvewould sign
the monument and not the drawer as wkilassociation with the dedication phrage

Yaxchilanlintel 25thatnames Lady Xoc after the glyph pairing, she adgbat it could be

possiblete hatlu-labeghyph presents a patron dfatea house

1989. Stuart(1989)c ont i nued t olu-bab v g tandpegfirmes histpre\eoush
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work with the pairing He arguedhat, while therewas stilla precise phonetic reading for the
pairinglacking of the associated texts presshthe notion that this glyph wasleed directly
related tahe actionof i ¢ a r (Stuargl8871988 1989. While hefelt this wa supported by
thecontext, ke doesnentionagain,thatsince no decipherment exask at the time¢hat other
interpretations rema@d possible(Stuart 19871989.

Ruth Krochock (1991briefly discussed the bat head glyph @nesented a readirgf it
ast shased on St uar t OHerwork ®ousedan sedibatiop cetemanissiats
Chichen ltza and related the action of the bat glyph to the lintels thatesoeiated with the
ceremoniegKrochock 199) Following her research, there was a trend away from this reading
due to the evidence for a different readrd andan ever increasingnderstanding of the
epigraplc writing of the acient MayaMacLeod 1998 Barbara Macleo@1998) undertookhe
most extensiveresar c h lobadb t gley fh p aherrdissertation She dedicated a
complete chapter to the discussion of the glgptithe possible phonetic decipherment
different bat head glyph®lacLeod 1998 Macleod preseetdthe history of decipherment of the
glyph pairing, andghowedthe progression of interpretive values that deal with the bat head
glyph. Two important sulgroupswereexaminel within her research. She pressshé possible
reading ayu for thelu-batphrasanturn givingad e ci pher ment r gMaaleadn g
1998.. Following herdiscussion for &iyuo reading she briefly touchemh thefixuo reading for
the bat glyph. The reading &suo currently stands as the reading acceptedhioiba glyph by
numerous epigraphe(&rube 1989Grube and Martin 2008 acLeod 1998Stuart 19871989
199Q Zender, etal. 2002T hi s e v e nt u auxuloreading af the glyphicphrase i
which is the standard phonetic readivhile this value is accepteacleod stated thahe

difference between the two readings weax exclusive as they are presahin the same contexts
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(MacLeod 1998 The differences, according to Macled®98)can be seen in thraouth infix
of thefixuo-Bat glyph.
In 1990 David Stuart presentadexample insupport hisargument h a t lu-tah e #
glyph isdirecty related to the act of carvingle usedhe icongraphy on the Emilliano Zapata
Panel fromPalenquets upport hi s hly-pawglypredescribedhe maidn oft h e A
carving by stating thatitiS8v i sual rteionff arhcae(Stdany 199 (SbecStiarts 0
1990 page 10 figurt). He presentett he most wi del y awcma@epgleyYypladse
readingfiyu-xu-luo or as ondiyuxulo (Stuart 199D While this is presently acceptetiere is
still the possibility of alternate readingsthelu-batglyph as show by the different

interpretationsvithin the past 30 years.

2.3 Problem Statement

Within this section, present the major issuesrrently present in the processtio¢
deci pher melmab gfyphe HRirst, there dfsomthe compl e
epigraphic record and the glyphic databases presently do not adequately addressithesva
its presentation. Ithis thesis | present a comprehensive database using the available published
field-reports and scholarlgrticles. When creatg a concise databgsa issue arises that is
noteworthy. In order to create a cplete database, access to fiedthted material is necessary
and not all data from the Maya region has been published or made accegsbibseholarly
communityby the primary investigatorsThis databasalsoincludes the available data from
proveniencd aswell as unprovenienced contextsorder to provide as comghensive database

as possible
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Second, théat headylyph (T-756) hasbeen inconsistently identified a1 (MacLeod
1998 , Xu (Grube 1989 U-Sotz(Kelley 1983, or T s @rochock 1991 Stuart 198% The
readings presented by epigraphengehehanged with the advances in Maya epigraphyg
consequently, interpretations have changed through(tihase, et al. 2008 For exam,
Grube (1986) first read the infixdd568 glyph agiYuo and then later changed his gomi to
support its reading @b uo (Grube 19861989. Ultimately, David Start presented a reading for
the 75689 | y p huoa svhfi ¢ h strorg sincdtieid rehdif&tuart 19861989. The
variation in attributed values to the two glyphs in the conflation does not change the notion that it
is related to the act of carvisgmething that is broadsupported by the epigraphic community.
However, withno consistent phonetic reading, the attributiothefrole of carvindgo the F
61.756.568 glyph group is purely observational.

Third, the lack of discussion afonographic scenesssociated with the glypthrase
presents problems when trying to decippessibleinterpretativevalues of the Iltbat glyph.
Within this thesid discussth@ s soci ati ons with iconogtudbgthi c sc
g | y m brder to provide insight into the possible usageiatstpretationWhile not every
presentton of the glyph is associated with iconograpsenes, there are common themes
within the available scenes. Iconography has been sigooy epigraphic decipherments;
how/ever, the alility to associate glyph usage with iconograjiag not been exploredhis
thesis will utilize a conjunctive approach in which iconographic and epigraphic data will be used
to gain a better interpretive value of the batheddr ough a system of W#Acheclk
(Chase, et al. 2008This system bchecks and balance has been utilized with archaeology and
epigraphyand therefore begs tlygiestionas towhy it can not be usewith epigraphy and

iconographyWhile the database presented within this thesis includes presentations of the glyph
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pairing asociated with iconographic scenes, it also includes occurrences that do not have
associated iconographic scenes. These will beuslssal in further detail withint@pter 5 which
focuseson the iconographic scenes alone. For the perpbhis thesis thdiscussioronly
focuseson the pairing of hieroglyphic texts with iconographic scenes in order to present a
possible link between the texts ahe specifc iconograply. While the dataset includes 81
different occurrences of this glyph (with some consgstihupwards of 12 secalled signatures)
only the 48occurrences associatedth iconographic scenesill be examinedThis in turn
organize the different scends terms oftheir overlying themesherdy seeking talemonstrate

a connection between thmnography and the texts within which tebatglyphwas placed
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CHAPTER 3: DATA PREENTATION AND ANALYSIS

Data analys within this chapteprovides interpretativecharacteristics of the
hieroglyphic pairing in order to lay a foundation for futureigeermentskFirst, this chapter
presetst he dat abase t hr oudukatk hgel yoprhg abnyi zvaet n uwoen, otfy pt
text variations Second, distributiors addressed in order to encompass the diversity in temporal
and spatial locak. The anlgsis of the temporal and spatial distribution necessitates arclos
examinatiorof variation due tdahe possible dispersal of ideology over space and tirastly,
the associations between epigraphic and iconographic interpret@tepresented in ordeo
allow epigraphic data to be reinforced wikie iconographic representations

The databaseontains information associated with the hieroglyphic textsiichtdethe
Alu-bad g | y plaaprovidadéf applicablg containghe site name, venue, manent type,
associated ruler, daeand time period. The total number of hieroglypteixts including the
specific pairing and conflatiois 114, occurringon 81 monumentst 28 sitegTable ). This
chapterdiscusgsin depth the different aspects of tti@taset and provesan analysis of the

distribution and interpretations associated with each of the occurrences.

3.1. Presentation of Database

The hieroglyphiov ar i at i lo-babofgl tylpéd /i t hin the corpus
monuments and ceramics nee&dcloser examinatioffherefore within the database precise
characteristics are organized basedvemue text positioning monument type, and the medisim
utilized. These key characteristiglay a vital role in the interpretative analysis lod t
hieroglyphic pairing. Theole of each aspect is designed to function as dealnat in

interpretation of the monument battonographicaly andhieroglyphically Hence, the opaque
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lens of hieoglyphic decipherment can be twéth the interpretativeiew of iconography in

order to mutuallyascertain an understanding of #tréis 0 s inthellateClassic Period/laya
First, the discussion of the different characteristics prissenomparative analysis of the glyphic
phrase. Second, spatial and temporarithistion is addressed in order to present the variation in
time andspace. This dataset containsrBénuments and vessdfem 28 different sitefrom the
LateClassic Maya Lowland@igure 4; 10 cases lack proveniendable lrepresents the dataset
with the site nameas well asnonumentypeand numbenWhile this dataset included.8

different occasions, this thegcuses on the 51 occurrences containing iconographic scenes

associated with the texts.
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Table 1 The Database

Aguateca stela

Arroyo de Piedra stela

Beuno Vista misc.

