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represented modifications to the face. Some superficial treatments that play roles in the 
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form to communicate individual identity. 
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opportunities to situate some ancestors into divine lineages. Artists represented the faces, 

heads, and costumes of certain sitters in a manner that overtly referenced images of 

Maize Gods. In contrast, contemporary portraiture typically exhibits variations in the 

face’s details, differences in the age of the sitter, and a diverse array of costumes. Despite 
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INTRODUCTION 

 

THE FIGURED AND FACED ENVIRONMENT 

 
During the Classic period (AD 200-900), images of royal human subjects dominated the 

built environment. While depictions of gods pervaded much of the art in earlier eras, the 

art of the Classic period celebrated individual Maya rulers and heralded new views of the 

royal person. At Palenque, powerful kings such as K’inich Janab Pakal (ruled 615-683), 

K’inich Kan Bahlam II (ruled 684-702), K’inich K’an Joy Chitam II (ruled 702-711), and 

K’inich Ahkal Mo’ Nahb III (678-?) ordered the construction of vast artistic programs 

into which they inserted their images, along with representations of their illustrious 

ancestors and contemporaries. Portraits of these rulers and elites directly confronted 

beholders and conspicuously placed the royal face and body on display. 

Visible from select plazas, carved and painted portraits of Maya elites adorned the 

exterior surfaces of piers, doorjambs, and alfardas.1 Soaring roofcombs and broadly 

sweeping cornices of palace and temple facades also served as striking canvasses to 

display the image of sovereign leaders. Representations of individual human subjects 

punctuated transitions between open plazas and closed structures. Depictions of high-

status elite enemies, which were captured in battle, embellished staircases and. Inside of 

temples, viewers confronted vibrant depictions of kings, ancestors, and royal courts 

carved upon piers, platforms, and walls. Layers of images, fashioned in different formats 

and situated in various contexts, interwove to create multi-faceted programs for 

presenting portraits of the elite protagonists of the Classic period. 

Through my research on the classes of imagery listed above, I propose that 

portraits at Palenque played significant roles within ancient Maya visual culture. While I 

examine the problems with the definition of “portrait” later in this chapter, I use the term 

                                                
1 Alfarda is Spanish architectural term commonly employed to describe the wide coping of stairs (M. G. 
Robertson 1983b: 90). While some scholars use “balustrade”, alfarda is a term that scholars frequently 
employ in the literature dealing with ancient Mesoamerican architecture (ibid.). 
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here to describe an image that represents an individual human subject. Through this 

research, I suggest that portraits at Palenque communicated critical information about the 

identity of the sitter. 

I argue that sculptors represented particular facial features with consistency in 

portraits of the same sitter. Artists also represented modifications to the face uniformly in 

the portraits representing the same individual. Some superficial treatments that play roles 

in describing the portraits of Palenque’s subjects include cosmetic supplements to the 

nose and forehead, tattoos, scars, moustaches, and goatees. These specific alterations 

functioned alongside the face’s form in the communication of individual identity. 

Through this research I also suggest that this system for the conveyance of 

identity involved, at least on some cases, quoting physical characteristics of blood 

relatives within a lineage. At the same time, I propose that at some points in Palenque’s 

history, posthumous portraits allowed kings to situate their ancestors into divine lineages 

by referencing maize deities and attendant powers of regeneration, through the 

representations of faces, hairstyles, and costumes.2 In these cases, portraits representing 

deceased relatives exhibit great stability in terms of facial features, perceived age of the 

sitter, and sculptural format. In contrast, portraits executed while the sitter still lived 

exhibit variations in the representation of specific details of the face, differences in the 

age of the sitter, and a diverse array of costumes and headdresses. Despite this instability, 

in the cases of contemporary portraiture the basic features of the face remain consistent, 

allowing the face itself to continue to serve an important element of the expression of 

identity and a key to its ascription. 

I propose that artists at Palenque employed the abovementioned practices in the 

creation of portraits. In some instances, sculptors infused such images with sacredness, 

with emphasis placed on reference to divine lineage or temporal concerns, and shifting 

depending on specific historical contexts. At the same time, I suggest that the vantage 

points, habits, and contexts in which ancient viewers experienced portraits changed too. I 

                                                
2 Karl Taube (1985, 1989, 1992b: 41-50) proposed that Maya kings and elites, because of their hairstyles 
and head-shape, personify Maize Gods.  
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believe that these factors varied as the roles and responsibilities of kings changed during 

the Late Classic period. I advocate that portraits reflect the fragile and tenuous political 

environment that characterizes the Late Classic period, but more importantly I argue that 

portraits actively participated in shaping environments and attitudes of the site’s 

inhabitants. 

In this introductory chapter I begin to explore the significance of the head and 

face in ancient Maya art. I explain the current lacuna in art historical research on 

portraiture in the field of Mesoamerican art history, and I begin to describe why such a 

topic is important for study. I sketch some of the problems in undertaking investigations 

focusing on portraiture, and I suggest a working definition of “portrait.” I propose a 

methodology for beginning to engage Maya representation of individuals, and survey past 

research that lies within this realm. I offer an introduction to Palenque, Mexico, the site 

upon which this investigation rests, and I conclude by providing a synopsis of the major 

themes and chapters that make up this research. 

 

MATTERS OF THE HEAD 

Heads and faces receive little attention in art historical scholarship focusing on the 

ancient Maya. Instead, iconographic and epigraphic approaches dominate the ways in 

which the rich artistic traditions of the Maya have been investigated and yield, 

admittedly, rich results. Why do heads matter, and why should one undertake a study that 

focuses on the head and face in ancient Maya visual arts? What can faces tell us that 

words and symbols cannot adequately communicate? Past studies demonstrate that the 

adornment of the head and the costuming of Maya subjects carry symbolic meaning.3 

                                                
3 A number of important investigations focusing on Maya costumes, headdresses and hieroglyphs must be 
acknowledged, because of their close relationship with identity. Dicey Taylor (1983, 1992) for example, 
analyzes Maya costumes exhibited on Classic period ceramics and monuments. Linda Schele and Mary 
Miller (1986) explore the importance of costumes and headdresses, while Mark Van Stone (1999) examines 
the role of headdresses.  Stephen Houston and David Stuart (1998) address the significance of the face and 
head in relation to hieroglyphic expressions that indicate identity.  In addition, Merle Greene Robertson 
(1983b, 1985a, 1985b, 1991) offers in-depth descriptions, photographs, and in several cases drawings, of 
headdresses and costumes represented on relief sculptures at Palenque. 
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Although some scholars suggest that the head actually serves as the seat of the self, 4 and 

other offer thorough analyses to support the interrelationships between divinity and skin 

or and faces (Monaghan 2000), most researchers gloss over the face and body, and 

assume them to be pictorial elements vacant of meaning. However, Classic period 

monuments, epigraphic data, Maya mythology, and ethnographic descriptions collected 

by colonial and modern writers provide strong testimony that human heads and faces held 

much greater significance to the Maya than typically acknowledged. 

 

Heads in Works of Art and Hieroglyphic Writing 

The examination of sculpted and painted images reveals that artists often lavished special 

attention on the heads of human subjects. When viewing Classic period sculptures and 

paintings, for example, heads and faces exhibit subtle yet clearly discernable differences. 

These variations lead me to the hypothesis that heads and faces played a role in 

communicating information about the individual represented in the image. In addition, 

close observation of the monuments reveals that artists applied varying degrees of 

attention to different portions of sculptures, especially when comparing the relative 

treatment of the heads and faces of the figures to the rest of the composition. Human 

heads represented at Palenque, for example, show a far higher degree of finish than other 

parts of the same sculptures (M. Miller 1999: 110), likewise faces exhibit more subtly 

modeled contours and more elegantly executed details than other portions of the body 

and scene. Other formal features attest to the importance of crania, as Maya sculptors 

stressed the head in their compositions by accentuating its roundness and exaggerating 

the slope of brow-ridges and foreheads.5 Maya artists lavished the most attention on the 

                                                
4 Esther Pasztory (1998: 35) explains that in Mesoamerican symbolism the human faces serves the 
important function as the location of self or essence. For the most thorough analysis of the significance of 
the head see Houston, Stuart, and Taube (2006). 
5 J.E.S. Thompson (1954: 30) remarked on the round shape of the heads of Yucatan natives and proposed 
that the Maya had accentuated the roundness by modifying skulls. While little evidence exists to suggest 
trepanation in the Maya region, especially compared to the Andes (Tiesler 1998, 2003a), modification of 
the skull’s shape for other purposes seems to have been a ubiquitous practice. In Vera Tiesler’s sampling of 
over 1,500 individual human skulls taken from 94 Maya sites, she found that 88.65% of the crania 
considered in her study exhibited a modified form (2003a: 3).  
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human body and head, while other parts of compositions seem ancillary. The preserved 

monuments from Palenque demonstrate the priority of executing heads and faces. 

Interest in heads extends to the hieroglyphic inscriptions. Carved or painted by 

scribes, faces appear with frequency as part of the hieroglyphic writing system utilized by 

the Maya (Pasztory 1998: 35). Human, animal, or supernatural heads may combine with 

other signs in graphically stunning ways, and function as both logographs and syllables. 

In addition, one painted book visually records gods in the act of fashioning faces, using 

seemingly earthly tools. Although created at a date much later than the portraits 

considered in this study, several pages of the Madrid Codex represent gods who hold 

human faces or masks in their hands. These deities seem to be shown in the act of 

creating heads. 6 

Archaeological and osteological investigations reveal how the ancient Maya 

treated human heads. Such work suggests that by the Preclassic period, the heads of 

infants and children were bound with boards in order to modify the shape (Tiesler 1998, 

2003b: 3).7 In the Maya region, the practice of modifying the cranium continued until the 

arrival of the Spanish, and is documented in Yucatan by Bishop Diego de Landa (Tozzer 

1941: 125). 

 

Interactions with Human Images in Works of Art 

Physical interactions with art bearing human subjects serve as tools for gauging 

indigenous attitudes about certain classes of imagery. As in present-day culture, 

vandalizing monuments served as one mode for communicating dissent.8 Perhaps 

                                                
6 See pages 96d, 97b, and 98a, of the Madrid Codex (Codex Tro-Cortesianus, 1967) for examples of seated 
deities that utilize hatchets and other tools to sculpt human faces or masks. 
7 Tiesler (1998, 2003b: 3) reports that Classic period skulls exhibit cranial modification. In the Lower 
Usumacinta region the “oblique” type of modification appears with the most frequency. Skulls exhibiting 
oblique modification are elongated in a manner that flattens the top of the head and extends the back of the 
skull. This brand of cranial manipulation results in a form that places emphasis on the head’s horizontal 
orientation. In the Maya Highlands, however, most skulls exhibit the “erect” type of modifications. This 
kind of modification involves elongating the skull’s length at the crown, stressing the verticality of the 
head’s form. I believe that heads exhibiting the erect type of modification closely approximate the heads of 
Maize Gods (see Taube 1985, 1989, 1992a). 
8 John Clark (1997) discusses vandalism and its potential power in Olmec art. 
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practiced as a way to mark conquest, to voice dissatisfaction, or to herald changes in 

government, the defacement of monuments provides clues. In cases of Classic period 

despoilment, the heads and faces of sculpted images of rulers and elites suffered the most 

damage. Slashes and pockmarks mar the heads and faces of Maya bodies, while in some 

cases vandals completely expunged the heads and faces from the visual record.9 Perhaps 

such acts were simultaneously intended to dissolve the sitter’s essence or soul. 

Unfortunately, the trend of focusing vandalism to the head may also be observed at 

Palenque (especially in the case of several stucco-adorned piers); however, the site still 

offers one of the richest corpuses of sculptures with intact heads. 

 

Heads and Faces in Mythology and Colonial Accounts 

When considering indigenous creation accounts and descriptions of colonial-period 

religious practices, it becomes clear that the human head and face served as the locus for 

powerful metaphors and meaning.  

 

Heads and Faces in the “Popol Vuh” 

During the sixteenth-century, Quiché Maya aristocrats of the Guatemalan highlands 

clandestinely recorded a collection of ancient stories in which the gods create the world 

and populate it with beings. This collection of myths, known as the Popol Vuh, recounts 

the actions of primordial Maya deities, the creation of races of beings, the actions of the 

famous Hero Twins, and ancient lineages of the Quiché people.10 Through an analysis of 

the events in this epic narrative, specifically the actions and proclamations of deities, it 

becomes clear that the head served as the most critical part of the body, especially in its 

                                                
9 M. Miller (1999:102-3) discusses the practice of dismantling or destroying Maya monuments. Tikal Stela 
4, for example was toppled and re-exhibited upside-down, with the head in the ground. Uolantún Stela 1 
suffered destruction, with the king’s face being completely destroyed. This practice, however, extends back 
into the Preclassic era (Clark 1997), where the mutilation of large-scale monuments likely speaks of the 
power that ancient viewers perceived such sculptures to possess. 
10 See Christenson for a detailed description of the Popol Vuh’s origin (2003, 37-42). Christenson dates the 
writing of the manuscript between the years 1554 and 1558.  
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capacity to function like a seed, possessing the potential to regenerate human life. These 

narratives also reveal that morality and character also relate to the head. 

In the Popol Vuh, the gods fashioned several races of beings before the creation of 

the current race of humans. The second of such attempts to people the universe resulted 

in a race of mud people, whom the gods quickly recognized as possessing fatal flaws. 

The gods faulted the fact that the “head was not set apart properly,” a criticism that Allen 

Christenson (2003: 78 n. 90) explains to mean that they lacked necks and the ability to 

turn their heads. In addition, the head of the mud person “could only look in one 

direction. Its face was hidden.” This reveals that in addition to the obvious problem of 

flesh dissolving in water, proper heads must possess the ability to move about in space. 