Bonampak altar
lintel
lintel
stela

Calakmul stela

Cancuen panel

Chichen Itza Mon. lintel
Mon. lintel
Mon. lintel
Tof4 lintel
Tof4 lintel
Tof4 lintel
Tof4 lintel
Tof3 lintel
ToflS lintel
Jamb

Ek' Balam Heiroglyphic Stair
Ceramic

El Cayo lintel
altar

El Peru stela

Hun Nal Ye Coffer

La Corona panel
stela
panel
Heiroglyphic Stair

La Mar stela

Laxtunich panel

Lubantun Ceramic

Motul de San Josestela

Naranjo stela
stela
stela

Nim Lu Punit stela

Palenque Death Head
panel
tablet

HS-Heiroglyphic Stair

n/a

AT NN

W hrA WNEPB™~MWNW

n/a
n/a

n/a
n/a
n/a

Piedras Negras

Rio Amarillo
Seibal

Site R

Tonina

Xcalumkin

Yaxchilan

Yomo
Acanceh

Unprovienced

21

stela

stela

stela

stela

stela

lintel

altar

altar

altar

altar
throne
altar

tablet
panel

lintel
monument
monument
monument
ceramic
jamb
Column
Column
lintel

lintel

lintel

lintel

lintel

lintel

stela
ceramic
panel
Mexico stela
ceramic
ceramic
ceramic
ceramic
ceramic
ceramic
ceramic
ceramic

12
13
14
15

4.1
4.2
4.3
4.4

g R kR

95
146
182

K8017
n/a

=

24
25
26
45
46
n/a
n/a
n/a
n/a
8740
2774
3199
3844
4378
4466
6551
8257



3.11. Venue

Venue isdescribed as the intsite positioning of monumentSor the purpose of this
thesis, the dataset is divided iqoblic areas and private areas. Public areas represent any area
where people converge for daily activitythout beingcongrictedin their movements. Public
areas can includéall courts public structuresandplazaareas. Private areas are restricted to
placeswhere the general public has constraints on their moveanenactionsTheseareas
would consist of elite residess, ritual structuregbuildings used for ritual activitiesandtombs.
The classification of private vs publieftectsthe accessibilityof these tex@and whether or not
they were meant to be viewed by the general pudlithin this dataset thereawery few
instances that occur in privadeeagmainly occurringin tombs and burials or within ritual
are®). While ritual areagan possibly be argued to represent public areas, it is difficult to
directly makea correlatiorwith the placement withirheritual areasandaccess by the public
For the purpose of this dataset, occurrences wittual areawill be classified a private

placement.

Table 2 Texts position based of Venue distribution

Front Underside/Bottom Round (ceramic) Back Top Side
Private 2 0 3 0 1 0
Public 43 9 0 3 0 3
N/A 5 0 8 0 0 3

Front Underside/Bottom Round (ceramic) Back Top Side
Private 33.33% 0.00% 50.00% 0.00% 16.67% 0.009
Public 74.14% 15.52% 0.00% 5.17% 0.00% 5.179
N/A 31.25% 0.00% 50.00% 0.00% 0.00% 18.759

This dataset consistd textsfound predominantly opublic areag72.50%), while the
remaining27.50% is allocatedexts located iprivate areas/.50%) and unknown venue

(20.00%)(Table 3) The items withunknownprovenence as welthoselacking iconographic
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scenes are included withthis table in order to anagthe patterns of distributiorThis
separation is important because the placement of the texts and monuments affect the restriction
of access to knowledge atite peoplethatwould haveaccess to this knowledgeestricting
access to certain contexdsparatethe elitefrom the nonelite; it is generally thought that the
non-elite population could not redderoglyphictexts(Coe 1999Coe and Van Stone 2001
Culbert 1991 Grube 1989Kelley 1962 Schele and Freidel 198Mowever, it haglsobeen
notedthat the general public may halwvad minimaliterate skills that allowdfor a general
understanding of certaitexts(Culbert 1991 Mathews 1998 This wouldhavebeen beneficial

for the majorityof the population as it would have permittbd tlissemination of information
without having to relyn long explanatory written text§ his propositionis supportedy the

text position within the venue type. Tablslws he percentage of each type of medium
utilized as well as the distribution between public and private afisund text positioning
accounts for 50% of privateenue occurrences ceramicsvhile 74.14% of the public texts are
placed orfront of stone mouments This would indicate that public position was intended to
been seen with eas#/ith this division of venue, it becomes apparent thatuHsatglyphic
phrase was served mainly for public scenasdthat itwas intended to give credit to the atti

or artists involved with making theonographicscene a reality.

Table 3 Percentages of Venue and Medium
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Bone 1 0.839
Ceramic 12 15.009
Stone 67 83.759
Total: 80 99.589
Private 6 7.509%
Public 58 72.500
N/A 16 20.009
Total: 80 100.009
3.1.2 Medium

The dataset consists direedifferent mediumswhichis the type of material utilized to
display the hieoglyphictexts n  wh i lg-had t b ksyefirbsenté. The first and the i
utilized medium is stone, represen&’i 5% of the datasgfTable 3) Thediversity instone
typesusedwill not beaddessed(being saved fofuture researchjjowever the variability is
simply categorizedhereunder theall-e n ¢ o mp a s s i n gCerareia was tlie sdécand e 0 .
medium of choice, represting 15.006 of the total databas@&he final medium representési
bone.Boneonly occurs oncé€.83%)-from the site Buen¥ista- and does not contaassociated
iconographyhowever the usage of bone as a medium presents an interesting relationship to
sacrifice and deatiWVhile this number is not as significaittis important to the interpretation of
the glyphicpairings & it suggest that the terisinot restricted to purely stom@onumentsand
can be utilized in other mediums to depict a specific action relttithgg iconographic scene.
However it is important to note thatvhile there are other typed mediums, the wst prominent
are(stone) represeintg a clear sign that the glyphic phrase is related to the types of scenes
depicted The other mediums lack iconographic scenes. It hasgresiouslystated that stone
monuments represent a clear subject matter tihessscommonly depicted on other mediums

(Chase, et al. 2008
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Stone was the mostilized mediumdue to theplacement of monuments public space.
The ability to have a medium that can withstand the pressures of the environtheninaa
permanent placement representsitiigortanceof these scenegVithin this dataset, all public
occurrence were stone, which sugg#sat the items that were niotstone(and in private
venue$ were intended to be movable and not marked fogémeral public. While the division
between stone and ceramic within private areas is not as clearly defined as withispadss,
it can be argued that the cerasmhich wouldnormally be interned within tombs or

internments, were considered to béctly private.

3.1.3 Type

Type analysis provides a background on the function of different monuments in the
context of the surrounding environmenatconveyedmessages to the people who viewed them.
The dataset contairis differenttypes thatare diviced based othe classificationprovided by
the primary sourceHowever,in certain instances multiple classifications can be placed into one
categorybased on terms given by the autHor,instanceatabletandpanel(Loten, et al. 1984
The first and most prevalenype, is categorized a8 | i wthiehlis@efined within this
databaseasa hori zont al member that spans an openi.
(Loten and Pendergast 198Uintels comprise 2% of the entire dataset (refer Eogure 4. On
lintels, the position of the texts can be either on the front edge of on the undersideer this
does not #ect the nterpretative valu¢Schele and Wanyerka 1991

Followinglintels, the mosprominenttype represented wiith the dataset ithefiStela .

This categoryepresets 24% of the dataset and contavariation in text positioningrhe

positioning of the text will be addressedinthefoo wi ng s e c tstelaesseBol | owi n¢
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comprisethe third largest grouat 15% of the sampleVessels present a unique obstacle as the
occurrences within this datadatgelyare from unknown proveences published by Justin Kerr
(Kerr 1999. This can cause problenas the validity of the vessels @ascient artifacts can be
guestioneghowever they docontainiconographic scenes that can further help with the
interpretations for this thesiBPanel® make upl1% of the dataset. Within paefitablet®

were included as tlyecan be used intethangeablyPanels are set into the wall of a structure
tablets can be utilized in similar ways. Lastly altars and aligpatsmake u@% of the full
database The previously noted types akhdmore than three appearancéeeremaining 166

of thedatabasés dividedamongtypesthat occurre@nly once or twice within the aviable
corpus. Thesgypesconsist oftolumns,monumentshieroglyphic stairs, thronesleath head
sculpture, cofferfimiscellaneousand door jamhsNhile these remainingypes only occur once
or twicewithin the datasethis may be due to the imperfect archaeological r@cepresented by

looted, ekcayedor still hidden hieroglyphic texts on these types.
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Lu-bat Distrabution

m lintel

B stela

B ceramic

m panel

| altar

E monument
B column

® jamb

m hieroglyph stair
m death head
m throne

m coffer

misc.

196 1%01%0%

Figure 4 Pie chart showing distribution of monument type

3.1.4.TextPosition

The hieroglyphic texts within this dataset represemide varietyof kinds of
presentatins inthe monumentslhe placements of the texts halveen classified gsrimary or
secondaryo indicate themportance of the text to the overall scehlee distinctiorbetween
primary texs and secondary textvas made based onet levels of interactioof the text with the
iconographic scen&Vithin this datasetnqimary texs are utilized in contexts that do not have any
associated iconography, accounting for 31of the 82 items within this dataset. There are however
11 items with primary texts that heassociated iconography. These items are vessels containing

Primary Sequence Standard texts which will be discussed later; however, they share
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characteristics with secondary tex@&condary texts do not contain specific relative information
but insteadseem to provide support for smaller aspects of the overall.deamary texts
accounfor 45.12% of the entire datasethe remaining4.88% of texts areclassified as

secondary textsTable 3. Secondary texts account for the entiretyusbatglyphic phrasewith
iconographic scenes arttigreforeit is necessary to examine these textshar fullest.

After considering theéext positioning, it is necessary to addresscthr@extof the
hieroglyphic texs. There are different placements on thenumets and vesselthat are
categorized herasfront, side, underside, rourfdsed in the contexts of vesselsack and top
The term undersidis directly related to linteld.intels are positioned in a way that the front is
the lip, which is seen when apaching the lintel, while the boitnis the largest carved area
seen when looking dectly up within the entry wagSchele and Freidel 1998chele, et al.
1986. Within the datase®5.88% of primary textc o nt a i ruitbatg dcatioafor pairing
arelocatd on the frat of monumentsvith noiconographic scenes, whereas3% of
secondary textgositioned on the front hawassociated scenéfable4). Secondary texts are
related to minute supportive aspectscohographic imagery antherefoe, the placement of the
texts are predominantly on the front of monumenkss positioningpresents the texo the
viewer first in order to convey a specific messalat relates to theverall imagery on the face
of themonumen{Chinchilla Mazariegos, et al. 200Coe 1999Coe and Van Stone 2001
Spinden 197D Following texts orthe frontin frequency14.72%6 of primary texts an8.70% of
secondary texts afeundon thebottons of the monumeist The bottom/underside placement is
the larger carved ameof lintels and thereforgsuallycontairsiconography as welllhisterm

usuallyis utilized for lintels and other objectsatthave multiple arved sides.The next

category, froundo, i s characterizedrasndexts
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classification represen9.4%6 of primary texts,(Figure31).Al | but four cases

placemenhave associated iconography.

Table 4 Text Position vs. Primary and Secondary Texts

Front Underside/Bottom Round (ceramic) Back Top Side Total Number
Primary 19 5 10 0 0 0 34
Secondary 31 4 1 3 1 6 46

Front Underside/Bottom Round (ceramic) Back Top Side Percent of Dataset
Primary 55.88% 14.71% 29.41%  0.00% 0 0.009 42.509
Secondary 67.39% 8.70% 2.17% 6.52% 2.17% 13.049 57.509

The primary and secondary positioning along with the location on the monutselit
signify the importance placed on the texts and ihéerpretation Primary textsaare descriptive
of theentireiconographic scene while secondary texts are indicative only agact othe
monumentUnderstanding the position of texts on the monuments gives insiglihepower of
the message and is vital to understanding and irt@tn ofthe iconographic scenes atie

lu-batglyphic phrase.

3.2 Spatial and Temporalifribution

Distribution of thelu-batis not limited spatially or temporally. When examining the time
span and regional spread of the hieroglyph it is necessary to address theidisjomnitty, not
separatly. The spatial distribution is diregtinfluenced by temporality antherefore cannot be
examined as a single entity. In order toespul regionally, time is needed; this temporal depth
probably ledo glyphicvariationin artistic representation. This dataset contains a temporal
spread of approriately280 yeargrom 28 different sites. This number is represented by major
centers as well as smaller sites undertrol of the larger onesWhile this is a significantly
short time framgit doesshow theproliferationof this glyphic phrasdts spread was not limite

to a small region of sites, but ratlwam be attributed to intisite relationships between major
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and minor centersWithin this section, a presentationtbe spatial and temporal distribution of
the glyphic pairing will be discusse in order to present an interpretive analysis on the change

that occurredn the representation of the glyph.

3.21 Spatial Distribution

The spatial dumdrghbuyphopr esenthe &n i nteresi
transmission of ideas and knaalge about written text throughouetMaya region. As seen in
Figure 4 the sites distribution is not limited toetluthern Lowlandshowever the connection
to outlying sites is related to intsite relationship tieas examined by Linda Schelehis dataset
has three aresan which the glyph pairing ilcated outside of the Usumacintalley. These are
represented byossible ties in the Northern Lowlands and amGhghen Itza Ek Balamand
Xcalmukir it appears aRio Amarillo far to the southfinally, it is evident in the Highlandave
siteof Hun NalYe (Woodfill, et al. 2012 The Hun Nal Ye cave is probletimasto thenature
of its use Woodfill (Personal Communication Aug. 8 and 15, 20di®)gests thatlthough the
context dates to theate-Early dassicand is in the kghland regiorthat in actualityit could be
early Late @assic in date and have bearned in a lowland traditioWWhatever the case, all six
of thesesites have relationships to the Usumacinta Valley throutghimteractiongSchele, et
al. 1986 Schele and Mathews 1991These ties are supported by hieroglyphic texts as well as
from iconographidnterpretations of monumentd/hile therewasinteraction between these
elites, there is a clear difference in the interpretative value of the glyph. Within the sites of
Chichen Itza, Ek Balam, Xcalmukin and Rio Amarillo the usage of the glyphic phnase is
connected with iconographic scenes and is only utilized oruments that contain purely

textual materialThe lack of associated iconography represents a possible change in
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interpretation of the glyphic phrase as the spatial distribution expandedthiearentral core of
its usagdanto areas with different Maydialectsandregionaltraditions(Chase, et al. 2008
Houston, et al. 1998The Southern Lowlands itself a diverse arednowever sites are situated
in close proximity to each othdendingto potentialinter-site interactions through warfare or

relationship ties.

Figure 5 Maya sites containing theLu-bat glyphic phrase

Site locations courtesy of Dr. Clifford T. Brown and Dr. Walter R. T. Witschey, ©

Electronic Atlas of Ancient Maya Sites.
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It is not necessary to discuss the interaction legliberthe sites within the Pate
region due to the proxnity of thesesites to each otherThe relationshipand the trade systems
appear to have beeelated to the Usumacinta Valldyough the interpretation of hieroglyphic
texts on monuments describingetimtersite interactions of elite individualhesanteractions
are represented by a range frelite marriages twarfare(Schele and Mathews 199 Through
interactions like these, it is nearly impossible naddeinfluencsr om one si teds reg
on another sitgsistle c a s e luwbad h g I Thepehrliest site to contain the glyphic
phrase lieglirectly within theUsumacintaRiver Valley and théispread o f tchnibs t er m
followed through the use of thgdyphic phrase on the monumentghile it is dfficult to point to
an origin forthis glyph pairing, it can be better understbgdexamininghe temporal

distribution duringthe Late Classicétiod.

3.22 Temporal Distribution

The temporal distribution is a vital part anyinterpretatiorrelated to the usef the
glyphic phrase. This datasaintainsdates that fall within theagly Late Clasic tolate Late
Classic Periosl While the dataset is predominantly frahe Late Cassic Period; here is one
outlying instance that presents an interesting conundFais instance is from thiate Early
Classic Period at the cave Hun Nal ifghe Norhern Highlaads of Guatemal@Voodfill, et al.
2012. The hieroglyphidext resides on the lid afstone coffemndcontainstwo readings for the
Alu-bad p a.iThisitertwas carved into a stone coffer that was setnl Bigh on the back wall
of the cavegWoodfill, et al. 2012(Figure9). This stone coffer is dated to ttade Early Classic
Period, which is problematior two reasons. Firsthe coffer was found within a caveaves

with theirritual conrectiors to the underworlghermittedfor multiple reentries andalatingcan be
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difficult (Woodfill, et al. 2012 Secand, the dating of the coffer is based on site of the
iconogaphy and hieroglyphsnd thisis consstent withlate-Early Classic Period. While this is
the only occurrence outside @t.ate Classic dating, this stone coffe@utd representhevery
eaty phaseof theLate ClassicFurther discussion of the iconogtac and epigraphic
interpretive valus followsin Chaptes 4 and 5.

Wi th this daspreasbeirtgdepresentedngolely by the Late Classic Period,
the influence of this hieroglypbipairingthroughout the early phases of the Classic Pesiod i
minimal and repremnts aemporallyspecific hieroglyphienanifestationThe Northern
Lowlandscurrentlycontainthreeoccurrenceof the glyphand theeconnectios are seen as
representingnteraction tiesith the Southern Lowlan¢hllowingthe dissemination dhis
ideology). Althoughthis seems to be a regional glyjtstill is plausible that the glyph could
have been developeditside of theSouthern lowlands. This however is not suppadedbased

A

on the spatial diUsumacinthRiveriValley and i tds in the

3.3Summary

This chapter presentise database and the statistical variation in choice of venue,
medium, typeandthe placement ahehieroglyphic texton the monumentd hese different
components create a variation megentation which allows for multiple approaches to
interpreting the hierlolggbyphnccpajunocgi bnownt &
differences between the hieroglyphic texts, the analysts distribution in space and time is
imperativeto anunderstanding of thiglyph pairing. The dataset includes all km®wn
occurrences of the specific hieroglyphic pairthgt where published and available at the time of

theconstruction of the database.
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In order to provide an encompassing database, all available information in connection
with the hieroglyphic textalsowereanalyzed in ordeto provide a foundatiofor better
interpreting theemporal and spatial distributio he data shes a lack in terporal dhange
related to the short tinspan in which théu-batglyph was usecand the level of interacticinom
site to sitaepresentsbai rl'y r egul lmbadd hu a g | olpetsppdtiad pfai r i ng
analysisshowedhe distribution othis tem predominated in the Usumacinta River. It
appearance in other parts the Maya area was severayrainedThrough the analysis as
distribution through gace and time one céumrtherinfer that it repreents a dispersal of
importanceelated to theale of the bat in the Southern Lowlands. This ideology is directed to
the worldview and the interpretatiof the batdeity. There are numerous ideas concerning the
schools in which the carver or artist leared honedheir skillsas well as hovitheir
knowledge waslistributed (Tate 198%. Thedisseminatiorof this knowledge is related directly

to the interactionbetween sites
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CHAPTER 4: EPIGRAPHL INTERPRETATIONS

4.1 Introduction

This chapter examirsghe different components that make up the hieroglyphitnga
and how the variation ilhese components presents specific issues when deciphering the texts.
There is a variation in the affixesedwithin this dataset whickiield different reading of the
hieroglyphic pairing and conflation. Within this chaptée textsarebroken down to examine
the components and how they af flebat ¢lhyephiifd emc
limited to secondaryexts aspreviously thoughtbutis alsofound in primay texts in strong
associatiorwith the icorographic scene3.hus itis necessary to discuss the full texts in order to

address the compl dwwbati yt @Xt s . nterpreting the 0

4.2 Reading of Components

The componkuhats glfy pphheplfiay a vi t al role in t
interpretation®f the hieroglphic pairing. This sectiofocuseson the interpretative values of
three main componentd the glyphic pairing. Firsthere is variation in the presentation of
affixes such as the commas depicteli b o w 0 (Thompsonx19501962 1966). Not only are
there variations in affixefutthere ae alsodifferences in the presentation of the maipgl, the
bat head. This can ladtributed to regional diversity in artistic ability amdknowledge of the
glyph. Finally a differentiationcan be madbetween the writteexpressionsf the T-756 and
the 568 gl ylp-bab Thegpfi can be present éditcas a conf
also bewritten in long text form where the glyphs are separated flach ether as free standing

units.
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4.2.1 Affixes

The affix is described as a smaller eletrthat is attached to the ¢g@ar main sign within
a compoundCoe 199%. Within the datast there are differences in the presentation of the affix.
The pgacement of the affixes can leaddifferences in readirgpf the values. There are suffixes,
infixes, prefixes and postfixes. Within the context of tldatabase them@re instances in whic
all of these affix styles occur. The most commioowever ar¢he prefedfluo T-61 (Figure?)

and themfixed, T-568known as the gougeelyed andelieved to have gelationship with

sacrifice(Figure8).