Because of their implicit defects, the creator gods destroyed the mud people and 

made wooden effigies, which they had hoped would speak. Maize played a critical role in 

this process. In order to make these beings the gods cast maize to divine how to proceed, 

with the expectation that the resulting form would  “come out when we grind and chisel 

out its mouth and face in wood” (ibid.: 81). It is not an entire body that the gods first 

mention as being the fruit of the divination, but rather the mouth and the face. This new 

race also possessed flaws, for the wooden people failed to remember the creator gods. 

The Popol Vuh indicates that the wooden beings initially spoke, but “their faces all dried 

up....Their cheeks were dry, and their faces were masks” (ibid.: 83-84.). Christenson 

(ibid.: 84, n. 118) explains that among the Quichés the face is the symbol for personality 

or one’s essence. Because the wooden effigies were hidden behind masks, rather than 

proper faces, it suggests that they were false by nature. Faces, therefore, relate to one’s 

character and moral makeup.11 

The death meted to the wooden effigies emphasizes the link between external 

features and internal essence. A flood, coming down upon the “heads” of the effigies 

                                                
11 Likely descended directly from the ancient inhabitants of the Palenque region (Perera and Bruce 
1982:12), the present-day Maya people known as the Lacandon possess belief systems and preserve 
mythologies in which heads and face retain significant roles. According to Victor Perera and Robert Bruce 
(Ibid.: 297), Chan K’in, a Lacandon elder, indicated that at the end of the world, the deity Hachäkyum 
decapitates all creatures as part of his process to determine their worth.  
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caused their end. The gods sent the “Chiselers of the Faces” to gouge the eyes of the 

effigies (ibid.: 85). Death Knives were sent to decapitate them, along with other beings 

with specialized skills in destruction. Their bones and faces were ground up (ibid.: 86). 

All of their household objects crushed their faces (ibid.: 87).  

Christensen points out that in the Popol Vuh, this violent crushing is described 

with the phrase “holi, holi, huki, huki,” which refers to scraping, tearing, or ripping. At 

the same time the phrase acts in onomatopoetic fashion, suggesting the sounds made 

when corn is ground on a metate (ibid.: 87-88 n. 140). The decision to describe death and 

destruction in ways that reference corn preparation parallels later events of the narrative 

in which gods sacrifice One Hunahpu, but his interred body regenerates as maize and 

resulting in a new generation of people. 

Following the creation of the world and the fashioning of its inhabitants, a 

significant portion of the narrative deals with the activities of One Hunahpu and Seven 

Hunahpu, a pair of youths who frequently played the ballgame. In compliance with the 

summons of the Underworld lords, the twins journeyed to Xibalba. The most critical part 

of the brothers’ trip to the Underworld is their death and subsequent events. After failing 

a series of trials, the denizens of the Underworld killed them: “Thus they were lost. They 

were broken as well. ‘Here your faces shall be hidden, for you are to be sacrificed,’ 

…then they were sacrificed and buried” (Ibid.: 125). Both bodies of One Hunahpu and 

Seven Hunahpu were interred in the underworld ballcourt, but gods hung the decapitated 

head of One Hunahpu on a calabash tree, which incites the previously barren tree to bear 

fruit. Attracted by the newly flourishing tree, the maiden Lady Blood, an inhabitant of the 

Underworld, approached the tree and obeyed the skull’s request to extend her hand, onto 

which the skull spat (ibid.: 129). Explaining the import of this act, the head of One 

Hunahpu said: 

 

My saliva, my spittle, is merely a sign that I have given to you. This head of mine 

no longer functions, for it is merely a skull that cannot work. The head of a truly 

great lord has good flesh upon his face. But when he dies, the people become 
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frightened because of his bones. In like manner, his son is like his saliva, his 

spittle. He is his essence. If his son becomes a lord, or a sage, or a master of 

speech, then nothing will have been lost. He will go on, and once more become 

complete. The warrior, the sage the master of speech will remain in the form of 

his daughters and his sons (Christenson 2003: 129). 

 

Impregnated by the potent spittle of One Hunahpu’s head, Lady Blood flees to the earth, 

asserting that she had not become pregnant by means of common fornication, and that 

she had not “known the face of any man,” an expression that Christianson (ibid.: 131 n, 

283) explains serves as common metaphor for sexual intercourse in Quiché towns. 

An important indication of the relationship between lineage, identity, and faces 

can be seen in events surrounding the arrival of Lady Blood at the house of One Hunahpu 

and Seven Hunahpu’s grandmother. The matriarch is suspicious about Lady Blood’s 

pregnancy, but the Lady Blood insists on the legitimacy of her condition by One 

Hunahpu and asserts that evidence shall be visible in the “face” of her offspring (ibid.: 

136). This statement indicates that the face can hold evidence to validate lineage and 

legitimacy. To further prove the authenticity of her case, Lady Blood is set with the task 

of collecting maize from a nearby barren field. When Lady Blood arrived at the field 

from which she was supposed to gather corn, she found only a single ear. Instead of 

picking the last ear of the crop, she pulled the corn silk upward from the cob, causing it to 

miraculously multiply and fill her net (ibid.: 138). This feat satisfies the grandmother. 

Lady Blood gives birth to a set of twins, Hunahpu and Xbalanque. They too excel 

at the ballgame, and eventually pique the interest of the lords of the Underworld. The 

climax of narrative occurs when the Hero Twins trick the Lords of the Underworld, and 

resurrect their father in the form of maize (ibid.: 130-131). 

Although the stories contained within the Popol Vuh were not recorded until the 

sixteenth century, the same themes, divine characters, and creation episodes play salient 

roles in Classic period religion and philosophy. Our understanding of Maya imagery and 
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texts reveals tremendous continuity between the content of ancient art and the ideas 

expressed in the colonial myth.12 

 

The Head and Face in Other Colonial Accounts 

While several other passages and events in the Popol Vuh comment on the importance of 

the head, the face, and portions of the face, a theme that persists throughout the myth 

suggests relationships between the head and face and agricultural cycles. Like a seed, the 

head can impregnate and regenerate. Similar ideas may be discerned in other colonial-

period writings, which document indigenous funerary rituals. 

Perhaps the most illustrative anecdote comes from the 1569 auto da fé at Mani, 

where part of the punishment meted out by Bishop Diego de Landa involved the burning 

of  “jeweled skulls” of ancestors along with other “idols” with distinctive features. 

Furthermore, Landa offers descriptions of funerary practices that he encountered in 

Yucatan, which stress the importance of the head as a key component of the deceased 

ancestor’s soul. 

 

The rest of the people of position made for their [dead] fathers wooden statues of 

which the back of the head was left hollow, and they then burned a part of the 

body and placed its ashes there, and plugged it up; afterwards they stripped off the 

dead body the skin of the back of the head and stuck it over this place…They 

preserved these statues with a great deal of veneration among their idols… On all 

the days of their festivals and rejoicings, they made offerings of food to them, so 

that food should not fail them in the other life, where they thought their soul 

reposed, and where their gifts were of use to them (Tozzer 1941:129-31). 

 

The practices documented in Landa’s writings suggest that heads served as sacred 

animate objects that possessed power. A well preserved human skull, showing 
                                                
12 A rich body of literature addresses the relationships between Classic period art and the narratives 
contained within the Popol Vuh (see Michael Coe 1978; Schele and Miller 1986; David Freidel, Linda 
Schele, and Joy Parker 1993; and Karl Taube 1985, 1987, 1992b). 
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modifications similar to the description provided by Landa, emerged during the dredging 

of the Cenote at Chichen Itza, testifying to the veracity of the practice in Yucatan 

(Coggins and Shane 1984: figs. 174-176, 199; McAnany 1995: 36-37). 

While the documentation of indigenous ritual practices demonstrates the 

significance of human heads, investments in fashioning and the ritual treatment of objects 

in the form of human crania speak of the antiquity of the head’s complexity and 

importance. At the Preclassic shrine, El Manatí, near San Lorenzo, more than 40 wooden 

busts were discovered within a bog (Ortiz et al. 2000). These sculpted busts reveal great 

variety of facial features, suggesting that they represent actual people rather than deities. 

Wooden artifacts rarely survive the climate of the Olmec heartland, but the anaerobic 

nature of the bog preserved this rare and rich collection of sacred objects. El Manatí’s 

visitors likely deposited the cache of portrait busts as part of a religious ritual offering 

(ibid.). Although created nearly 1500 years before the rituals Landa witnessed, Preclassic 

portraits at El Manatí may serve as an analog to Postclassic practices. 

Landa’s observations of Maya ritual life illuminate the importance of the head to 

the ancient inhabitants of the New World. He also recounts seemingly everyday activities 

that reveal the attitudes held by the Maya about the head’s shape. Landa reports that 

Maya women regularly flattened the heads of their babies (Tozzer 1941: 88). They placed 

young infants in cradles specifically designed to apply pressure to the skull to transform 

its shape: 

 

…they put its head between two small boards one on the back of the head and the 

other on the forehead, between which they compressed it tightly, and here they 

kept it suffering until at the end of several days, the head remained flat and 

molded, as was the custom of all of them (Tozzer 1941: 125). 

 

Extremely critical of such practices, Landa describes the resulting effect when a mother 

tied the apparatus too tightly, explaining how it “perforated behind the ears,” the head of 
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the baby (ibid.). The benefits of shaping the head must have outweighed this risk, as the 

practice was ubiquitous. 

Drafted in the eighteenth century, The Book of Chilam Balam of Chumayel 

recounts Maya historical and religious information.13 The book’s contents exhibit the 

merging of indigenous ritual practice and Christian ideologies; however, it still addresses 

human heads and faces through its recounting of the important episodes of the region’s 

history and in practices of local worship. Many references to heads and faces in the 

manuscript parallel the themes already described within the Popol Vuh and Landa’s 

chronicles. In a chapter describing the creation of the world, an envious idol called Lahun 

Chan possessed undeserving power.14 The author describes Lahun Chan’s face as having 

sin. As a way to describe his lack of understanding, the text reads, “His eyes are 

blindfolded…he demands as his right, the mat on which he sits during his reign.15 

Forgotten is his father, forgotten is his mother” (Roys 1933: 105-106).16 In a description 

of other illegitimates who acted sinfully, the Chumayel author proclaims, “Thus shall end 

the power of those who are two-faced toward our Lord God” (Ibid.: 106). The text 

continues to describe how floods shall end the world. At several other points of the Book 

of the Chilam Balam of Chumayel, the author describes the ousting of particular chiefs 

from their thrones, acts which are accompanied by having their “faces trampled to the 

ground” (eg. Roys 1933: 106). 

To the Maya in ancient times human heads mattered. Sculptors bestowed attention 

on heads and faces, as did vandals in their defacement. Scribes tediously delineated 

complicated faces and heads within hieroglyphic texts. In mythic narratives that describe 

the origins of the world’s inhabitants, the head of a hero planted within a ballcourt 
                                                
13 Many villages in Yucatan possessed books similar to the Books of Chilam Balam (Roys 1933: 3). Most 
of such volumes date to the eighteenth century, although the practice of towns and villages creating books 
containing similar content dates back much further (ibid.: 5). 
14 Lahun Chan is described as an idol with ugly teeth, or perhaps with a jaw without its flesh (Roys 1933: 
101: n. 2). Lahun Chan served as the idol of the west (ibid.). 
15 Don Juan Josef Hoil wrote the The Book of Chilam Balam of Chumayel in 1783 (Roys 1933: 7).  
16 The writer of the Dresden codex also included an image of a blindfolded god on page 50 (Roys 1933: 
105: n. 15). Ralph Roys (ibid.) points our that the drawings that accompany the descriptions of the Lords of 
the Katun on page 144 of the Chumayel probably imply the same thing, since blurred lines and shading 
obscure their faces. 
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yielded a new generation of life. In colonial times, wooden sculptures bearing the 

distinctive features of ancestors carried critical symbolic value as receptacles for aspects 

of the soul, which participants used in sacred ancestral rituals. In other accounts heads 

and faces spoke of one’s nature, or worth of one’s soul, which the head contained. 

 

STATEMENT OF THE PROBLEM 

Despite the overt interest of Maya artists to depict the human subject, critical questions 

about such representations remain unexplored. While the importance of the face and head 

have been noted in recent scholarship, the union of this research with more traditional 

questions regarding portraiture is lacking. By approaching this body of work from both 

art history and anthropology this study will not only investigate an area of art historical 

research normally neglected in the Maya area and Mesoamerica, but also add to our 

general global understanding of the approaches pursued by artists in the representation of 

individuals in society.17 

 

Portraiture in Western Art 

Realistic portraiture is an artistic characteristic conventionally attributed to societies with 

which Western cultures trace ancestry: ancient Greek and Roman sculptors along with the 

celebrated Renaissance painters mastered the art of representing what beholders perceive 

as authentic or life-like representations of individual sitters. Westerners, accustomed to 

naturalism, historically associated representations that exhibit a higher degree of 

naturalism with higher, or more advanced cultures. In addition, dangerous assumptions 

implicate ideas of cultural progress, and infuse discussions of representation. Inconsistent 

definitions and usages of the term “portrait” coupled with a reluctance to explore the 

portrait in non-European cultures complicate efforts to understand the modes for 

representing individuals in the art of the ancient Maya. 

                                                
17 Most scholars use the term “portrait,” but a particularly interesting paradox appears in the work of J. Eric 
S. Thompson (1954, 1970). Thompson describes “portraits” on Maya monuments while simultaneously 
insisting that the accompanying hieroglyphic texts related non-historical information and that the 
monuments depicted non-historical personages.  
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Many of these assumptions germinated in eighteenth-century Europe in the 

writings of Johann Winckelmann (1881), who championed a theory in which he assigned 

an elevated degree of quality and beauty to Greek naturalism in comparison to the 

stylized and rigid Egyptian art that preceded it.18 In the twentieth century E.H. Gombrich 

(1960) perpetuated Winckelmann’s strong links between naturalistic art and beauty-- he 

correlated the degree of naturalism that he observed in art with characteristics of the 

society from which the art emerged. Because he discerned abstract and stylized elements 

in examples of non-Western art, Gombrich delegated it to the same low category as 

Egyptian art. 

Gombrich differentiated between societies that created art based on direct 

observation of nature or “perception”, and societies that based art on ideas, or 

“conceptions.” He drew parallels between modes of art creation, perceptual or 

conceptual, and characteristics inherent to the cultures. He associated art based on 

perception with secular or free societies, and art based on conception with societies 

dominated by religious beliefs. Within this framework Gombrich privileged the 

naturalistic art championed by Greco/Roman cultures and the corollary ideals of 

democracy and personal freedom that the art reflected. Portraiture, as a specific aspect of 

representation, must be addressed with an awareness of these biases and assumptions that 

pervade much of the history of art. 

While a plethora of studies shed valuable light on the significance of portraits in 

Western art, the vast number and scope of this body of research makes it impossible to 

consider all these explorations in this introduction. Some significant components of 

portraiture recently focused upon in Western art history include issues of likeness 

(Gombrich 1959; Brackenridge 1968; Pope-Hennessey 1966; Zadoks-Jesephus Jitta 

1932). In his pioneering study of Renaissance art, in which he characterized portraiture as 

a genre, John Pope-Hennessy (1966) considered portraits based on their type. As the first 

                                                
18 Some roots of Winckelmann’s ideas appeared in the sixteenth century in the writings of Giorgio Vasari. 
In Vasari’s Lives of the Artists (1568) he forwards a theory in which art follows cycles of life. Like 
lifecycles of humans, art is born, grows up, reaches maturity, and declines until it dies. Vasari positions 
naturalistic Greek art at the summit, or mature portion, of the cycle. 
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study of its kind, Pope-Hennessy organized his corpus, “in terms of the ideas by which it 

[the portrait] was inspired” (1966: xi-xii). Lorne Campbell, in intensive analyses of 

Netherlandish portraiture, attempts to apply a more rigorous and rational approach to 

portrait analysis than Pope-Hennessy attempted. Campbell addresses classes of portraits 

by organizing examples into categories based on types, poses, settings, attributes, 

historical circumstances surrounding the sitters, painters, and techniques. 

Still others, such as David Freedberg, Hans Belting, and James Elkins frame the 

phenomenon of beholding a portrait. Freedberg (1989) for example focuses on the 

relationship between people and art, and probes the possibility that powerful responses to 

life-like images rest on both the hope and fear that the image may actually be what it 

represents. Belting (1994) positions the meaning of an image in the manner in which it is 

experienced and used. In his analysis of pre-Renaissance holy Christian icons, he 

suggests through an investigation of images within their original contexts, that “authentic 

appearance” of holy subjects such as Christ, the Virgin, and saints disappears with the 

advent of the Renaissance and its attendant discussions about the artificiality of art. In a 

related direction, Elkins (1996) seeks to analyze relationships between images, words, 

and viewers. He suggests that the power of images rests on the idea that vision itself is far 

more sophisticated than commonly acknowledged, and that the objects within images 

seem to return the viewer’s act of seeing. The act of beholding becomes distorted in 

itself, when confronted with stimuli that are either too beautiful, odd, bright, or alien. 

These studies illustrate the richness of portraits as subjects for investigation while 

simultaneously suggesting possible directions for art historical investigations of non-

Western art. 

 

Authenticity and Portraiture 

A related assumption rooted in the bias toward naturalistic portraiture is the impression of 

authenticity that we ascribe to the image (Freedberg 1989; Belting 1994). Western 

audiences, accustomed to perceived naturalism, tend to read naturalistic images as being 

more authentic or truthful in their portrayal of the subject. Viewers tend to believe that 
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Christ must have had light skin and chestnut-colored hair, since portraits bearing his 

image consistently read as straightforward, unidealized portraits. Similarly, audiences 

accept Hyacinthe Rigaud’s portrayal of the French Sun King, Louis XIV, at face value 

because these royal images appear to be so lifelike. 

An issue closely related to authenticity has to do with the act of recognition and 

the ascription of identity. Even Michelangelo, an artist lauded for his abilities to portray 

subjects as if they lived and breathed, admitted that no one would remember what the 

subject looked like in reality, so in his depictions of the Medici dukes he set out to create 

his own reality.19 I take the position that successful portraiture, that is portraiture that 

successfully communicates the identity of the sitter to the intended audience, relies on the 

representation of a set of features that already occupied a place in the memory of the 

beholder. Consistently represented systems of formal qualities, therefore, matter more 

than faithfully recorded, or veristic, images. Portraits depend on the image’s repetition of 

elements already embedded within a codified matrix of human details.20 

 

Defining “Portrait” 

A lack of consensus in defining the term “portrait” further hinders progress in discussing 

Maya portraiture. A number of definitions have been forwarded to explain the idea of a 

                                                
19 See Rona Goffen (1997:45-47) for the role of perceived verisimilitude in Renaissance art. 
20 Michael Carrasco (2005: 80) addresses the process of face recognition in his analysis of icons in relation 
to faces and masks. Carrasco  also leads readers to the work of Michelle de Haan et al. (2002), who 
articulates the basic questions intrinsic to facial recognition: 
 

Does it [recognition of the face] reflect the existence of specialized neural mechanisms devoted 
exclusively to face processing, or does it reflect a type of acquired visual expertise that, except for 
being very consistently acquired across individuals, is no different from expertise that can be acquired 
for other categories of complex visual stimuli? (de Haan et al., 2002: 199). 

 
Further analysis of questions relating to the processes by which the human mind recognizes faces 
(embedded within neurological mechanisms or a learned skill) require more analysis, and expertise, than 
the scope of discussion allows. Research dealing with this facet of human perception remains in its infancy, 
but will likely provide interesting and rich directions for considering visual culture in the future. 
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portrait. A quick perusal of the entry for “portrait” in the Oxford English Dictionary 

testifies to the complexity of ascribing its meaning: 21 

 

1. A figure drawn, painted, or carved upon a surface to represent some object. 

2. A drawing, painting, or other delineation of any object; a picture design. 

3. Something that represents, typifies, or resembles something else; an image, 

representation, type; likeness, similitude. 

4. A striking impressive sight. 

5. A verbal picture or representation; a graphic or vivid description. 

6. A representation or delineation of a person, especially of the face, made from 

life by drawing, painting, photography, engraving, etc.; a likeness. 

7. To represent or describe graphically, to set forth. 

8. To draw or make (a picture, figure, or image). 

 

Some definitions stress the basic act of representing something while others emphasize 

likeness, or even dramatic effect. What does “portrait” mean? More importantly, how 

would ancient Maya beholders understand the individual human subject and face? As the 

favorite subject of Classic period art, what can the head and face communicate? This 

investigation begins to address this lacuna by questioning conventions for the visual 

portrayal of the individual actors that fashioned the fabric of Maya history and society. 

My first objective is to understand the purposes of portraits. As a second goal, I 

attempt to situate Maya portraits within the greater artistic programs in which they 

participated. From these formative questions, a host of other inquiries emerge. What does 

the viewer comprehend the image to represent: a record of the sitter, the physical 

presence of the sitter, or spiritual presence? What, if any, role does verisimilitude play in 

the art of the ancient Maya?  From an emic perspective, what components of physical 

appearance are important in the identification of an individual? What relationships exist 
                                                
21 I selected some definitions from the Oxford English Dictionary, Second Edition, 1989, and I renumbered 
the entries for clarity. 
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between specific political situations and choices in representing individuals? Finally, do 

changes in modes of rendering individuals relate to changing roles of kings and elites 

within Maya society? Through the exploration of these questions, this study challenges 

the idea that human bodies in Maya art merely “illustrate” components of written 

hieroglyphic texts, and instead casts portraits as potent, interactive communicative 

vehicles. 

For this research I define a portrait as any visual representation that is understood 

to represent an individual person. As far as can be discerned, the Maya never utilized 

stock characters as we might find in other artistic traditions. On the contrary, sculptors 

apparently took great care in communicating the name of the individual depicted, in one 

way or another. At the same time we can never know with specificity what Maya rulers 

actually looked like; therefore a definition that strictly adheres to likeness quickly poses 

limitations. By using a more flexible definition, which includes the head and face, along 

with other means of communicating individual identity, a broader range of issues can be 

addressed. This exploration of the Maya portraits, therefore, begins with the aspect of 

human representation that is most conventionally associated with personal identity in 

Western art: the head and the face, but it goes beyond these areas in some cases. 

 

METHODOLOGY 

Perched within the swelling hills of the Chiapas jungle, the ancient Maya city of 

Palenque serves as a fecund source for Classic-period art. Beginning in the third century 

A.D., the kings of Palenque fostered artistic programs that incorporated architecture, 

sculpture, painting, ceramics, and calligraphy.22 As civic and royal ventures flourished, 

named human subjects materialized as central actors in both literary and visual arts. For 

this research of Maya portraiture I draw from the rich body of sculpture from the city of 

Palenque because of the vastness and variety of the artistic corpus. 

 

 
                                                
22 Important ephemeral works of art likely participated in the visual programs at Palenque. 
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Hieroglyphic Anchors 

With contextual anchors outlined by epigraphic and archaeological findings, I employ 

formal analysis as my primary method of investigation. I begin by grouping portraits of 

rulers whose identities are already known through hieroglyphic inscriptions. Several of 

the texts at Palenque explicitly declare the names of the primary protagonists in the 

pictorial scenes. Accompanying numerous bas-relief representations of kings, queens, 

elite lords, and even captives, Classic period hieroglyphic texts frequently include the 

expression U-ba-hi (u-baah), which epigraphers deciphered as “its/his/her head, face, 

self or person” (Stuart 1996:159-162; Houston and Stuart 1998; Houston, Stuart, and 

Taube 2006:59-61). Houston and Stuart note that, “The glyphs [u bah] record that a 

particular ‘self’ or ‘image’ belongs to an individual, an explicit…reference to portraiture” 

(1998:79). The u-baah expression plays a central (but not exclusive) role in establishing 

the identity of many of the protagonists pictured on the monuments of Palenque. Maya 

artists often employed a second device to mark individual identity with hieroglyphs. 

Scribes simply wrote the name of the person in a caption next to the head, or within the 

headdress, of individuals shown in works of art.23 The u-baah expression and labeling 

serve as important tools for beginning to understand Maya portraits, since such literary 

devices suggest the names of the individuals represented. 

I root this study in formal analysis, a process that required both first-hand viewing 

of the artworks and the study of high-quality photographs. Visits to Palenque, 

neighboring sites, and museums throughout the United States and Mesoamerica revealed 

invaluable information for this study. Viewing monuments in person informed my 

understanding of basic art historical issues, such as relative scale, perspectives of the 

viewer, and sightlines of portraits in relation to architecture. In addition, direct 

observation of the artistic corpus of Palenque allowed critical minutiae, such as the 

quality of painted and chiseled lines, subtle physiognomic details, and traces of pigments 

                                                
23 Throughout Mesoamerica, beginning as early as Olmec times, the glyphs and icons indicating names 
occur in headdresses (Kelley 1982). Heinrich Berlin (1959) and Alberto Ruz (1973: 118-119) first 
identified the individuals depicted on the sides of Pakal’s sarcophagus by the glyphs appearing in the 
headdresses.  
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to be discerned. At other points of this research, the study of high-resolution photographs 

allowed for portraits to be analyzed in circumstances where the monuments are not easily 

accessible, or in cases where works of art are difficult to photograph. Merle Greene 

Robertson’s vast collection of photographs, therefore, serves as an invaluable tool for 

understanding works of art at Palenque (M. G. Robertson 1983b, 1985a, 1985b, 1991). 

Other important photographic corpuses include those available on the websites of the 

Foundation for the Advancement of Mesoamerican Studies (famsi.org), and Mesoweb 

(mesoweb.org). Additionally, photographs by Jorge Pérez de Lara  (published in Stuart 

2006a) offer amazing details that escape the lenses of most photographers. While 

research relying on line drawings fostered a rich understanding of Maya iconography, the 

study of heads and faces relies on distinguishing between subtle planes, nuances in 

modeling, and a host of minutia that become lost in contour drawings. Analysis based on 

direct viewing of portraits and high-quality photographs, therefore, serves as an essential 

component of this research. 

 

The Corpus 

For this research I examine the body of portraits originating from Palenque for both 

practical and ideological purposes. As previously described, this site offers a large 

number of well-preserved works of art that represent individual human subjects. The 

richness of the hieroglyphic record allows for the gleaning of contextual information, 

including the names of some of the sitters, information about the circumstances 

surrounding the creation of portraits, and dates of execution (or dedication). 

In order to adequately analyze the numerous examples within the corpus, its size 

must be restricted. I include some examples of monuments from neighboring sites, but 

only in cases where the people represented come from Palenque. For example, I include 

Tonina Monument 122 in the corpus because the sculpture shows the Palenque king, 

K’inich K’an Joy Chitam II, bound as a captive. I also include portraits of individuals 

who originate from other kingdoms if their portraits appear at Palenque. Sculptors 
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represented several captives, for example, and installed their portraits within the 

courtyards of the Palace. 

Unfortunately, not all of the protagonists pictured at Palenque bear hieroglyphic 

texts that clearly declare the identity of the person represented. Many portraits never 

carried texts, and others no longer appear in their original locations. For this study I limit 

my corpus to images of sitters whose identities are known, or may be inferred, based on 

contextual evidence. For this reason relief sculptures, which often remain in situ, along 

with accompanying hieroglyphic inscriptions, serve as an important artistic medium.24 

Through the efforts of archaeologists, art historians, epigraphers and artists, we know the 

names of many represented on works of art, although some of the identifications remain 

tenuous. 