Figure 6 T-61 Glyph

©Foundation for the Advancement of Mesoamerican Studies, Inc., www.famsi.org

S68a 5680

Figure 7 T-568 Glyph

©Foundation for the Advancement of Mesoamerican Studies waasy,famsi.org
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As mentionedn the previous sectigithis depictionis not the only one representddhe
T-568glyphis not always infixeglit can be used assaipefix or suffix, as can be seen on
Chichen ltza Lintel 4 from the Mgas building(Figure8). These placements do reftangehe
reading order of the glyph, as suggested by Coe and Thompson whoexhiatrthe reading of
the glyph conflations and pairingllows a specific patterbeingusuallyreadfrom left to right
andtop to bottomas is the case wheaading the larger tex{€oe 1999Coe and Van Stone

2007).

Figure 8 Superfix T-756 from Chichen Itza

Drawing by author, detail after Herman Beyer
When breaking apart the componenitshelu-batglyph, there aréwo main affixes to
the bat glyph compoungknerally thought to represeht role of carving and scribal
signaturéChinchilla Mazariegos, et al. 200Grube 1986Stuart 19861987). Firstly, the affixed
bowtie glyph (F61) has a given value adJ, which according to Stuart (1987,198®8)uld be
used simildy to theYU inthe WingQui ncunx gl yph as a fAprevocal.
possessiofChinchilla Mazariegos, et al. 200The possession would be attributed to the
art s tolé within the monument and scefiéis bowtie affixcan also be related to the triple
knot that is representative of bloodlettingaonographicscenes.This affix has clear variatian

as seen inigure 7 however it always consists of the trigéde style bow.The next affix that is
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always part bthelu-batglyph, is the T568glyph. This glyph is linked to the action of spearing

or stalibing associated with the gougege;in carving, spearing is necessary to create definition

on the carvingWhile these two affixes are the most common, there are othersatigttend

the reading of the compound or pairing. These affixes usually consist of alternate components of
thereading thatlo not change the root meanioigthe glyph and do not affect tivgerpretation

of the glyph compound. While there are other affixes, none are consistent across multiple sites or
multiple sculptures anchostdo not appear to alter the reading of thgoh. This lack of
consistencyganbeattributed to the artisticanation from site to site as well as the understanding

of the glyphic corpus by the scrib&lthoughvariationis presenin the placement of the glyphs

as well asn the usage of affixes, the main sign does not presentaration it is consistently a

bathead glyph.

4.2.2 Main glyph

The main glyph, the bat hedd utilized in multiple contextwith visible variationsin
the association afpecific affixes. The most common representation of the bat head glyph is in
the month glyph o o t (Bodt 2009 Thompson 1966 Others includ¢he relationship glyph
fornami ng t h eanfindnaduahtieerending oba Katundfiod,and certairemblem
glyphs, as aCopan(Fash, et al. 199ZFash and Fash 19pAVith these different usage and
values assigned to the bat head glyipisnecessary to interpret the stylistic variations in order
to facilitate the differentiation of the glyph usadevariety of depictions of thbat head glyph
existwithin the corpushowever all contain key characteristics associated with the bat. These

characteristics represent the close attention paid to sletaile bat by the artisEven though
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there isvariety, the bat head glyph, whighcludes the leaf nose, eyes, mquthd fangss
always present

Site variation and artistic license can alter the way the bat head glyph is drawn. In some
cases the siut can be elongated or snub, asttensize of teeth arttielocation of the leafike
protuberance(Boot 2009.This stylistic variation in the bat head glyph can be attribtged
artistic licensehowever it is more plausible to attribukes variation s to regional species of the
batthan toartistic differencesin Central Amerca there are 143 different species of the-leage
bat with at least 47 iBelizealone(Boot 2009. Again this variation does not change the
meaning of the hahead glyph and is related to the usage of the bat within the hieroglyphic
corpus. As fothecase of théu-batglyph, the bat head has little variation and stays fairly
consistent across the data3dte head within thiglyph always includeshe leaf nosewhich
stylistically is the same for all usagésalsocontains the teettiat arevisual representatiorcs
the role bats have in blood and sacriffgevidingan allusion to the Popol Vulthe main sign

for the hieroglyphidu-batphrase does newvince much variability.

4.2.3 Conflation vs. Pairing

The difference in presentatitietween conflation and pairing must dddressdas it
sheds light on the variations in scribal arti$itense There are, within #h database, two
different representations of tiggyph. The first and most common is the conflation of tHe68
and F756 glyph with an affixed 61 glyph. In these textthefi | glyph is usually Hixed on
the right side of the bdtead.This written form the so called scribal signature; it often is found
in secondary texts and is associated wtkee or four glyphs namiranindividual. The

conflated glyph is not the only representation oflthbatglyph. A secondvariationinvolves the
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pairing of the glyphic elemenis an extended phrase consisting of two separate main glyphs.
While the conflatd form is seen in the seadary texts that are inditive of the scribal
signature, the paring of the glyphs is seen in primary texts oinvtékts that are not clearly
forming a scibal signatureHowever this pairing is still dectly related to the act of the artist.
Thiswritten formis apparent on tnHun Nal Ye stone coffer wherein thesT and T568
precede the 4756 glyph (refer to Figure)9

With these two distinct styles of writing and placement of the tésspossiblehat the
arti st s o6 fvrinng ant tée dngseageothat was to be convegihalved forthe glyphs to
compliment the spadeeingutilized. This may show tliaalthoughthe monument or artifact was
commissioned by an individual other than the artist or carveid present some latitude to
constuct the texts in anesthetially pleasingnanner. Thelacements of secondary texts seem
almost randonand are positioedsoasnot to eake away from the overall scenbetefore it
seems logical for the carver ¢onstrict the number of glyphs uséehding to the conflated style.
However,in primary texts the artist Bao convey a specific message and this allimws

expansive texts to properly express the details.

4.3 Accompanying texts

Hieroglyphic texts are utilized to describe a specific actiahritlates to the monument
and what is being represented. When trying to decipher texts, it is necessadertstand how
the writers of the texts sought to describe a specific action. Thehekxsccompany the-bat
glyphic phrase tell of milestonegthin site histories that are related to supernatural and liminal
activities of the elite lords. The discussion of this relatignshfurther analyzed in Rapter 5.

This allows for a&comprehensivapproach in which texts that are not fully understoodisa
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approached through the use of iconography in order to betterstanad the textslhis section
focusesn the relationshgpbetween théexts sharandthe iconography. This secti@onsiders
the superficial relationshgof these texts and natthe actual iconographyVithin this dataset
the texts are divided into two different so@tegorieswith the first being represented by primary
textsthatare the mairomponentsor interpreting the iconographic scenes. Secondary texts
relay a different gsect of information related to the monument. Therefore interpretation of the
lu-batglyph within these textugdositions clarifies ta level of importance the glyphic phrase

contributes to the overall scene.

4.3.1 Primary texts

With the examination of théatabase, it became clear that the primary tegtsnwvhich
thelu-batglyph isutilized exhibits a fundamental difference to the-salledc a r vsgmatbiran
secondary textsThelu-batin primary texts is represented on monuments that do not hgve a
associated iconographyith a few excepions. These exceptions are limited to four different
cases in which thi-batglyph is used in primary textand does not conform to the normal
standardlefinedwithin this thesisThefirst instance istie furhest outlier in the dasatandis
the stone co#r from the Hun Nal Ye cave. This primary text is written on a didrand
describes the action of actually carviagd not namingheartist(Woodfill, et al. 2012. The
glyphs are paired and readfgsi-lu xu-lio (Woodfill, et al. 201(Figure9) . In thenextcase, the
Emiliano Zapata panel froRalenquethelu-batis read aguxul[ij0 anddescribes the action of
carving and not namingan individual(Stuart 199)see Stuart 1990 page 10 figujeThis
example is accompanied by @onographic scene in which a person is carving a ldrgea u a ¢

mo n s t e (Stuarthl@f@ dhiscauacmonster head is seen in other instarveiésin the
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datasetspecifically inthe altarsupports of Piedras Negral of whichcontainthelu-bat

signature fFigures 10, 11, 12,)3This associatiors addressed in Chapterirbdiscussion of the
iconographic themedhe last examples are frohonina nonument 14§Figure144) and

Yaxchilan lintel 25 (Figure 1Bwherethelu-batglyph is within the only textpresent on the
monument Yaxchilan differs slightly in thethe underside is also carvdaiwever thelu-bat

glyph (P1)is on the front side and not associated with the iconography of the carved underside
iconographicscene.