Additional inspiration to limit this research to the site of Palenque relates to recent 

research of colonial-period identity and ethnicity, which suggests that the Maya did not 

identify with a pan-Maya group (Restall 2004). Rather, identity rested in geographically 

small environments with roots extending within local lineages. In addition, Maya scribes 

of the Classic period consistently mark specific locations in conjunction with names and 

titles, in the form of emblem glyphs. In time, perhaps, this theory can be tested against 

classic-period portraits, but for now, I simply begin the process through the investigation 

of the portraits from Palenque. 

 

Organization 

In organizing the corpus of portraits I divide the images into groups based on the identity 

of the sitters represented. Hieroglyphic texts indicate that during the Classic period, 

scribes tediously recorded titles in conjunction with personal names on Maya 

monuments. At Palenque scribes carry out this tradition, and record the names of kings 

along with titles indicating their status as rulers. I also consider individuals whose names 

appear in the hieroglyphic record with the Ajaw glyph appended, as epigraphers currently 

recognize as a sign for a king, or the “supreme ruler of a city-state polity, a person 
                                                
24 At present time this study omits the numerous small-scale statuettes known from the site. 
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imbued with divinity…”(Coe and Van Stone 2001: 74). Although some kings possess 

special supplementary royal monikers that operate in conjunction with the Ajaw 

designation, I use the presence of this title as a qualifier to determine the corpus of 

portraits included in this chapter.25 The names of kings often appear with the K’inich title, 

translating as “heated”, before their name and the inscriptions relating to rulers often 

describe their taking of the Palenque throne in ceremonies involving the donning of royal 

headbands. Since the ancient inhabitants of Palenque made clear distinctions in their 

records between those who were kings and those who were not, I divide my corpus 

between rulers and non-rulers. The ruler category includes all portraits of individuals who 

eventually become rulers, regardless of their age, sex, or status at the time the portrait 

was commissioned. In the non-ruler category, I include portraits of everybody else 

represented at the site whose identities are known. This category includes non-ruling 

queens, elite lords and captives. 

I further divide the corpus chronologically into three groups. I designate Part I as 

the age of the early kings (K’uk’ Bahlam I through Ix Sak K’uk’), Part II as the era of 

K’inich Janab Pakal and his sons, and Part III as the epoch in which K’inich Ahkal Mo’ 

Nahb III and the final kings reign. This division follows important dynastic changes in 

the history of Palenque.26 In each of the three time periods, I examine both ruler and non-

ruler categories. 

 

Features Selected for Consideration and Comparison 

Through the process of study and comparison, I seek to elucidate patterns of formal 

qualities present in the sitter’s face and head.  I examine the “natural” appearance of the 

portraits including the general form of the head and face. I consider the shapes of 

individual facial features as well as the proportions, while paying special attention to 

idiosyncrasies that may be observed in the eye-sockets, eyelids, brow-ridges, foreheads, 

                                                
25 K’inich or “Great Sun” and Kaloomte’, a title indicating power over an especially large region often 
accompany the Ajaw title to impart a higher degree of royal status (Coe and Van Stone 75-76). 
26 This division of Palenque’s phases follows closely to the divisions outlined in Simon Martin and Nikolai 
Grube’s chapter describing the dynastic history of Palenque (2000). 
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noses, mouths, lips, cheeks, chins, jaw-lines, and necks. I note the presence of wrinkles, 

furrows, or other features that mark the face. In addition, I analyze modifiable 

components of the head or face’s appearance. The addition of surface decorations such as 

cosmetic supplements that attach to the nose, which bridge the natural dip between the 

forehead and the tip of the nose, can create drastically altered profiles. Other 

modifications observed in the corpus of portraits include tattoos (or body-paint), 

scarification, moustaches, and goatees. I also consider hairstyles, since this too serves as 

a changeable component of the head’s appearance, but the analysis of hairstyles is not the 

goal of the research. While some features are difficult to qualify, and are admittedly 

subjectively interpreted, other elements can be simply quantified, based on their presence 

or absence. 

I first compare portraits representing the same sitter, specifically focusing on 

isolating shared and diverging features. Then I examine and compare portraits of 

different kings to each other, seeking to locate the ways in which they might resemble 

each other, and tracing shared qualities through lineages. Following analyses of ruler-

images, I treat images of non-rulers (including elite lords, captives, and others individuals 

whose names appear without royal titles) in a similar way, while focusing on the same 

questions. I try to identify patterns of the evolution of portraiture at Palenque, and how 

ruler and non-ruler portraits differ from each other and how they change through time. 

 

PAST RESEARCH OF THE PORTRAIT IN MESOAMERICAN ART 

Traveling during the late nineteenth century, John Lloyd Stephens and the artist Frederick 

Catherwood were among the first non-natives to view and describe many of the ancient 

renderings of people. Observing the carved representations of humans and accompanying 

hieroglyphic inscriptions, Stephens speculated that the monuments displayed portraits of 

historical figures and that the texts recorded their histories (Stephens 1841: 158-60).  

Another early scholar of Maya art also recognized the possibility of portraiture in ancient 

art of the Maya.  In an important, but generally overlooked, article Herbert Spinden 
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(1917), commented on the degree of likeness and individual identity of a few examples of 

geographically and temporally disparate Mesoamerican sculptures. 

Despite the early momentum in the study of portraiture, J. E. S. Thompson, an 

immensely influential scholar of the ancient Maya, steered the field in a different 

direction.  In 1954 Thompson set out to ask some of the most fundamental questions 

relevant to Classic Maya civilization. Thompson questioned why the Maya flourished in 

the formidable tropical forest, when the great culture arose, why the ancient civilization 

followed the courses that it did, how Maya society differed from other cultures, and what 

forces fostered their success. While Thompson initiated investigations of why, how, what 

and where, he failed to question the identity of the Maya. He ignored the possibility that 

the “who” –that is, individual Maya people—underlay many of the answers to his 

paramount questions.27  Rather than acknowledging the possibility that imagery depicted 

individual, terrestrial humans, Thompson and others, such as Sylvanus Morley, viewed 

images of people as gods or anonymous calendar priests (Morley 1946; Thompson 1954). 

Writing specifically about portraiture, Thompson (1954:203) explained that the large, 

elaborate headdresses seen on Maya sculptures functioned principally to convey the 

identity of the deity portrayed, and that the “sculptural portraiture with its static quality 

… clearly reflects the temperament of a group that had chosen a philosophy of life in 

which moderation, orderliness, and dignity were dominant” (ibid.: 205). Morley and 

Thompson insisted that the Maya operated as a peaceful and theocratic civilization, and 

that Maya art reflected these qualities. 

Tatiana Proskouriakoff soundly disproved the non-historical and non-dynastic 

view of the Maya so ardently championed by Thompson. In an article published in 1960 

she noted that patterns of dates that appeared in conjunction with images resembling 

portraits strongly suggested the succession of individual rulers. Proskouriakoff continued 

                                                
27 J.E.S. Thompson’s attitudes about the nature of the hieroglyphic inscriptions probably influenced (and 
paralleled) his reluctance to adequately address issues involving individual agency. Thompson (1954, 
1970) saw the Classic Maya texts as records of redundant religious data rather than records of temporal 
information, or histories. 
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to break epigraphic ground in 1968 when she hypothesized a possible reading for the 

previously undeciphered glyphic collocation (now read as u baah): 

 

…because it always is used in a wide range of contexts, and almost always occurs 

at the beginning of a passage, and often appears in direct association with 

individual figures, it must stand for some widely applicable expression, such as 

for example: ‘Here is portrayed (or recorded)’…(1968:247). 

 

Proskouriakoff’s theory that hieroglyphic inscriptions record historical information 

provided the critical foundations for decades of epigraphic research. 

After decades of investigation of the hieroglyphs in question, scholars concur with 

Proskouriakoff’s original identification, and now read the glyphic collocation as u baah, 

or “its image” (Houston and Stuart 1998; Stuart 1998; Houston, Stuart, and Taube 2006).  

The name of the individual represented typically follows these glyphs in many 

hieroglyphic texts (Houston and Stuart 1998). As Houston and Stuart explain, “The 

glyphs record that a particular ‘self’ or ‘image’ belongs to an individual, an explicit, if 

culturally bound reference to portraiture” (ibid.:79).  In addition to providing historical 

information to place images of humans in context, hieroglyphic texts play an important 

role in addressing the nature of Maya portraiture. 

Gillett Griffin, in a study published in 1976, capitalized on Proskouriakoff’s 

assumption that Maya sculpture depicted historical individuals. Griffin specifically 

explored Maya portraiture, and defined a portrait as, “the likeness of a living person 

rendered into sculpture, drawing or painting by an artist” (1976:137). He noted that “true 

portraiture” appeared only rarely in time and space, and that hints of it emerged in the 

artwork of the Maya. At the time Griffin pursued his study, the archaeology of Palenque 

was in its infancy, resulting in a scant number of portraits to examine. This smaller 

corpus, combined with his restrictive definition of a portrait, involving a necessary link to 

“likeness,” (a condition impossible to prove and refute) prevented Griffin’s study from 

delving into the broader issues underlying mechanics of Maya portraiture. 
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Building on Proskouriakoff’s premise that Maya monuments exhibit 

representations of historical individuals, the work of Schele and M. Miller introduces 

critical elements to understanding the iconography associated with Maya rulers and 

nobles. In Schele and Miller’s catalogue, which accompanied the 1986 exhibition, The 

Blood of Kings, the authors began to piece together the histories of some Maya rulers, 

while simultaneously investigating implements of kingship and the royal person (Schele 

and Miller 1986). Schele extended this line of questioning and elaborated upon the 

iconography of kings in relation to creation, politics, and warfare (Schele and Freidel 

1990; Schele, Freidel, and Parker 1993; Schele and Mathews 1998). Also contributing to 

the study of Maya representation, Virginia Miller (1981) examined the significance of 

pose and gesture in Maya art, while Dorie Reents-Budet identified a few cases of 

portraiture on Ik’ site ceramic vessels (1994). Because of a specific lord's portly 

appearance and consistently portrayed facial features, this figure became known as the 

“Fat Cacique” (Reents-Budet 1994: 336, 173). 

Pasztory (1998: 61) reinitiated discussions centering on portraiture at Palenque, 

suggesting that slight variations in the size of eyes, for example, or the thickness of lips 

were “clearly an attempt to individualize representations” within the site’s pictorial 

programs. M. Miller expanded this discussion in Maya Art and Architecture, and 

dedicated a small portion of a chapter specifically to Maya portraiture (1999:161-66).  

She pointed to the Maya Maize God as the ideal beauty that artists strove to emulate in 

the portrayal of rulers, and discussed Palenque as having the most “evocative portraiture” 

of all Maya sites. Miller also addresses conventions in war portraiture, and notes the 

preference at Tikal for costuming subjects in Teotihuacan-inspired war regalia on the 

occasion of installation to office (1999:105). At Tikal and at Petexbatun-region sites, 

masks appear as part of male portraiture (M. Miller 1999:109). 

Recently, Miller and Martin (2004:205) discuss portraiture exhibited on luxury 

artworks associated with the court at Palenque. They suggest that censer stands, or 

incensarios, possibly bore portraits of important deceased ancestors, and that such censor 

stands participated in rituals designed to honor illustrious ancestors of a particular 
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lineage. Because some censer stands exhibit carefully modeled faces, perhaps suggesting 

emotion, along with detailed facial hair, and traces of paint, the authors contend that the 

sculptures may have functioned as portraits. Furthermore, Miller and Martin suggest that 

portraiture was especially prevalent in the artworks created during the reign of Pakal the 

Great. Interest in naturalism, physiognomy, and individuality become discernable during 

this time. 

Christopher Donnan (2004) examined traditions of portraiture among the ancient 

Moche culture of Peru. In his pioneering work, Donnan systematically studied, through 

careful examination of formal qualities, a wide range of ceramic vessels in the form of 

human heads, and isolated idiosyncratic features that suggest portraits. 

Despite the many valuable contributions to understanding images of humans 

produced by the Maya, a vast lacuna still exists. No study specifically addresses 

definitions of Maya portraiture, hypothesizes how portraits operated, traces the evolution 

of portrait-creation, or theorizes relationships between a portrait and viewer. Despite our 

increasingly sophisticated understanding of history and religion, essential questions 

regarding the most commonly portrayed subject in Maya art, the human, remain 

unanswered. While no single research could adequately address all of these issues, I 

propose a study that investigates how portraits operated within Maya life and society at 

Palenque. 

 

PALENQUE: AN INTRODUCTION 

At the southwestern edge of the Maya realm, the kingdom of Palenque flourished (Fig. 

0.1). In ancient times the kingdom was known as B’aakal or “Bone” while the name 

Lakamha’ or “Big Water” described the city itself (Martin and Grube 2000: 155,157; M. 

Miller and Martin 2004: 201).28 Maya builders constructed the center of Lakamha’ at the 

base of the northernmost hills of the Sierra de Palenque mountains, located in present day 

Chiapas, Mexico (Fig. 0.2). In addition to a lush tropical jungle environment (Palenque 

                                                
28 Berlin (1958) first identified the Palenque emblem glyphs, along with a host of other important site 
names. 
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receives close to 3000 mm of rain annually) this location offers five rivers: the 

Murcielagos, Picota, Motiepa, Balunte, and the Otolum, which crosses through the heart 

of the site, furnishing the inhabitants with an abundance of fish, birds, and fruit (M. G. 