Following these outlies in the datasgethere is another group that contain thdai
glyphic phrase in the primary text. This group is restrictazhtoed orincisedceramic vessels.
Onthesevessels haever, the primary testdo not reflect the associated iconography, instead
containng the Primary Sequence Stand@$S) the most common dfieroglyphictexts(Coe
1999 Coe and Van Stone 200There are alsoasesn which the glyphs represent part of the
iconographic scene; however, these glyphs are only partially representdtiedwgbat glyph
and do not contain the actual bat head gligate appendix @r anexample from Caracol,
Belize). This vessel in paidular, again, represents different aspects of underworld and liminal
activity. The PSSlescribe three different aspeofghe vesseikself - andusuallynot the
associatetconographicscenes. The three parts describe the dedication of the ceransicatiee
of the vesseland finally the contents of theesse(Coe 199; Coe and Van Stone 200While
the texts from vessels are stylisticallifferentdue to the nature of the usates primary
positioning of texts regardless miediumthatshows thdu-batdoes not reéict a direct
connection to the iconography aradherrelatesto the dedication of the carvirfgnd not to the

namingof the individual responsible for the worfStuart 1989
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With these examples which thelu-batglyph is presented in primary texts, it is
apparenthat this glyph does notmation as aignatureRather the use of the glyph represents
either the action of carving @ related tahe dedicatory texts.This is evident because there
lacks a directonnectiorthe iconographic imagery presented on the vessels. If there were a
direct connection, there wouithagery that supports the different aspects of warfare, blood, or
sacrifice.Again, the reversal ofoles ofprimary and secondary texts on vessekvident, where
the secondary texts are directly related to the iconograpkiesfurther supporhg the notion
that primary texare not signatures, bratherdedicatoryrelated The primary positioning of the
texts, while not having iconographic scenes related to tfweith, the noted exceptiopslo stow
a connection betwedhe u® of thelu-batglyph and the intended interpretation of the glyph
pairing. This isalsoapplicable toressels wherthe roles of the texts are reversed in comparison

to the caved monumentéCoe 1999Coe and Van Stone 2001

4.3.2 Secondary texts

Secondary textare distinguishabldifferent between vessels ambnumentsCeramic
vesselgontaintexts in reversed importance, making secondary texts relateditmtiographic
sceneswhile theprimary texts represent smaller descriptive values of the vesse(@self
1999 Coe and Van Stone 200%tross 1989Stuart 1989. The reversal of roles on vessels
however does not change the interpretational value of the texts, as the primary texts on vessels
containsimilar contextual meaning to secondary texts on monunaedtsave snilar
characteristics tesecondary text(Coe 1999Coe and Van Stone 200When examining the
secondary texts on monuments, they are stylistitlaippposite of primary texts. Secondary

texts are rarely carved into raised blgaksteadtheyare usuallyat the samével asthe
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backgroundand are carved into the scqi@»e and Van Stone 2001In thisway the secondary
t exts apo atahdé teallgr and gréhus,notical as a secondary aspedt/hile the
carving styleappears to be an aftdrought,it does show that these-salled scribal signatures
are an important part to the overall monumesygeciallyas they are placedrdctly in
association with the iconographic scene.

Secondary texts on monuments are not diret#lcriptive othe iconographic scenas
they describe an outside action indirectly related to the actual imaderyextshowever do
play a role in thenterpretation othe overall monument or carving, again showtimaf while the
lu-batglyph, in the conflated stylas only found in secondary texts, it does not describe the
scene itself. It ishowever an interpretive aspect of the monument as whotéy. When
examining the dataset becomes clear that this conflateebatglyph is only present in
secondary texts when there are iconographic sceremning thatwhile secondary tegtarenot
vital for theinterpretatiorof the iconographytheycomplement thesceneshrough naming
specificindividuals. It can be debatddoweverwhetherthe artistor the patron of the monument
is named. This can be seen specificallyvaxchilanLintel 25 which names Lady Xoc after the
lu-batglyph (Schele 1982Tate 198y Figurel5). This however, ishe only notable case in
which thisconflationoccurs andagain may be the direct influence of the artist and their
undestandirg of the glyphic corpus and esf thelu-batphrase.While secondary texts reside
mainly tothe sideof aniconographic scene, there arecurencesf thelu-batglyph used in
phrases foundrothe sides or backs of monumergspeciallywhen the iconographic scene
utilizes the entire open@a on theno n u mdront. The two instances from Naranjotét 12
and 14) are similarly carved and contailn-datglyphic phrase at the base on the back of the

monumeniseeFigurel66 and17). This placement on the side of monents does not change
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the role of primary or secondary texas the carving style is still representative of the level of
importanceHowever,when carved on the sisler back the phrase does not exhibit a border
around the textHigure166 andFigure I7). Secondary textare signs of a change the role of

the artist and how they influence tb&ving ofmonuments.

4.4 Summary

Within this chapter the discussion of the stylistic characteristics d¢ditbatglyph in
concordane with the associated texts showed the importanda@tomponents of tHa-bat
phrasethe style in which thé&ext waswritten; and finally, the role of primary texts versus
secondary texts. Taking the different components and breaking them apatétstand how
each piece plays into the decipherment and interpretation gfyihieic phrase gave insight into
the role of the conflatephrase in secondary texts as wellrespairing within primary texts.
Also, upon further investigatignit became @ar that while variatioexistswithin the affixes
that areused, there are always two primary affixes presentfdinat the baséor thelu-bat
phrase. Finallythe examination of the main glypbvealedittle variation especiallyas the bat
head glyphs the primaryicon andthe most necessary component of the phretss.lack of
variability represents the significancetbé glyph to the overall phrasing aitgl ability to
remainconsistent acrodsoth thetemporal and spatial order. With the diseos®f the writing
style and compants of these textan interpretive value can be assigned tdukeatglyphs

that demonstrate @nnection between the glyph aitslassociated iconographic themes.
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CHAPTER 5: ICONOGRAHIC DISCUSSION

5.1. Introductio

This ction focusesn theinterpretatiorof specific themes tlough the examinationfo
iconographiclementghat express certain aspects of@aheientMaya and their cosmological
worldview. This chapteffirst discusgsiconographic imagery in ordeo establish a connection
between théu-batglyphic phrase and the overall themE@srtaincomponents play a vital role in
the interpretive abilityf the iconographic scenes and ¢gve insight into the usage of thebat
glyph phrase. When interpretitige lu-batglyph and the iconographicegmes, it is essential to
isolatespecific components of the imagery in order to address pat#®hile the iconographic
imagery doesccur on otheexamplesthe Late Classic Periazhrving reveals change in the
behavior of the artighat can beshown inthe association betweeertainthemes and thie-bat
glyph. The discussion wilshow a connection between tlnebatphrase and theilestone
markers of the sites in this datas&hese milestones are repretsehon monuments as
depictions of warfare, change in rulership or deaths of ruling €litesiconographic themes are
inter-relatedto each otheandeach themeontains elementsf other themes. This is important to
addressor no one theme is exclusiyelts own. Within this datasgbowever, the themes that are
prevalent are those relating to activities undertaken by thd@liteyal transitionsyarfare and
sacrifice.In connectionwith thelu-batglyphic phrasethese themeshow thenteractionthat
they share witlthesesite events, especially as apparent in caseghere there are as many as 11
and 12 glyphigphrasegplaced on imigle monument surrounding boundotigesor ritual regalia

(Figure188 andFigure 19. The sipportinginterpretationgor the connectioetween the hbat
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glyph and importance of the artisgmes through the specific imagery and overall thertines

are presented within this dataset.

5.2. Specific Imagery

The ability to decipbr andinterpretcomplete iconographic scenes regsie in depth
analysis of individual elements and their associatwitisin the overall imageThis section
focuseson elements that relate to warfare and royal activaesvell asupernatural
componentsThe specifiamagery within the ovetl scene form theomponents that are the
foundation for interpreting the themasdfor showing how these themes can be connected to the
usage of théu-batglyphic phrase. It is necessary to focus on the main elements within the
imagery as thoghattell the overall story of what is being depicted. While there aalem
aspects to the scene, #lements that are availaldee found amultiple sites and have strong
connections to the hieroglyphic texts associated with tHamptesenting a possible correlation

to thelu-batglyphic phrases well

5.21. WarfareElements

Iconographic imagery is variable in nature aondietimesnakes it difficult tospecific
components odnoverall scene in order to decipher meaning. Withithendatabase, some
scenes represent different aspects of warfare through the specific iconographic elements. While
these are not purehgstricted to warfaregsthey can be relat to royal activity as well, they are
indicative of elite interactionsThe dements of warfare are constricted totleategalia and
bound captives and areadily avail#le within this dataset

The first element, battle attireonsisting of either shield aspear, oazoomorphic

mask andrepresents thpreliminarystep bward pr@aring for battle At Yaxchilan,a series of
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three lintels 24,25 and 26jepictShield Jaguar and his wife Lady Xoc preparing for war. On
lintel 26, Lady Xoc is handing Shielthguar a zoomorphic jaguar mask whicbasmmented on
in the accompaying epigraphe texts Figure200). While this is the only case in which a
zoomorphic mask is presented, there are numerous others that present shields and spears as part
of prepaedness for battle. The spedso has @onnectionto blood ritesandis portrayed irclose
proximity to bound captives, acts of auto sacrifena] other related acts warfare This is seen
on BonampakLintel 2 (Figure 21) El Cayo Lintel 3 (Figure222), Yaxchilan lintel 45 Figure
233), andPiedras Negrakintel 4 (Figure 2). Along with the spear the shield is also an element
that is relatedo warfare.The shield isalsopresented itrmagery that isndicative of ritual
activity associatedvith warfare ascan beseenby the proximity d¢ a dwarf on El Peru stela 34
(Figure 19. While the speaand shieldcan appear in strictly ceremonial contexts, when paired
with lu-batglyph, it appears that they have a connection to being prepared for wahanse
of the artiswith battle regaliaepresents an interesting connectiascan be seen onstelaof
unknown proveniencom Mexico Figure 25). This stela Bows aperson carryingdt hr ust i ng
s p e @arcus 1974Miller and Taube 1997and something theesembles brief of paper
similar to those thatcribes have been shown carryorgother monumentshelu-batg I y p h 6 s
association with warfare elements sugg#sas the glyphic phrasmay have beeuatilizedin
scenes of important site evemikich involved the artisiSite milestones consistf that through
the interconnectivity of the iconography and epigraghpw how vital the artist was to
portraying the actionand the messages of the elites