Robertson 1983b: 11). Easy access to this system of waterways would have allowed 

travel and trade with many neighbors, including cacao-producing Tabasco. At this rich, 

economically advantageous location, early kings began to fashion a city that today 

exhibits some of the most striking and sophisticated examples of sculpture, architecture, 

and hieroglyphic writing known from the ancient Maya world. 

 

Exploration 

Palenque’s spectacular built and natural environment lured adventurers, artists, and 

scholars to visit, and in the eighteenth century the site became known to the non-

indigenous world. Some of the early explorers of the nineteenth century include William 

Dupaix, Frederick Waldeck, John Lloyd Stephens, Arthur Morley, Désiré Charnay and 

others. 29 These early explorers provide invaluable contributions in the form of literary 

descriptions, drawings, and photographs. The information provided by these early visitors 

becomes especially important as natural elements and human looters slowly alter and 

disintegrate the ancient monuments. 

With the twentieth century a new wave of scholars arrived at Palenque, including 

Edward Seler, Sylvanus Morley, Franz Blom, and Oliver La Farge. Although 

archaeologists never excavated Palenque in its entirety, significant archaeological 

excavations undertaken by Ruz uncovered some of the site’s most instructive 

monuments, such as the Temple of the Inscriptions and the Palace. Another 

archaeologist, Robert Rands, studied ceramic fragments to establish a chronology and 

estimations of settlement patterns. During the 20th century, epigraphic studies focused on 

the inscriptions created at Palenque. Scholars including Floyd Lounsbury, David Kelley, 

Linda Schele, and Peter Mathews made remarkable discoveries, while their students and 

                                                
29 See M. G. Robertson (1983b: 12-16) and Sharer (1994: 277-78) for the most thorough synopses of the 
early explorations at Palenque. 
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colleagues continue to probe the meaning of the ancient texts. In recent years 

archaeological excavations continue to be undertaken by Arnoldo Cruz Gonzáles and 

Guillermo Bernal Romero (2000, 2003, 2004) and Alfonso Morales (1998, 2004). 

Additionally, Edwin Barnhart (2001) completed an intensive mapping project of the site, 

thus expanding our view of the ancient city. 

 

Historical Overview 

Through collaborative efforts of researchers in archaeology, art history, epigraphy, and a 

host of adjacent disciplines, an understanding of Palenque’s history has emerged.30 

Hieroglyphic inscriptions from Palenque claim creative activity at the site dating back to 

3300 B.C., with the birth of three patron deities, known as the Palenque Triad.31 Texts 

dating to the seventh century suggest that temporal activity at Palenque commenced by 

431 A.D. with a lineage head named K’uk’ Bahlam, “Quetzal Jaguar” taking the throne 

(M. Miller and Martin 2004:283 n. 1). Little information from the archaeological record 

exists to corroborate such claims, but inscribed texts outline a series of a rulers stemming 

from K’uk Balam (M. Miller and Martin 2004:283 n. 1). 

It is not until the seventh century that large-scale building projects began at 

Palenque, under the auspices of the ruler K’inich Janab Pakal I (ruled 615-683). 

Archaeologist Robert Rands (1974:35) established the chronology of the site, and 

described this phase of prominence as the Otolum period (600 A.D.-700 A.D.) The 

present-day entrance to the site (from the west) leads the viewer to monuments created 

during Pakal’s reign. The Temple of the Inscriptions, which houses the tomb of Pakal, 

stands majestically near the center of the site (Fig. 0.3). After passing this towering 

pyramid temple the viewer confronts another of Palenque’s wonders, the Palace, which 

                                                
30 Schele, Mathews and Lounsbury (1983) first deciphered the early dynastic accounts at Palenque. Martin 
and Grube (2004:154-175) provide the most thorough account of the dynastic history of Palenque. 
31 According to inscriptions at Palenque, three gods referred to as GI, GII (or Unen K’awiil), and GIII, 
constitute the Palenque Triad. Each of the deities of the Palenque Triad was born in mythical times. 
Heinrich Berlin (1963) first identified the Palenque Triad, but subsequent authors (egs. Martin and Grube 
2000:159; Miller and Martin 2004:201; Stuart 2006a, 2006b) have demonstrated that later kings of 
Palenque claim connections to these gods to bolster their legitimacy. 
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marks the center of the city. Pakal’s sons and later Palenque kings built additional 

complexes of buildings at the site. K’inich Kan Bahlam II, for example, continued to 

enhance the city through architectural commissions, building the Cross Group, to the east 

of the Palace, along with other temples (Fig. 0.4). A small ballcourt and a series of 

buildings known as the North Group occupy the space north of the Palace (Fig. 0.3). 

Additionally, a scattering of recently excavated temples, including Temples 18, 19, 20, 

and 21 occupy positions to the southeast corner of the site (Fig. 0.4 and Fig. 0.5). Another 

important portion of the site includes the structures of Group J and surrounding areas 

(Fig. 0.6). Also known as Group IV (Barnhart 2001: 25), Group J includes structures 

important to Palenque’s elite classes during a volatile portion of the site’s history, a 

theme that is more thoroughly addressed in chapter five. 

Despite recent leaps in understanding the city of Palenque, huge portions of the 

site remain unexcavated. In this brief introduction, I address only the areas of Palenque 

from which archaeologists unearthed many of the portraits included in my corpus, but I 

invite readers to visit Edwin Barnhart’s expansive collection of maps (2001) to gain a 

better understanding of the vastness and complexity of the city’s design in ancient times. 

Presumably, many more portraits would have participated in the visual programs of the 

numerous uninvestigated structures. 

Recently synthesized histories reveal the actions and agendas of the individuals 

that governed the ancient city during its apogee. The rulers of Palenque engaged in 

political exchanges with many Classic Maya centers, apparently maintaining benevolent 

relationships with Tikal, and hostile relationships with Calakmul, Tonina, and Piedras 

Negras (Martin and Grube 2000:155; Miller and Martin 2004: 20, 169-70, 208, 274).32 

Volatile associations with powerful neighbors, combined with shifts of power within 

                                                
32 Several inscriptions at Palenque record war events with enemy cities. Martin and Grube (2000:155-175) 
offer the most concise and thorough description of interactions between Palenque and its neighbors based 
on readings of the site’s hieroglyphic inscriptions. Details of Palenque’s struggles and interactions with its 
neighbors will be discussed in upcoming chapters as part of the histories of the specific individuals 
involved. However, a few major conflicts that shape the political picture of Palenque include an attack by 
Calakmul in 599, a second sacking in 611 by the same city, and the likely capture of the Palenque king 
K’an Joy Chitam in 711 by Tonina. 
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Palenque’s kingdom, inform the artistic undertakings at the site. Martin and Grube 

summarize this position, “The history of the Palenque kingdom…was as strife-torn as 

any of its contemporaries. Indeed, its greatest artworks and longest texts emerged as 

reactions to the defeat and breakdown of its royal line, as new dynasts strove to legitimize 

and consolidate their power” (Martin and Grube 2000:155). In the following chapters, I 

interweave some of the threads of these events and cast against this backdrop the roles 

played by images of individual actors, the kings, queens, nobles, and other people 

pictured at Palenque, and I posit theories about how their portraits reflect such 

circumstances. 

 

CHAPTER SUMMARIES 

In this introductory chapter I have sketched some of the major trajectories in the study of 

portraiture in Western art history, and highlighted assumptions that traditionally hindered 

investigations into Maya portraiture. I addressed problems in defining the term “portrait,” 

and suggested a working term for use in this study. After establishing boundaries for the 

term portrait, I proposed a methodology for collecting and comparing portraits from 

Palenque, which divides the corpus into rulers and non-rulers and subdivides the groups 

into those representing individuals from the early, height, and final phase of Palenque’s 

Classic period occupation. Then, I summarized the scant corpus of literature on Maya 

portraiture. I synopsized tangent investigations that bear on discussion of Maya portraits, 

and provided an introduction to the site of Palenque. In the following paragraphs I offer 

summaries of the contents of the upcoming chapters. 

In the first chapter I examine early portraits of members of Palenque’s elite class 

that served as rulers, or those who carry royal titles in the hieroglyphic inscriptions and 

received royal headdresses and headbands in coronation rituals. I analyze the images of 

kings, beginning with K’uk’ Bahlam I (ruled 431-435[?]), the earliest known ruler 

represented at Palenque, following chronologically in order of accession through Ix Sak 

K’uk (ruled 612-615). I compare the portraits depicting the same sitter to each other, and 

then I compare the portraits of different kings to each anther, pointing out patterns in 
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representation. Chapter 2 addresses the portraits of non-rulers pictured at Palenque during 

the reigns of the rulers addressed in Chapter 1. Only a handful of portraits fall within this 

early non-ruler category, but I compare representations of the same sitter to each other, 

and I compare portraits of non-rulers to rulers, again noting emerging patterns. 

Chapter 3 focuses on one of the most intense periods of portrait-production of 

Palenque’s history. In this chapter I address images depicting K’inich Janab Pakal (ruled 

615-683) and two succeeding sons, K’inich Kan Bahlam II (ruled 684-702) and K’inich 

K’an Joy Chitam II (ruled 702-711). In this epoch of apparent prosperity, artists created 

more portraits than at any other time. In addition, most known portraits from this era 

operate in conjunction with sophisticated architectural and hieroglyphic programs.  I 

compare the known portraits of each sitter, and then compare portraits of kings to 

portraits of other kings. Finally, I compare the portraits to other individuals represented at 

Palenque, noting examples of resemblance. In the fourth chapter I analyze portraits from 

the reigns of K’inich Janab Pakal and his sons that picture the kings’ contemporaries. 

This corpus includes portraits of the kings’ wives, elite lords who held important titles, 

and captives. Again, I compare examples resenting the same sitters to each other, and 

then compare individuals to each other. 

K’inich K’an Joy Chitam II was the last king to rule Palenque before an eleven-

year interregnum, a period in which no official king can be discerned from textual 

sources.33 In Chapter 5 I address the portraits of kings following the gap in rulers, 

beginning with an analysis of the portraits depicting Ahkal Mo’ Nahb III (ruled 721-736) 

and closing with K’inich K’uk’ Bahlam II (ruled 763-783), the last king pictured at the 

site. Chapter 6 includes analyses of contemporary non-rulers. 

In Chapter 7 I offer conclusions culled from the preceding chapters. I suggest a 

type of portraiture that employs standardized ways of conveying identity that involves the 

consistent portrayal of subtle nuances in facial features, along with codified icons in 

headdresses and overt references to Maize Gods in the appearance of shape of the head, 

                                                
33 The details of this gap in accession and discussions of the problems in interpreting it shall be more 
thoroughly explored in upcoming chapters. 
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face, and hair. I argue that these tools for portraying historical persons operate to both 

indicate aspects of personal appearance and to associate the sitter with the principle gods 

of the Maya. Furthermore, I suggest that this kind of portraiture serves as a powerful tool 

for the propagation of dynastic agendas because it allows for the efficient insertion of 

new individuals into a codified system of representation, while still retaining the power of 

past ruler-images and dynastic claims of divinity. 

I suggest that parallels in the portrayal of kings and elites. I argue that while 

political uncertainty plagues Palenque, portraits of kings and elites become less idealized, 

less conventionalized, and appear to celebrate idiosyncratic details of individuals. In 

addition, I make the case that modes for representing identity at Palenque undergo drastic 

change. I propose the development of a system of identification contingent upon 

perceived resemblance to the sitter, which replaces past modes that placed less emphasis 

on specific verisimilitude, quoting only certain distinctive features. I suggest that this new 

kind of portrait plays a critical communicative role during a period of time in which the 

political structures that underpin Maya society in the Usumacinta-region undergo drastic 

changes. 
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PART I 

 

Chapter 1: 

 

Portraits of the Early Rulers: K’uk’ Bahlam I through Ix Sak K’uk’ 

 

 

INTRODUCTION 

This chapter addresses works of art that picture seven of the earliest kings of Palenque. I 

examine 17 portraits that represent Palenque’s most ancient rulers, beginning with K’uk’ 

Bahlam I (ruled 431-435), the earliest king to be portrayed at Palenque, following 

chronologically in order of accession through Ix Sak K’uk’ (ruled 612-615). 

I discuss known portraits of each ruler, focusing primarily on facial features, 

while commenting on other items of appearance that address individual identity such as 

headdresses and costumes. Following descriptions rooted in formal analysis, I compare 

the ruler-images to other examples depicting the same individual and then I compare 

portraits of different sitters to each other. When numerous portraits of the same sitter are 

known, I attempt to address each example chronologically, beginning with the earliest 

known examples. Finally, I situate the portraits within the historical circumstances that 

underpin the commissioning of such images. 

 

ANALYSIS OF RULER-IMAGES 

K’uk’ Bahlam I 

Known to us primarily through hieroglyphic inscriptions, the first king to rule Palenque, 

K’uk’ Bahlam I (“Quetzal Jaguar”) appears in only two portraits. Reigning from 431-435 

A.D., the hieroglyphs constituting the name of K’uk’ Bahlam I include a quetzal bird-
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head with a jaguar ear (Martin and Grube 2000:156).34 In inscriptions dealing with K’uk’ 

Bahlam I, scribes record his name in tandem with a special title, “Toktan Lord”, which 

likely, as Martin and Grube (2000: 156) explain, alludes to a location to which the 

dynasty claims ancient roots.35 Succeeding kings of Palenque conspicuously reference the 

identity of K’uk’ Bahlam I, especially by adopting his personal name, which is composed 

of the quetzal bird and jaguar ear. A second strategy pursued by later Palenque kings 

involves quoting the Toktan title. 

 

K’uk’ Bahlam I, Censer Stand 

Sculpted during the late sixth or early seventh century, a limestone stand, which once 

held an incense bowl depicts the founder of the Palenque dynasty (Fig. 1.1a).36 Excavated 

from Group 4, a central location of elite lineages of Palenque, the censer stand and 

incense burner would have played an important ritual function in facilitating access to 

ancestors (López Bravo 2004: 257-258; Miller and Martin 2004: 230). Blood-spattered 

paper and incense, when burned in honor of deities and ancestors, served as catalysts for 

contact with otherworldly entities through ceremonies, and the incense also served as a 

nourishing gift to deities.37 

Without hieroglyphic inscriptions to assist in interpreting identity, this piece only 

offers a fragmentary headdress and a beautifully preserved face. The headdress includes 

the head and beak of a quetzal bird along with jaguar ears, which indicate K’uk’ 

Bahlam’s name. Some authors identify the sitter as K’uk’ Bahlam II (Martin and Grube 

2000: 174), rather than K’uk’ Bahlam I (Miller and Martin 2004: 230). Quoted in Miller 

and Martin (ibid.), David Stuart asserts that the censer stand represents K’uk’ Bahlam, 
                                                
34 In scholarship dealing with the early history of Palenque, K’uk’ Bahlam I is considered the first king of 
the site, even though texts from the Temple of the Cross record a more ancient king that ruled in the 10th 
century B.C. (Grube, Martin, and Zender 2002: II-5). 
35 Martin and Grube (2000:156) also point out that the rule of K’uk’ Bahlam I overlaps with that of Siyaj 
Chan K’awiil II from Tikal, and that during this era Teotihuacan exerted enormous degrees of power over 
much of the Maya area, especially the Peten. In addition, a carved panel from the Palace at Palenque, 
executed in the seventh century, records the name of this Tikal leader (ibid.). 
36 Miller and Martin (2004: 230) date the stand to 650-800 A.D. 
37 See Schele and Miller (1986) for discussions about representation and functions of royal bloodletting, the 
importance of bloodletting, and bloodletting implements. 
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the founder of Palenque’s temporal dynasty, and he notes the appropriateness of this 

particular sitter given the important roles played by incense burners in rituals surrounding 

ancestral veneration. Fashioned from permanent materials, censer stands of limestone 

offered viewers portraits of their illustrious ancestors. Such sculptures served as 

memorials.38 

The headdress worn by K’uk’ Bahlam I nearly covers an even fringe of bangs 

above a broad, flat forehead. Cut at crisp right angles, side-burns frame a blocky, yet 

highly naturalistic, face. The sitter has thin lips, a square chin, and straight nose. The 

shape of the face appears to be quite different from others depicted at Palenque, because 

the face has a straight short nose and eyes that appear to be unfinished (López Bravo 

2004:258). With the exception of the almond-shape incisions suggesting the contours of 

eyelids, the stone face appears to be absolutely lifelike in its form. Carefully sculpted 

creases below the cheeks and closed mouth combine to suggest a sitter of great strength 

and resolve. In addition, the censer stand lacks the extending flanges, which often flank 

the sides of such forms (ibid.). Significantly, this face lacks the elongated and flattened 

forehead, and the sitter wears no supplemental nose appendage, features that later kings 

of Palenque often exhibit in their portraits. 

 

K’uk’ Bahlam I, Temple of Inscriptions, Pier B 

The façade of the Temple of Inscriptions includes six sculpted piers, with the outermost 

piers utilized exclusively to exhibit hieroglyphic inscriptions, while four central piers 

bear carvings representing the illustrious relatives of the seventh-century king, K’inich 

Kan Bahlam II (Schele and Mathews 1998: 99) (Fig. 1.2a). Pier B of this program 

probably depicted K’uk’ Bahlam I, an identification that rests on the presence of a 

quetzal bird and jaguar muzzle included as part of the standing figure’s headdress 

assemblage (ibid.) (Fig. 1.1b). Unfortunately, the head suffered severe damage impeding 

                                                
38 Carrasco (2000; personal communication, March 2007) explains that carved limestone censer stands 
typically represented the images of kings. Such portraits served as monuments to specific ancestors.  
Terracotta incensarios, on the other hand, present the faces of gods. Such incense burners probably played 
important roles in religious ceremonies, where they were often ritually destroyed and cached as offerings.  
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meaningful discussion of the facial features of K’uk’ Bahlam. The infant, however, held 

within the standing personage’s arms also makes appearances in Piers C, D, and E where 

it can be identified as K’inich Kan Bahlam II who appears to be merged with the deity 

K’awiil. I consider the portraits of this anthropomorphic infant along with the portraiture 

of K’inich Kan Bahlam II in Chapter 3. 

Since K’inich Kan Bahlam II, who ruled from 684-702, commissioned the pier 

sculptures of the Temple of Inscriptions, the portrait of K’uk’ Bahlam I dates to the late 

seventh century. Both portraits depicting this ruler, therefore, tell us nothing about the 

conventions for portraying K’uk’ Bahlam I during his lifetime. However, these works of 

art offer views of seventh-century modes of representation, and demonstrate the desire of 

kings of later eras to commemorate, in both public and private contexts, their links to this 

early dynastic founder. 

 

Casper II 

The second early ruler to be recorded visually at Palenque appears, carved in sunken 

relief, on a finely carved travertine cup (Von Winning 1963) (Fig. 1.3). Termed “Casper” 

by scholars, this king’s hieroglyphic name escapes complete decipherment (Fig. 1.4a).39 

According to epigraphers, Casper II ruled Palenque from 435-487 (Martin and Grube: 

2000). A succinct hieroglyphic inscription, which appears next to the seated figure on the 

vessel, identifies the sitter, Casper II, as a young royal and a divine lord of Palenque 

(Stuart 1989:150; Schele and Mathews 1993: 39-42; Martin and Grube 2000: 156-157). 

Casper II appears in a seated position. Like all relief carvings to follow at 

Palenque, the head of Casper II turns in profile, an orientation that allows for optimal 

presentation of the basic shape of the face and head. The ruler’s body is positioned in ¾ 

view. The hands of Casper II rest on his legs, with each hand posed in a different gesture. 

Distinctive components of this king’s portrait include a relatively straight profile, from 

                                                
39 The first element of Casper’s name reads ch’a, and the second element, because its lobed shape bears a 
resemblance to Casper the ghost, has lead epigraphers to simply name this king “Casper” since the glyph 
still eludes exact decipherment (Schele and Mathews 1993:39). Stuart (cited in Schele and Mathews 
1993:40-41) first discovered that the cup is marked as belonging to Casper II.  
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the bottom of the nose to the top of his headdress, with only a slight dip at the transition 

from his nose to forehead. His portrait also exhibits curving fleshy regions around the 

lips. A deeply carved and curving nasolabial furrow suggests a round cheek, which is 

partially obscured with a large earspool. From his chin and jaw, a beard grows, 

terminating at a point beneath the chin. Compared to the rest of the ruler’s body, his head 

appears to be oversized.40 In addition, he lacks a neck, leading the viewer to focus first on 

the head, and then on the stoutly articulated upper body. The deep crevice marking the 

sitter’s face, combined with the fleshiness of the face and bulge of the belly, contrast with 

later Maya tendencies to portray rulers as both youthful and slender. These features may 

suggest that Casper II appears as an aged sovereign. 

Decorating the king, a beaded necklace falls down the front of the ruler’s chest 

and trails down the figure’s back. Casper II wears a netted headdress that frames a long 

shank of hair, which loops across the top of his head. The ruler appears to be solid, 

powerful, and bedecked in luxurious jade ornaments. The mass and solidity of his portrait 

are reminiscent of the image of K’uk’ Bahlam I that appears as part of the previously 

described censer stand. 

Analysis of the portrait of Casper II yields no connection to artworks from 

Palenque, but comparisons can be made to Early Classic Maya works from neighboring 

sites, Central Mexican sculptural traditions, and even ancient Olmec monuments. Dating 

to the Early Classic period, the so-called “Po” Panel represents two seated Bonampak 

rulers flanking the sides of a hieroglyphic inscription (Fig. 1.4c). Both royal subjects sit 

with their hands positioned in front of their bodies. Each figure extends one closed hand 

and one opened hand. The left-hand sitter wears a netted headdress, a large earspool, and 

exhibits a short beard. Deeply carved lines define a broad cheek and simultaneously 

suggest a deep wrinkle. The body position, headdress, beard and creased skin visible on 

the early king from Bonampak closely recall the image of Casper II. 

                                                
40 The powerful upper-body of Casper II, positioned in this fashion is similar to the Olmec “Wrestler” 
sculpture. 
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Central Mexican incense burners provide a possible second sculptural tradition 

that bears on Casper II’s portrait (Figs. 1.4e-h). The position in which the Palenque ruler 

sits mirrors the same seated position of some Central Mexican representations of old 

gods, and Huehueteotl, deities whose images become especially ubiquitous in the Late 

Postclassic among the Aztecs. Aged-looking gods, with wrinkled faces and sagging 

abdomens, sit in similar poses and even wear, in some cases, pointed beards. 

While no known precedent from Palenque underpins the portrait of Casper II, 

components of his image relate Casper’s visage to both ancient Olmec, Early Classic, and 

Central Mexican examples. This, understood in conjunction with hieroglyphic 

inscriptions that explain Palenque’s origins as being rooted in the “Toktan” place, 

indicates that this ancient Palenque king may relate to fire, smoke, or incense. 

Connotations to faraway and more ancient traditions of kingship infuse Casper’s II’s 

portrait at Palenque. Later rulers celebrate, or allege, their connections to an ancient 

Olmec past, but the portrait of Casper II may also reference Olmec roots through the 

integration of particular Olmec features into the king’s image. Casper’s image shares 

many qualities with La Venta Monument 13, which features a standing male figure with a 

deeply incised line on his face that suggests a fleshy cheek (Fig. 1.4d).41 Another striking 

similarity may be seen in the netted headdress worn by the La Venta figure, which is tied 

at the back with a long looped section of hair extending to the top of the head. In 

addition, the figures wear similar beaded necklaces. While a significant amount of time 

separates the creation of La Venta’s Early Preclassic sculptures and the portrait of Casper 

II, geographically La Venta and Palenque are quite close. It seems possible that 

Palenque’s rulers and artists possessed a sophisticated knowledge of the traditions of 

monumental sculpture from La Venta, and Palenque’s elites could have possessed objects 

from the Olmec site.42 

                                                
41 Beneath the banner held by the personage represented on La Venta Monument 13, the second glyph 
looks remarkably similar to the sign that we refer to as the “Casper” glyph when seen in the context of 
Palenque. It is tempting to think that Casper’s glyph somehow quotes an ancient Olmec past. 
42 I thank Julia Guernsey for reminding me of the close proximity of La Venta and Palenque, and for raising 
the possibility that Palenque’s rulers and artists could have been aware of the artistic traditions of their 
nearby Preclassic neighbors. 
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In Classic Maya inscriptions, one strategy employed to bolster legitimacy of 

office involves tracing lineages back to deities or to Olmec ancestors (Schele and Miller 

1986: 104).43 Schele and Miller (ibid.: 107, 119, Pl. 31) connect the Classic to the 

Preclassic period through naturalistic portraiture in describing a striking Olmec pectoral, 

sculpted of jade, from the British Museum. Carved into the shape of a human head, this 

pectoral perhaps referenced Olmec kings, and the wearer of the object in Classic times 

inscribed his name on the sides as a way of personally identifying with this illustrious 

antique past (ibid).44 The portrait of Casper II reveals an interest in demonstrating a 

similar claim through portraiture. 

Casper’s successor, B’utz’aj Sak Chiik, ruled Palenque from 487-501. No images 

bearing his visage survive, but texts indicate that this king undertook rituals involving 

Lakamha’, or Palenque, which may have marked the founding of the site (Martin and 

Grube 2000: 157; Grube, Martin and Zender 2002: II-7). 

 

Ahkal Mo’ Nahb I 

Ahkal Mo’ Nahb I, or “Great Sun Turtle Macaw Pool” (Stuart 2006a: 151), who took the 

throne in 501, appears twice in the visual record of Palenque.45 Epigraphy reveals little 

about the reign of this king, but Ahkal Mo’ Nahb may have been the brother of B’utz’aj 

Sak Chiik (ibid.). The Temple 17 Panel at Palenque records the accession of Ahkal Mo’ 

Nahb I at Lakamha’, and describes him as a ch’ok, or as an “unripe” or “youthful” lord in 

line to the throne (Grube, Martin, and Zender 2002: II-7). Despite the obscurity of Ahkal 

                                                
43 See Lee Parsons (1986) for stylistic and iconographic links between Olmec and Early Classic monuments 
from the Maya Lowlands. Schele and Miller (1986:104) describe the referencing of Olmec civilization at 
Copan during the Middle Preclassic. The authors describe grave goods bearing Olmec iconography, the 
caching of jade objects, and other Olmec-style pottery as evidence of Olmec-related ideologies and the 
spread of Olmec symbolism at Copan. 
44 Recent discoveries of stunning murals may be cited as examples of early Maya artists celebrating their 
Olmec past through visual programs. At San Bartoló, in eastern Guatemala, paintings dating to the 
Preclassic include stylistic and iconographic features that exhibit striking similarities to Olmec precedents. 
Representations of maize deities, mythological narratives, writing, and Olmecoid masks and costumes 
closely recall examples from the Olmec Heartland, which predate the mural by several hundred years (see 
Saturno, Taube, and Stuart 2005; Houston 2006). 
45 Stuart (2006a: 151) explains the components of this name (in the case of a later ruler, K’inich Ahkal Mo’ 
Nahb III) and translates the primary portion of the name as “Turtle-Macaw Pool.” 
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Mo’ Nahb I’s biography, he plays a prominent role in the pedigrees of later Palenque 

kings (Schele and Mathews 1998: 119-120; Martin and Grube 2000: 157). In addition, his 

visage appears on the sarcophagus of the illustrious king, K’inich Janab Pakal, as well as 

on the walls of the crypt. His presence on the sarcophagus and crypt, combined with his 

status as the earliest ruler portrayed on Pakal’s funerary monument, testifies to the 

importance of Ahkal Mo’ Nahb I (Figs. 1.5, 1.6). 