Following the battle regalia, another common element related to warfare is that of bound
captives Thesecaptivesaresacrificial victims that are taken in course of battle. Here again is the

connectiom to bloodandwarfare. The captives are usually bound andgdpof their exuberant

48



attire They are portrayekineeling or sittig at the feet of royadlite, as show in the Laxtunich
panel where ruler is being presented with three captives from a subordinatgigule
26)(Akers 2008. A pairof lintels (45 and 46) from YaxchilashowsShield Jaguar being
presented wvih different captiveandfurther depitsthe association of tHe-batglyphic phrase
with boundcaptives (kgures23 and27). It is also seewn Aguateca ®la 7(Figure 2B),

Calakmul $ela 51(see Ruppert and Denison 1934 plate 50 & 8By Naranjo ®lae 12,14,24
(Figures 1617,29) wheretheroyd individual is standing ocaptives who argosed in a position
that represents a pedesilhe taking of captives and sacrificing them is a vital part of warfare
activity and contaisceremonial attributes.hElu-batglyphs again is present in connection with
these captives and in some casesanmeumerous as the captithemselvess represented by
Piedras NegraStelal2 (Figure 18) where there aras many a2 signatures accompaimyg the
captives. Thishows that @onnectiorexists betweethe glyphic phrase and imagery that
represents violent and ritual sacrifice relating to milestones of warfare within thErsge.
connectiorto violence and thbat head in this glyphic phrase valsobe supporteth

discussion of the overall iconographic themes in section 5.3.

5.2.2Roval Activities

Iconographic scenes contain multiple elements that are related to itgyahektheir
adionsundertaken for eitheitual or divine reasons. While some of the edais contained
within this division are nastrictly royal in nature, they areowever directly related to actions
undertaken by royal elite. Rituattivitiesincluded the act of autsacrifice(or bloodetting),
dancing and other activities that aretpart ofthe dailyroutines Auto sacrifice as represented

on Yaxchilan Lntel 24(Figure 3), which as noted previousiy part of three lintels that tell a
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singlestory, is undertaken by Shield Jaguar and his wife Lady Xoc. Lintel 24 shows Lady Xoc
pulling a thorn rope through her tongue while Shield Jaguastzoldrch over her. The

epigraphic deciphermeswf the associated textell the story thaShield Jaguar had already let
blood and was presiding over his wife as she lets blood. The othént®s deict Lady Xoc
burning the bloostained paper in a vision quest and helping Shield Jaguar Ill prepare for battle
(Figures B, 20) An interesting scene on a vessel from an unknprereniencgKerr 3844)

shows asacrificial person within a temp#&irrounded by six supernatural beings, one of which is
the God of Decapitation. All the beings hagagtaken irpenile perforations anare carrying
bundles (Figure311). This scene represents different levels of bloodlettimgugh penile
perforation and througtine sacrifice of a individual as well as the iconographic depictiom of
large flint weapon cared by the God of DecapitatiofBoot 1996¢. Bloodletting ancauto
sacrificeis not the only way individualwould be dgicted presenting themselves to the gods.
Another way is through scating acts as shown in El Caydi# 4 (Figure ), Nim Li Punit

Stela 2(Figure 33) and Piedras Negradefa 13(Figure34). All three of these instancesiow a

royal eliteindividual in an action of scattering tmitems that are indicative of veradion such

as incense burners or flabttomedvesselxontaining paperThese vessels play a role in
supernatural interactiorad arediscussed in section 5.218.conjunctionwith scatering and
bloodletting dancing has royal ritual attributes asiw@&ancinghas been explored as an action
relating to the connection between the watery underworld and the liminal ability of the elite
(Looper 20032004 2009. Dancing as shown in two scen&®m an unknown site named Site

R (Figure355) and from Motul de San Jogeigure366), is undertaken by the royal eliad
connects them wittheunderworld From the Yomop steléFigure377) there is evidence of

dance though thedecipherment of the text®ance in Maya sculptures is identified by the raised
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heel and the interpretatios disputed by numerous scholdreywever for the purpose of this
thesis, the underlying and unifying element is the connection in liminal aq@atyins 2009
Grube 1992Looper 2009. Dancealsorepresents a changing in time conneetdtl accession
and representrulerd sole intraversing the different worldspecifically in deatl{Collins
2009.

The connection of liminal actity with accession also is represented in other scenes
within the dataset.a Mar stela 1 represertfsea ¢ ¢ e s s i @k Cloafhk Mthaolut any clear
iconographiaepictionand is only supported by the associated téxitpure3838). This similar
issue is represented with thecalled Death Head from Palenquiregure3939). This death head
is a monkey skull sitting on a throne with accompanying text desgribenaccession rites of a
lord. In thecases thatepresenaiccessiotn association with thii-batglyphic phrase, the
limited iconography is bridgebetween the artist and their liminal activiiurther support of
the artistodés role i n c¢onne dniXcalumkmivasdi80i7h e c¢c han
(Figure400)(Boot 199§. Within these scenes there are individuals; one is the ruler while the
other isa subordinate ging at the base of the throne. These scenes depict how the change in
rulershipisapowerfulah vi t al part to the continuance of
rulership is portrayed there are also scenes that depiehtiveg of a period which are
milestones in which the ruler and the artists are involved in liminal activitieghide
moruments that clearly depict the style associated with period endregPiedras Negras Stela
15 (Fgure41l) El Cayo Atar 4 (Fgure 2), andToninaMonumentl46 (Fgure14). These
scenes depict the ruler standing and dressed in ceremonial garb. Therionumaent has the
Cauac headdress that connects him to the underWidrdduse of th&u-batglyphin conjunction

with these scenes again represents how the connection between specific site events and the
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liminal and divine power of the elite is portrayédaugh actns relating to the underworld and
the artisfs role.

These ritual acts by the royal elite are part of a quest related to supernatural guidance and
ancestraworship. Thisguidance was intended to hagcurepowerand success in warfare
However, notall actions done by royal elite are ritualistic in nafg@me iconographic elemisn
represent the power and divine nature controlled by the elite. The two main ways that this divine
power is represented in the dataset is through the use ofimaodpters and ceremonial bars.
These two elements play separate roles from each other while still rephegswer wielded
by the elite.Through the use of manikin scepters and ceremonial bars in iconogttaplelite
were able to present their rigiotrule asderiving fromdeep connectigwith divine nature and
otherworld interactiondManikin scepters have specificonographidnterpretations that relate to
the contexts in which they are wt#id and how they are depicted.

The manikin scepter depicted as a small figure that is held by the ruler and is a symbol
of the divine rulersip possessed by the individydarcus 1974Miller and Taube 1997 The
iconographic variation seen ihe manikin scepter does raftange the underlying meaning.
However different individuals or godsaybeinvolvedin the process, includingods that are
related to rain, lightning, birtlor accessionthusfurther strengtheng the connection between
theroyal elite and the underworlvhen examininghe different styles of manikin scepters
within the dataset,aridion is evident. La Corona Stelageg Mathews 1998represents the
thin staff like manikinsceptetthat s held in both handgom apanel of unknown provenience
(Figure42) andfrom Aguateca &la 7 Figure B) are the traditional styles of the manikin
scepter. Thacepter is held in one hand and is sh@sa little figure with one leg ending in a

serpent and bifurcate scroll. The scepter i
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' ightningiwhinehpis$ ranfMilferanddaubeel99/.iThe scemee is &
sign of authority and divine right to rule held by the lord and can be connected to accession rites.
The clear depiction of the intended scenavgal responsibility of thertist, thereforeproviding
the atist a role in the overall action and furtheringitr@nnection to thé o t hverldsoThis
connection becomes clear due totise of the bat head glyph for their signatlitee bat head is
a clear indicator showing the connection between the munddrsupernatural worlds.
Ceremonial bars are part of royattivitiesthat relate to thdeitiesand the stories of
beginning of the timegAnton 1970 Schele and Mathews 1991The ceremoial bar is depicted
differently througtout time; however a strong interpretation for the Laf#assicperiod
ceremonial bar represeritsh e r ul er 6s rol e in multilevel I nt e
activity gives the holder a certain divine settseule and thereforeecnentgheirlegitimacy.The
iconographielements of cross hatching or three knots on the ceremonial bars refiresent
umbilical cord of the sky wibh connects the ruler with this divine rigi@lancy 1994Marcus
1974 Schele and Mathews 1993tone 1986Taylor 194). These creshatchings are easily
seen on Bonampakntel 4 (See Grube 1993 figurg @andNaranjo $ela 14Figure 16) and 14
(Figure I7). On Bonampaktgla 1, the ceremonial berrepresented as a staff that is held
upright with three knots extending down the length of the shajtie 43). The ceremonial bar
is utilized in accession rites period endings (Gure M) and is associatedith bound captives
in the casef Naranp. Thelu-batglyphic phrase is connected to these sceueher presenting
thevital role of the artist imtherworldly interactions. While these royal activities contain
supernatural elements, the dividing force is tbigam that these elements arieettly involved

with ruler and are not strictly supernatural in nature.
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5.2.3Supernatural Imagery

Supernatural elemeniathin the iconographic scenes in this dataset and the glyphic
phraseare representative of an affiliation between the mundane g@edrsiural world. The
supernatural nature of these elements further supports the notion that the glyphic phrase was
utilized in connection with elements that are indicative of other worldly acts and associations.
This dataset consists of three differgques of supernatural elements that are utilized within
iconography to represent the strong catio@ between the individuaindliminality. The three
different supernatural elements consist of Cauac monster, waterdiigéinally the moon
goddess.