 

Ahkal Mo’ Nahb I, Sarcophagus, East 1 

Carved on the east side in the first position of the limestone sarcophagus, Ahkal Mo’ 

Nahb I emerges from a crack of an earthband (figs. 1.6, 1.7, 1.9). Behind the king stands 

a patah, “guyaba” tree (Psidium guajaba L.) (M. G. Robertson 1983b: 69; Schele and 

Mathews 1998: 120). The headdress of Ahkal Mo’ Nahb I contains a number of elements 

shared by all ten individuals exhibited on the sarcophagus sides, such as personified 

wings, three panaches of long feathers, jaguar tails, jade flowers, and ribbons. Additional 

iconographic components included in the headdress communicate the sitter’s name (M. 

G. Robertson 1983b: 65, 69). Hieroglyphs in front of the face of Ahkal Mo’ Nahb 

corroborate his identity.46 He wears a medallion from his necklace emblazoned with the 

Ik’ sign, and he and he holds his oddly carved hands in a manner suggesting a specific 

gesture, laden with meaning that remains unknown (M. G. Robertson 1983b: 65).47 

The portrait of Ahkal Mo’ Nahb I exhibits well-fleshed jowls and a large angular 

nose, distinguishing characteristics that escape representation in line drawings. Ahkal 

Mo’ Nahb I’s face looks pudgy, with a cheek and lower jaw that speaks of a portly 

visage. With no indication of a neck, the sitter’s head seams to rest directly atop his 

shoulders. Delicately carved thin lips turn downward, without extending far from the 

ample flesh of the mouth. The sitter’s chin sinks slightly, and almost appears to melt into 

his curving flesh. 

                                                
46 Berlin (1958) first identified the relationship of the names to the figures represented on the sides of the 
sarcophagus. Schele and Mathews (1993: 48; 1998:119-122) discuss the identities of the figures depicted 
on the sides of the sarcophagus. 
47 Elizabeth Benson (1974:109-120) and V. Miller (1981) address issues of pose and gesture in Maya art. 
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Compared to the scale of his head, the nose of Ahkal Mo’ Nahb I appears to be 

large and straight, with little interruption between the slope of the nose and the forehead. 

What appears to be an extra contour line marks the inside of this sitter’s forehead, 

directly above the bridge of the nose. Artists include this kind of additional profile line in 

many portraits at Palenque. Ahkal Mo’ Nahb I, therefore, sets an important precedent as 

the earliest known ruler to appear with his brow-ridge depicted in this manner. I describe 

this convention as a double-profile line, or false nose. Miller and Martin (2004: 196, Pl. 

111), in a discussion of a figurine from Jaina, explain that the profile exhibits a kind of 

extension or ridge, and that the figure, “had his nose enlarged—possibly through a 

prosthesis...” I think that the double profiles shown so frequently in relief carvings at 

Palenque represent this kind of three-dimensional cosmetic enhancement, which sitters 

wear on top of their actual noses and foreheads. 48 In the portraiture of Palenque, many 

sitters seem to wear this device. By donning this cosmetic appliance, the shape and size 

of the sitter’s profile could be drastically altered. In this study I suggest that profiles 

constitute one of the most important locations of the face in which artists encode 

information to assist in the ascription of identity. 

 

Ahkal Mo’ Nahb I, Crypt, Stucco Figure 9 

Sculptors may have executed a second portrait of Ahkal Mo’ Nahb I on the wall of the 

crypt, which contains the vast sarcophagus of K’inich Janab Pakal (Figs. 1.6, 1.8). Schele 

and Mathews (1998:128) suggest that the ninth stucco carving represents this king. The 

identification of this sitter rests on the presence of “the same lizard ear and teeth” that can 

be observed on Ahkal Mo’ Nahb I’s portrait on the sarcophagus side (ibid.). The damage 

caused by centuries of intense moisture and calcium-rich water dripping over the image 

makes understanding the details impossible, as it looks like major portions of the sitter’s 

                                                
48 Dominique Vérut (1973) describes cosmetic devices used in the Maya area to modify the shape of human 
profiles. Miller and Martin (2004: Plate 10) show the frontal and profile views of a figurine from Jaina. 
This example clearly illustrates the intended artificiality of this cosmetic device. Despite the apparent 
naturalism of numerous features of the sculpture, the artist chose to allow the distinctive boundary between 
the natural and modified. 
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image have worn away.49 While the series of nine sculpted figures has been called the 

“Nine Lords of the Underworld” (M. G. Robertson 1983b: 75), more recently, Schele and 

Mathews (1998: 128) interpreted the carvings as representations of nine Palenque rulers. 

 

Synthesis, Ahkal Mo’ Nahb I 

Since the crypt portrait no longer retains many of the face’s details, the portrait of Ahkal 

Mo’ Nahb I from the sarcophagus provides the best model of his image (Fig. 1.9). Ahkal 

Mo’ Nahb I’s most obvious features include round and fleshy face, a down-turned mouth, 

a large nose, and almond-shaped eyes. He wears no obvious false nose, yet his profile, at 

the level of his brow-ridge and forehead, exhibits a ridge. 

Seductive as it may be to imagine that Ahkal Mo’ Nahb I resembled the person 

carved on the side of K’inich Janab Pakal’s sarcophagus, it must be remembered that 

artists executed the portrait during the reign of K’inich Janab Pakal, or shortly thereafter. 

With such a long gap between the lifetime of Ahkal Mo’ Nahb I and the carving of the 

monument, the sculptor probably worked from convention, imagination, or other 

examples (now lost to us), which represented the early king. The representations of Ahkal 

Mo’ Nahb I, along with most of the rulers considered in this chapter, may have furnished 

later kings with rich opportunities to invent the physical features of illustrious ancestors. 

K’inich Janab Pakal and his successors probably delighted in noting similarities of 

appearance between themselves and the most famous members of their pedigrees. 

 

K’an Joy Chitam I 

Crowned king in 529, four years after the death of Ahkal Mo’ Nahb I, K’an Joy Chitam I 

(ruled 529-565) is the next ruler to be pictured at the site. K’an Joy Chitam I ruled until 

his death in 565 at the age of 74. 

 

 

                                                
49 For a detailed discussion on the state of preservation of the stucco crypt sculptures see M. G. Robertson 
1983b: 75. 



 44 

K’an Joy Chitam I, Sarcophagus, West 3 

Carved in low relief on the west side, third position, of Pakal’s sarcophagus, this early 

sovereign emerges from the ground before an avocado tree (Persea Americana) (Schele 

and Mathews 1998:120) (Fig. 1.10). K’an Joy Chitam I turns to his left, in the direction 

of the glyph block that contains his name. A peccary head, reading chitam, or kitam, in 

Mayan decorates the front portion of the sitter’s headdress, with the eye of the animal 

formed by the k’an sign, thus restating part of the king’s name (ibid.: 129). K’an Joy 

Chitam wears a chest decoration bearing a glyph read as bi. 

The sculptor executed a unique face for K’an Joy Chitam I. The king possesses a 

relatively pointed, yet under-scaled chin, enticing the viewer to imagine a severe over-

bite. Extra flesh appears on cheek and neck, while the dramatic curve of the mandible 

also suggests a plump face. A deeply carved brow-ridge forms the top arc of the eye-

socket. The eye itself is shallowly modeled, with the eyelid delicately carved in the shape 

of an almond, with acutely angled sides. K’an Joy Chitam I has a large and curving nose, 

with the roundness extending to its wing. Below the nose, a pursed, down-turned mouth 

meets the chin. It is difficult to determine where the lips end and the other parts of the 

mouth, like the inferior buccolabial sulcus, begin. The king’s forehead appears to be 

exceptionally flat, created from a smooth sloping contour line between the top of the nose 

and the forehead, yet no double-profile line marks this transition. 

Compared to the portrait of Ahkal Mo’ Nahb I, K’an Joy Chitam I’s portrait 

reveals completely different facial features. K’an Joy Chitam I has a rounder nose, a jaw 

line with a dissimilar angle, a cheek modeled to suggest more mass, and a dissimilar 

forehead. Generally speaking, K’an Joy Chitam I appears to be more rotund than his 

predecessor. Furthermore, K’an Joy Chitam I, seen from the side, exhibits no double 

profile line as was visible in the profile of Ahkal Mo’ Nahb I.   
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Ahkal Mo’ Nahb II 

Another king calling himself Ahkal Mo’ Nahb, described as a mam, or the grandson of 

Ahkal Mo’ Nahb I, became the king of Palenque in 567.50 Ahkal Mo’ Nahb II ruled until 

570. No known portraits of Ahkal Mo’ Nahb II exist. If a portrait were to be discovered, 

it would be fruitful to compare it to the first king bearing this name to see if the portraits 

resemble each other. 

 

Kan Bahlam I 

Kan Balam I, “Snake Jaguar,” became king in 572. Given his birth only a year after the 

preceding king, Martin and Grube (2000:158) speculate that Kan Bahlam was the 

younger sibling of Ahkal Mo’ Nahb II. Further, Kan Bahlam I exemplifies the first 

known Palenque king to use the k’inich designation in front of his name, imparting 

associations with heat or the Sun God in his title  (M. G. Robertson 1983b: 69; Martin 

and Grube 2000: 159). This title becomes widespread in the names assumed by Palenque 

kings in the future. A portrait of Kan Bahlam I appears on the east side of the 

sarcophagus, while a less securely identified portrait of the same sitter serves as the 

subject of Pier E of the Temple of Inscriptions. 

 

Kan Bahlam I, Sarcophagus, East 2 

Like the two kings that precede him, the visage of Kan Bahlam I appears on the east side 

of the sarcophagus of Pakal, where the early king is paired with a Zapote tree 

(Calocarpum mammosum Pierre) rooted in an earth sign (Schele and Mathews 1998: 

120) (Fig. 1.11). His headdress incorporates a spotted jaguar head, alluding to part of the 

animal’s name, balam. A serpent-wing extends from the jaguar’s head (M. G. Robertson 

1983b: 69). Hieroglyphs in an adjacent caption reiterate the king’s name. The figure’s 

gesticulating hand covers the medallion atop his chest, obscuring its decoration. 

Kan Balam I possesses a rotund, double-chinned and plump visage, appearing to 

be even fleshier than the previous kings possessing the honor of appearing on the 
                                                
50 Martin and Grube 2000: 158; Stuart 1999 (cited in Martin and Grube 2000: 232 n. 7). 
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sarcophagus. An especially notable feature of his appearance includes a series of deeply 

carved semi-circular creases that mark the lower hemisphere of his face. One great 

furrow sweeps from the side of the nose downward, marking the edge of the mouth. The 

second conspicuous wrinkle defines the plane of his fat chin, while the edge of his jaw 

suggests a third region of corpulent flesh. His eye is lightly incised and set within a more 

shallowly carved socket, compared to neighboring portraits on the sarcophagus. Directly 

below the sitter’s eye, the artist defined another raised region of the face, either 

suggesting a high cheekbone or an additional area of fleshy tissue, which threatens to 

interfere with the subject’s line of sight. Kan Bahlam I possesses a nose that exhibits a 

deep depression right below the brow-ridge. The resulting profile exhibits a severe curve. 

In addition, the sitter presents a double-profile line visible at this transition. Kan Balam I 

holds his thin lips in an open position.51 This facial feature shall serve as an important 

characteristic of a later king of Palenque, K’inich K’an Bahlam II (see Chapter 3). Kan 

Bahlam I also wears a goatee, suggested by a small projection from his chin, covered in 

lightly incised vertical striations. 

Of the sarcophagus portraits, only Kan Bahlam I and Janab Pakal I, “the Elder” 

(occupying the third position on the west side) exhibit facial hair (M. G. Robertson 

1983b: 69). Generally speaking, works of art from the Classic period depict few bearded 

subjects. When artists represent beards, they often appear on aged sitters, along with 

other features such as unkempt hairstyles and decayed teeth (Houston, Taube, and Stuart 

2006: 49).52 Of the known imagery from Palenque, the portrait of Casper II serves as the 

                                                
51 In my opinion, past drawings of Kan Bahlam I’s mouth suggest ambiguity about the boundary between 
the lips and flesh of the mouth (see M. G. Robertson 1983b: fig. 191). Photographs also offer nebulous 
images of the contours. However, I believe that M. G. Robertson’s rubbing of this monument provides 
evidence that the mouth appears in an open position (see M. G. Robertson’s rubbings, vol. 9 T23512).  
52 Landa reports that the Maya customarily did not grow beards (Tozzer 1941: 88). The colonial chronicler 
states that “they did not grow beards, and they said that their mothers burned their faces in their childhood 
with hot cloths, so as to keep the beard from growing; but now they grow beards, though very rough like 
horse hair” (ibid.). 
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only precedent for a bearded king. Future kings of Palenque never appear with beards or 

goatees.53 

 

Kan Bahlam I, Temple of Inscriptions, Pier E 

A second portrait of Kan Bahlam I appears on Pier E of the Temple of Inscriptions. 

Iconographic components of the figure’s adornment suggest the identity of Kan Bahlam I 

(M. G. Robertson 1983b: 46) (Figs. 1.11c, d). This identification of the sitter rests on the 

presence of a jaguar head with snake teeth in the image, which compose the bulk of the 

king’s headdress, and constitute the king’s name, “Snake Jaguar”(ibid). Other icons in the 

headdress mark the sitter’s royalty, including a Sun God, accompanied by a k’in sign and 

mirror. Like the other pier figures of the temple, Kan Bahlam I holds the infant K’inich 

K’an Bahlam II. K’inich Kan Bahlam II likely commissioned this portrait of himself held 

in the arms of his great-great grandfather and namesake (Schele and Mathews 1998: 99).  