A zoomorphic representation of the Cauac monster, which represents a supernatural
locale on the surface on the egTlaylor 197§, can be foundh the associated iconographlg
has been suggested that the Cauac monster couldave@hase 200Kidder 2009 Tate
198Q Taylor 1978, thatact as aonnecting portal betwedghe surface and the underworld. The
Cauac monster is strongly associatgth mountains and stone, wheraves can be prominently
found(Miller and Taube 199Y. Here again the connection beteen the underworld and theeus
of the bat headlyph for the signature can show a relationsbgiweerthe atist andthe
underworld and the importance placed on the artist within th@s sitgtory. Withinthis dataset,
there are two different representations of the Cauac mobstethe ruler directly interacts with
both versionsThe Cauac monster can be either shown@slastal, as seen from Bonampak
Stela 1 on which the lord is standingdure 4) or as is the case from Piedras KegAtar
Supports4 (Figure 10, 11,12 and 13)all four supportsarecarved as Cauanonster headd.his
representatiors similarto the one being carved in tBilliano Zapata Bnel from Palenque

(see Stuart 1990 page figure 1). Secondlythe Caac monster can be represented as a niche
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within which the ruler is sitting as part of an accession cereift@mgse 2000 This depiction
comes again from Piedras Negrdsl& 6(Figure 49 and 14 (kure %6). Another example
within this group that represents the right to rule and the position of the lord comes in the form of
a thione backrest at Piedr&egras Tirone 1which is a large Cauac monster with tewacestral
individuals residing within theyes (kgure46). Thelast depictiorof the Cauac monster comes
from ToninaMonument 146which depicts amdividual wearing a Cauac monster headdress
(Figure 14). While thisrepresentatiors characterized as a heiess it igpossible to argue that
the headress acts as a wearable niche. The interpretation of the Cauac monster as a portal to the
underworld again represents the role of artists and themection to liminal activities. The role
of the artists to depict the scene in which the ruler has a divine connection with the underworld
through these supernatural locales shows that the artists through the use of the bat head glyph
and signature playealpart in a multworld event. Ths is further supported by watezlated
elements.

Along the lines of the Cauac monster, watdated iconography represents the
supernatural activities of the elite and the connection between the artist and other worldly
activities. The most prominent element is that of water lilies. Water liliesomsderedo bethe
Aterrestrial i nt er f ac enddrveotldwMilemandtTaulge 139k Thisand t
interface is significat as, with the Cauac monsterhas a multilevetonnection in which the
assocated rulers can interact. Canouanel 3lepicts an individual sitting uporveater lily
monster with a water lily headdress encomeddsy a quatrefoil inclusive of water elements
(Figure 47. This depiction represents how the water lily is conceivetkfining the surface &
portal to the water underworld. This connection to the underwofldtlser support for the use

of the glyphc phrase in contexts that connect the artists to scenes that are representative of
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liminal activity. Even tirther support itent from threevesself unknownproveniencehat

depictwater elements such as fish, water lilies, aatkr lily monsters (fgures 48-50). These

images, while not consisting of large extravagant scenes, do have water elements and associated
texts containing thii-batglyphic phrase. Andter casencludingwater elements found on a

stela from Yomop depictinglard with waterlilies surroundinghe feetanddance(Figure37).

The other vessels within this dataset cong@mentof supernaturadctivitiesas well,
mainly through gods and serpe(fgure51). These serpents are related to the underworld and
haveindividualswithin theirmaws. This style of serpent, either called the Xibalba Serpent or a
vision serpent, is part of a quest undertabgelites after auto sacrifice in whigheir blood
stainal paper would be burned in flabttom vessels. This action is clearlpmesented on
Yaxchilen Lintel 25where Lady Xoc is standing in front of a vision sergeatis rising out of
the vessel containing the bloodstained p#&pbgure 15). These vision serpents are considered a
Aconduit between humaml b e@chelesndMatitbwst180durtheru per n a
representing the importance of the underworld and supgahatteractios of the elite.

Theconnection between the mundane and the supernatural alsoid representedn a
stone coffer fromHun NalYe( ihous e of t ha&avelhdhe tnansiiondl dreasrend )
Southern Lowlands to thdighlands ofGuatemala (igure9). This coffer lid is carved with a
moon goddess and her rabditdthe sideof the stone box arearved to represent scribes and
artists. Ithas beesuggestedhatthis coffer could have housed a cogeawever none was
found in association with the def (Woodfill, et al. 2012 This coffer represents a clear
connection between artists and scribes with the moonegsdzhd the underworldspecially
through its positiomg in cave.The moon goddess thought to be the mother of the gasd,

thus,represerd aconnection betweete upper world and the underworld in which these gods
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reside (Miller and Taube 1997Spinden 197 From these elementsis possibléo suggest

that there wastrong interaction between the scribad artists with the underworl@he second
example within this dataset Bonampak Kar 2, whichfurthershows aonnection beteen the
artist,themoon goddessand the underworld {fure 2). This scene shows the moon goddess
sitting with her rabbit within a crescent that is almost complete. While this could be a depiction
of the moon, the headdretsmt isworn has Cauac elemsrand therefore it can be suggested that
the crescent within which she resides could be taploetween the upper and unaesrids. The
different aspects of the scene allows for a correlative element betwdarbtiglyph with the

gods and the undeosld through the placement of the glyphic phrase located near the top at the
opening of the crescenthisopening s i n turn related to a batoos
dayturn solidifying the notion that the bat head glyph is directly connectedtanices of

multilevel interactionsWith these different elements all being related touth@erworld or

actions thereotfthelu-batglyphic phraseppears toepresenthe artisés connection to these
activities their name adorns the scene and places tekey players in disseminating the

message behind the image.

5.3. Iconographic Themes

Following the discussion of specific iconographic elementkighdataset, it is vital to
address the ovall themes in which they are fountihe interpretation ahese themes gives
insight into the milestones of tisgesand the us of thelu-batglyphic phrase in connection with
these milestones. This dataset contains elements related to warfare, royal aetindties
supernatural elementisatencompass a thenoé liminal interactiondor the elite during changes

within the sité giternal structure Site changesan be related taulership through accession,
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warfare events, or period endings. All monuments congistf iconographic scenes falithin
one of tkesecategoriesasrepresentely the iconographielements and associated texts.
Understandinghte connectioibetween the texts and the sesiis vitalto interpreting he entirety
of themessage being presented. It is the ability of the artist to cléepigt the scenes that give
power to the image arte dfect that it can haven the norelite people. With this role, the
artist is directly redted to the interaction between mundane and supernatural worlds.

The themes of warfare, accessiand peria endings are all major milestones within a
site and are responsible for changes tlaaaltera siteds internal structurdVarfare creates a
change within the sits internal reaction toward the ruler if he is successful in battle and further
promotes I8 power. Successful batlandthe taking of captives agtributed to the rulés
divine rightand represerttis ability to connect with the gods through his liminal abilities.
Similarly, accession represents a strong connection between the artistettzand he divine
right to rule. This can battributed tahe supernatural elements that depicedwithin ascene.
Thisinterpretationis further supported by the period endingkeseare represented by elements
that are directlyelated to the abiy to traverse multipe levels in order to contralivine power.
While there ardalifferences between theverall meanings of the themes, there stiistsa
specific underlying notion that they all have a connection to otherworldly actren the
artist depicts the scendse is in turn contributing to the connection between the underworld and
theruler, therefore adding power to the meaning of the scenis.is further supported by the
role of the artist and the use obat head as the glyph in asgation with the bowtie glyptyoth
of which have connections to blood and the watery underworld. The artist is responsible for

clearly depicting the intention of the scene &rdshowing the elements the liminal activities
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concisely. In ader to presnt the themes in thewllest, it isimperative to utilize elements that

have these connections to the other worlds.

5.4. Summary

This chapter addressed tlwemnographic components and alethemegound on
monumentsnd ceramics to provide a basis d@monstrating that the-lbatglyphic phrase was
utilized to represent the ariistrole in a major communal everih anexplomtion ofthis
connection, this chapter discussed how the different components of the iconographigeseene
connected to créaan overall understanding of what was being depicted on the monurbats.
components of tteescens are related to warfare, royattivities or supernatural interactions,
all of whicharestrong indicators of the u | @wviné right to rule andhis ability to traverse the
mundane and supernatural worldéith these different element®nnectingogether to form an
overall scenet becomeglearthat there werspecific role the artist carried withihe major
milestoneof a site. These milestosare embeddednteractions that treerse between different
levels ofthemundane and the supernaturethe themes psented are related to the underworld
and the gds that reside thereomething supported by associated text andsthetigthenshe

artis® mle as a connecting medium between the divine ruler and the meaning of the scene.
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CHAPTER 6: DISCUSSI® AND CONCLUSION

6.1 Introduction

The hieroglyphic decipherment of the Late Classic Maya corpus is anveheng body
of knowledge. In deciphermenisis vital to examine the entirety of the associated iconographic
imagery in order to facilitate possible interpretatiadues forspecific hieroglyphsThisis the
approach | have used in this thesis to reevaluatieithatglyphic phrase. | haveowghtto make
a connection between thggyphic phrase anthe ole of the carveor artistthroughan
examination of the iconographtiisemesand hieroglyphic elemengssociatedavith thelu-bat
glyphic phraseThe preceding chapters examined the spatiatemgoral distributionthe
epigraphianterpretationsand finally theiconographielementsassociatedavith thelu-bat
glyphic phraseTheexamination of all elements included in the constomcof thelu-bat
glyphic phrase allowefbr the reevaluationof the possible interpretations relaiesiuse. In this
chapter | conclude the thesis by considetivgconnection between the artist and the glyphic
phraseas well ashe relationship betweets spatial usage and distribution. Finallgrovide a

re-evaluation of the glyphic phrase based on the elements utilized to construct the phrase.

6.2 Evaluation of the Glyphic Phrase

With close examination of tHa-batglyphic phrase in connection with its associated
iconographic elements it is possible tgu thatwhile having a specific epigraphic value, the
glyphic phrases also connected iconographically to the overall scene. Theréfoes be
argued that commoners would have been able to understand the general meaning of the phrase

and its broadeiconographic message. While still lacking a clear decipherment, interpretations
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for the ug of specific hieroglyphbas beemade utilizing theassociateiconography(Anton

197Q Boot 2009 Coe and Van Stone 200Rash and Fash 1994idder 2009 Martin 2005

Miller and Taube 1997Schele, et al. 198&tuart 1985 Each glyphic component plays a

specific role when trying to evaluate the glypphrase from a neapigraphicstandpoint. Each

aspect of théu-batglyph has a root in or action related to sacrifice. The batdlgpt, while

utilized elsewhere (refer to Section 4.2.2), within the glyphic phrase is representatee of th

messenger bathe bowtie affix shows connection téhe triknot that is associated with

sacrifice. Finally the gougegeye glyph is represenia¢ of death or chang@hompson 196Q

Each of the aforementioned components is part of the overall assessment that the glyphic phrase

is a connector beten the artist or carver and the role of the messenger bat from the underworld.
The glyphic phrase has a concise hieroglyphic vddugthrough the examination of the

surrounding iconography and the placement of the texts in association with othet ¢taxife

inferred that there is a reason for the specific choice of affixes and main glyphs. The choice to

use the bat head glypas well aghe bowtie and gougeelye glyph fhich are elements of the

glyphic phrasg represents the importance and vallszgd upon the artist and their direct role

as a liminal messenger from the elite to the lay public. While the exact value of the glyphic

phrase still is not fully understood, the construction of the phrase based solely on ke artist

elements represemnteaning that go beyond purely hieroglyphic value.

6.3 The Artist and the Bat

The artist played a vital role in the presentation of specific imagery that related to the
divine nature of rulers and their liminal activiti@$e bat glyph further suggestsat liminal

abilities were bestowed on tivadividuals associated the-hat glyphas well as on rulerghis
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sectionexpand on theconnection the artist carried to the bat deity arduhderworld as well as
the u® of the glyphic phrase within the sdeccontexts examined.he iconographic themes
conveya specific message between thegaplic and the elite social stratatrasite

interactions witlthe elite allowed fora dispersion of the ideas associated with the bat glyphic
phrase andhereforethe spatial and temporal distributiohthe glyphalso permitsan
interpretative value.

The bat deityand itsassociated linmal abilitiesallowed the artist to traversiee
underworldas well as thenundaneln Chapter 4 the examination of differenngeonents and
their symbolic interpretations showed that every part of.thbatglyphic compound has a tie to
sacrifice and death. This connectisrclosely tied tahe different scenes that utildéne glyphic
phrase. It therefore becomes apparentttietlements of the glyphic phrase weegefully
chosen to convey a specific message reldbrige role of the artist within the overall theme of
the sceneslhis message mayave beeintendedfor thelay public who had limited knowledge
of reading heroglyphic textsThe bat is considered a messenger, Hretefore isrelated directly
to the artist whee responsibility was to convepecificmessageto the lay publicThese
messagerelated tahistorical events includinthe ending otalendrical cgles change in
rulership, warfareand conquestsall involving worldly elementsand sacrifice, either of self or
others These events were seertlas direct result of the ruling elitéhe atist actedasa
metaphorical supernatural messenégailitating communication between the ruling elite and

the commoners.
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6.4 Significance of Distribution

The use of théu-batglyphic phrase was limited Hospatidly and tempordy in the
Maya LowlandsTemporallythe glyphic phrase was utilized for less th&0 yearsThelimited
spatial distribution in the Usumacinta area may be directly linked to the short temporal span.
Laterdatesassociated witlthe use of this phraseund inthe outlying sites (i.e. Chichen ltza,
EkoBal am and Xc al uawlkndsand Rio Amériko inkhe Sautheenr n L
Highlands).However these outlyingites only utilizel the glyphic phrase without any
connection to icongraphic scenes. Thismporalchange in usage representsghewing
understanding of the written script byethrtist and therefore shows the regional variations in the
style in which the glyphic phrase was depict&the constriction of the glyphic phrageay be
related to howthe carves or artiss werevaluedby their elite patroriAkers 2008 Tate 1989.

Another issue that arises with tlimited temporal and spatial distributiasf this phrase
could berelatedto the collapsef the Southern Lowland Maya politidsring the & century
Theperiod of collapse coincides with the usagehef glyphic phraselhe limited temporal and
spatialdistribution of the glyphiphrase suggesthat itwasutilized by a specific group of
scribes and sculptar$hese scribes and sculptonayhavehad a higher social stattigan the
general publicmeaning thatheir role in the socipolitical interactions was \Vaed. Thesocio
political status of the scribes would have allowed them to be directly involved with the
consignmenbf the monuments and therefore be positioned in a mamaiewould portray the
role of a supernatural messengére usage of thie-batglyphic phrase declined alply at the
time of collap®, perhapsuggestinghat the artist, like the scribe, became ledsadas

resources and energy weligerted elsewhere. The arshayhave been impacted lajack of
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value bestowed upon them durithgs period and the change in vakwauld be reflected in the

lack of the use of thiglyphic phraset the end of the Late Classier®d.

6.5 Conclusion

In this thesid examinedhelu-batglyphic phrase andhe connection it carried to
iconographiclements that represented supdunal interactions and liminal abilities of the elite.
In order to address thikfirst examine the epigraphic interpretations for the values given to the
specifichieroglyphics When interpreting the hieroglyphsis necessary to examine the
evolution of decipherment in order to strengthen the values of the glyphic phrase in conjunction
with associated iconographgpigraphy and the values givemthe specific texts help provide
insight into the structure and use dffelient hieroglyphslin the case of thki-batglyphic
phrase, the positioning on the monument sttyte of carving anthe associatetonographyall
support the idea that the text was utilized as a signatune tiesclear connections to themes
represated in the sceneéfter examining the evolution of the deciphermant theassociated
values,t was necessary to examine the iconographic elementdesmadnstratdow these
elementsnergedogether to form an overall theme that presented specificnsotédating to
liminal activities and muilevel interactions.| find that thelu-batglyphic phrase and its
associated imagery communicated the role of the artssnasssengewith liminal abilitieswho
portrayed sitespecificmilestonegelated to thectivities of the royal elite

Thehistorical events depicted in associated withlthleatglyph communicated and
preserved the power of divine rulership in relation to the underworld. Communicating these
elements of divine rulership and power were aeBeary part of the artéstrole. While the artist

and the rul i g odliict e ehbartst coocafsedisoneld aposition of
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power in their own righ(Closs 1992 The artist was responsible for conveying a specific
messagesent down by the ruling elitand with this esteemed positiohbecomes clear that the
artist was indeed a significant membettod sociepolitical structure.This position is one that
representghe artist ag messenger for the elite and theteractons with the underworld. The
use ofthebatheadglyp as a st at e me istleartyfepréestwdinthe t i st 0s
symbolism of thenessengelbat The messenger batadety of the underworld and resides
within caves, which in Maya cosma@y is considered a portal to the underworld. This
connection between the underworld atkity that is related to blood and sacrificeriscialto

the interpretation athe role of the artisespeciallyas it shows the connection between the artist
andthe ruling elite In conclusionthe artist played a large role égonveyingthe message to the
lay public forthe ruling elite anaf their divine right to rule with a connection to the
underworld.Thus, he atist was asupernatural medium responsible éonveying specific
messages related sacrifce, warfare, and royal activitiekiringthe Late Classic Lowland

Maya.
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APPENDIX A: MONUMENTS CONTAINING LU-BAT GLYPHS
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(Drawn by Luis Lun, image courtesy of Luis Luin and Brett Woodfill)
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Figure 10 Cauac Altar Support Piedras Negras 4.2781 C.E.

©Foundation for the Advancement of Mesoamerican Studies, Inc., www.famsi.org
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Figure 11 CauacAltar Support Piedras Negras 4.2781 C.E.

©Foundation for the Advancement of Mesoamerican Studies, Inc., www.famsi.org
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Figure 12 CauacAltar Support Piedras Negras 4.3781 C.E.

©Foundation for the Advancement of MesoamemiStudies, Inc., www.famsi.org
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Figure 13 CauacAltar Support Piedras Negras 4.4781 C.E.

©Foundation for the Advancement of Mesoamerican Studies, Inc., www.famsi.org
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Figure 14 Monument 146, Tonir, with texts from base

Courtesy of the Peabody Museum of ArchaeologyEthdology, Harvard University [number missing]
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Figure 15Lintel 25, Yaxchilan, underside and front edge

Courtesy of the Peabody Museum of Archaeolagy Bthnology, Harvard Univeristy, [2004.15.6.5.22,
2004.15.6.5.23][101240034, 101240035]
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