Accompanying the portrait, Kan Bahlam’s name glyph appears on Pier F, the pier 

to the west, confirming his association with the sculptural program (M. G. Robertson 

1983b: 46). The figure’s face, severely eroded, reveals little information about Kan 

Bahlam’s portrait.54 A remaining horizontal shape at the base of the sitter’s head suggests 

that the sitter’s hair was shorn in a fashion similar to the hairstyles depicted on the 

sarcophagus sides. In addition, the fragmentary sculpture tempts the viewer to imagine 

that the jutting outline represents a small goatee.   

While his headdress, tree, and emergence from a Caban sign constitute formulaic 

elements of his portrait, the face of Kan Balam I resembles no other person on the 

sarcophagus. His prodigious areas of flesh, his open mouth, unique profile, and rare 

goatee set his portrait apart from others. Artists possibly represented these idiosyncratic 

features a second time in their rendering of the king’s second portrait on the façade of the 

                                                
53 One exception to this rule may be seen in a single portrait representing K’inich Kan Bahlam II where he 
wears a beard or goatee. The exact origin of this panel is unknown, as it was looted. In all of the other 
portraits of this king, facial hair is absent. See the discussion of K’inich Kan Bahlam II’s portraiture in 
Chapter 3. 
54 See M. G. Robertson (1983b: figs. 77-90) for photographs of Pier E. 
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Temple of Inscriptions. Although celebrated as an ancient relative of the commissioner, 

K’inich Kan Bahlam II, K’inich Kan Bahlam I appears to be relatively youthful in each 

of his portraits. Dying without an apparent male heir after a ten-year rule, Kan Bahlam’s 

throne transferred to Ix Yohl Ik’nal, his daughter, in 583 (Martin and Grube 2000:159).55 

 

Ix Yohl Ik’nal 

Three surviving portraits of Ix Yohl Ik’nal (ruled 583-604) offer a fortuitous opportunity 

to compare images of the same sitter, as this queen appears twice on the sarcophagus of 

K’inich Janab Pakal.56 Ix Yohl Ik’nal’s long reign, which lasted for over 20 years, and 

her position as the grandmother of K’inich Janab Pakal may explain the repetition of her 

portrait on the funerary monument and why her name carries the most prestigious of 

royal titles in the hieroglyphic inscriptions (M. G. Robertson 1983b: 70; Martin and 

Grube 2000:159). A third portrait possibly depicting Ix Yohl Ik’nal may stand guard, 

along with eight other stucco figures, over the sarcophagus in the crypt of Pakal (Schele 

and Mathews1998: 128). 

 

Ix Yohl Ik’nal, Sarcophagus, East 3 

On the east side of the Pakal’s sarcophagus, occupying the third position, the image of Ix 

Yohl Ik’nal adheres to the basic formula of representation established by the previous 

kings (Fig. 1.12). She emerges from the earth in front of foliage, this time an avocado 

plant (Persea Americana) (Schele and Mathews 1998:120). Ix Yohl Ik’nal’s face gazes in 

the direction of hieroglyphs indicating her name. The Ik’ sign of her name is emblazoned 

on her chest, in the center of her pectoral ornament. The queen’s headdress consists of a 

large quetzal bird head and beak, an unusual costume choice since it bears no obvious 

relevance to her name (ibid.). A small Jester God head, displaying a mirror sign within its 

                                                
55 In ancient Maya society, females rarely served as rulers. Of the known cases, it seems as though the 
ruling lineage lacked a male heir (Mathews, 2005). Since Kan Bahlam I apparently had no sons, his 
daughter, or perhaps his sister, Ix Yohl Ik’nal assumed the position of king, an accession that was likely 
uncontested since she was installed so quickly after her father’s death (ibid.). 
56The prefix Ix- commonly occurs before the names of women and it serves as a general female title. See 
Mathews (2005).  
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cap, peaks out from the top of the bird’s brow (M. G. Robertson 1983b: 70). Unlike the 

other rulers of Palenque depicted on the sides of the sarcophagus discussed thus far, this 

sovereign has long hair, which extends down her back, with a closely cropped section 

framing her ear. The front of her hair appears to be pulled up into her headdress. The 

shank of hair is gathered above the forehead and springs outward from the front of the 

bird’s beak. 

The sculptor produced an especially striking representation of Ix Yohl Ik’nal, 

because of the pronounced second profile line that extends her relatively straight nose 

into a sloping arc. This supplemental contour line appears to begin at the bottom of her 

nose, at the medial crus, and extends all the way up until it meets the hairline. Adding to 

the roundness of her face, Ix Yohl Ik’nal possesses a full curving chin, a relatively thick 

neck, and cheeks that are modeled in a fashion to suggest plumpness. The sitter’s eye is 

acutely angled at the edges and the brow-ridge above the eye also arches upward at the 

center. While Ix Yohl Ik’nal appears to be massive, her portrait does not suggest the same 

degree of fleshiness seen in the portrait of Kan Bahlam I. 

Ix Yohl Ik’nal’s lips appear to be thin, and they push outwards from the flesh 

behind them and take an open position. In this feature she greatly resembles K’an Bahlam 

I, and as I’ll argue in Chapter 3, like the future king K’inich K’an Balam II, who finished 

the construction of the Temple of Inscriptions. An additional feature that draws attention 

to Ix Yohl Ik’nal’s mouth is the deeply incised horizontal lines carved adjacent to the side 

of the lip, which appear to be a bar coming from the side of the mouth. This thin 

rectangular mark likely represents a tattoo or scarification of the face.57At Palenque this 

decoration only appears in portraiture of Ix Yohl Ik’nal, Ix Sak K’uk’ and Janab Pakal I, 

“the Elder” (M. G. Robertson 1983b: 72). 

 

Ix Yohl Ik’nal, Sarcophagus, West 2 

On the west side of Pakal’s sarcophagus, a second portrait of Ix Yohl Ik’nal appears in 

the central position (Fig. 1.13). Emerging from an earthband, the queen stands before a 
                                                
57 M. G. Robertson (1983b: 72) suggests this mark on the sitter’s cheek indicates a tattoo. 
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zapote tree, or ha’as in Mayan (Calocarpum mammosum Pierre) (Schele and Mathews 

1998:120). Ix Yohl Ik’nal wears a headdress that nearly matches the one worn on the 

east-side representation, but this time, the bird possesses a tooth and a serrated beak (M. 

G. Robertson 1983b: 71-72). Again, the queen has long hair, this time swept over her 

shoulder and across her back. 

As observed in the previous portrait of Ix Yohl Ik’nal, the relationship between 

the actual profile of the face and the artificial second profile line becomes a conspicuous 

feature of her visage. A carefully incised line delineates her real nose and forehead, yet 

the outer contour emphasizes the roundness of the sitter’s face. Since the arc terminates at 

the base of the forehead, it creates a sharp angle, making the forehead appear to be large 

and flat. Yet, the edge of her nose is deeply carved, giving the impression that the 

sculptor wanted the nose’s thinness to be clearly communicated. Ix Yohl Ik’nal has 

deeply carved lines suggesting angular eyes. The eye-sockets in which the eye rests are 

also deeply carved making the forehead appear to extend severely. As in the other 

portrait, the queen exhibits a cheek that appears to be fleshy, with a vast distance 

measuring between the front of her face to the back of her thick neck. Between her face 

and neck, the Ix Yohl Ik’nal has a disconnected and floppy earlobe. 

Consistent with the other portrait of Ix Yohl Ik’nal on the east side of the 

sarcophagus, the artist emphasized the unique profile of the sitter by adding an additional 

line to create a curving contour. Stress is also placed on the mouth, with its extending lips 

and sunken chin. Her gaping mouth reveals small teeth. A bar, either tattooed or created 

through scarification, marks the cheek of the queen. Both portraits of Ix Yohl Ik’nal 

exhibit similarities in the structure of the face, upper eye-sockets that point upward in the 

center. 

 

Ix Yohl Ik’nal, Crypt, Stucco Figure 7 

Stucco Figure 7, sculpted within the crypt of Pakal, deep within the Temple of 

Inscriptions, likely offers a third glimpse of Ix Yohl Ik’nal (Figs. 1.6, 1.14). Schele and 

Mathews (1998: 128) identify the seventh figure on the walls of the burial chamber as 
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this early queen, based on hieroglyphic elements in her headdress, including the signs 

Ajaw, Na, and Ol. The headdress worn by Ix Yohl Ik’nal on the sarcophagus sides seems 

to be a close match to the one worn in this case, especially when comparing the upper 

portion. 

The facial features of this portrait appear to be much smoother and less 

exaggerated compared to other portraits of Ix Yohl Ik’nal, perhaps a result of the dripping 

water that continually threatens to erase the details of the image. A second obstacle to 

comparing this portrait of Ix Yohl Ik’nal to others is the rectangular ornament worn 

around the mouth, which bars a view of her upper lip, edge of the mouth, and chin. This 

ornament encasing the mouth of Ix Yohl Ik’nal relates to the costumes of Maize Gods, 

and matches the pyrite and shell accessory discovered within the sarcophagus of K’inich 

Janab Pakal I (Schele and Mathews 1998: 127).58 Finally, the wide strap that extends 

from the headdress obscures the side of the face and line.  Despite these challenges, 

comparison of the face of Stucco Figure 7 offers remarkable similarities to the face of Ix 

Yohl Ik’nal as she appears on the sarcophagus sides. 

The profile of Stucco Figure 7 indicates the presence of a supplemental region, 

especially visible in the space between the top of the nose and the bottom of the hairline, 

suggesting a second profile line. The angle of the forehead and nose remains consistent 

with the sarcophagus portraits, although the extension, or second profile line, appears 

more prominently in the sarcophagus images. Incisions outlining the lids of the eyes 

exhibit the same angles at the edges as seen in the previous images, and the structure of 

the upper eye-socket, especially in its upward angle, also matches the others. The lips of 

Ix Yohl Ik’nal extend prominently from the face and the bottom lip turns downward in 

the same manner as seen in the other portraits. The general shape of the cheek parallels 

the cheeks shown in the other portraits as well. 

                                                
58 Ruz (1973: 198, Figs. 220-221) excavated the rectangular pyrite and mosaic ornament from Pakal’s tomb 
and noted its similarity to one depicted on Stela 13 from Naranjo. Schele and Mathews (1998: 127) cite 
another occurrence of the rectangular mouth ornament in the case of Stela 17 from Dos Pilas, where it 
appears in conjunction with a maize deity costume, and helps to situate the sitter as the Maize God at the 
time of creation. For additional discussions of costumes associated with maize deities see Taube (1985, 
1989) and Michel Quenon and Genevieve le Fort (1997).  
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In this portrait Ix Yohl Ik’nal wears a netted skirt typically associated with of 

Maize Gods. 59 At Palenque, another female ruler called Ix Sak K’uk’ most often wears 

this costume.60 Despite appearing in a costume conventionally associated with Ix Sak 

K’uk’, the face of this sitter clearly resembles other portraits of Ix Yohl Ik’nal. Iconic 

details embedded in her headdress corroborate this identification.61 Ix Yohl Ik’nal 

appears on the wall of the tomb along with the other ancestors of K’inich Janab Pakal, 

who served as illustrious early rulers of the site. Adding cache to Ix Yohl Ik’nal’s 

portrait, her netted skirt references the regenerative forces possessed by Maya Maize 

Gods. 

 

Synthesis, Ix Yohl Ik’nal 

When comparing the portraits of Ix Yohl Ik’nal a number of characteristics remain 

consistent (Fig. 1.15). The roundness of the face, achieved by the addition of a second, 

arcing profile line, extends the profile of each portrait. A pudginess of the cheeks and 

neck further emphasizes a rotund appearance, which contrasts with the flatness of the 

crown of the head. In addition, Ix Yohl Ik’nal’s images exhibit exaggerated lips, which 

extend well beyond the pillar of the mouth in all three portraits. 

On portraits of Ix Yohl Ik’nal appearing on the sarcophagus, an Ik’ sign decorates 

the medallion worn from her neck. Other personages shown on the sarcophagus also wear 

the same emblem. This sign appears with frequency at Palenque. Artists incorporate the 

Ik’ sign, for example, into the adornments of other kings and it also makes frequent 

appearances in architectural contexts, where windows and doors are carved into its shape. 

The significance of this ubiquitous sign is complex, referring to “wind,” “breath,” “life 

essence,” or even “soul,” meanings that may infuse Ix Yohl Ik’nal’s identity (Houston, 

Taube, and Stuart 2006: 143-147). The Ik’ sign may also relate to the movements of 

                                                
59 Moon Goddesses also wear similarly netted skirts; however, such deities usually appear with a large 
crescent-shaped icon, and they rarely wear shirts (see Taylor 1992; Taube 1993: 64-69).  
60 See the discussion of Ix Sak K’uk’s portraiture at the end of this chapter. 
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Venus, a planet that played a central role in ancient Maya ritual life.62 Lounsbury (1974: 

11) offers another significant meaning of the sign, arguing that the Ik’ symbol may have 

served as a royal female lineage title, “possibly one claiming descent from the Evening 

Star.” 

When comparing the portraits of Ix Yohl Ik’nal to the portraits of kings that 

precede her, she resembles her father, Kan Bahlam I (Cf. Figs. 1.11 and 1.15). Both Ix 

Yohl Ik’nal and Kan Bahlam I share the same distinctive lips positioned into awkwardly 

open mouths. Their noses resemble each other, especially in the angle spanning the tip to 

the wing of the nose. Additionally, both father and daughter have similar brow-ridges, 

with the upward angle of the top of the eye-sockets, and they have similar eyes. 

Ix Yohl Ik’nal’s long reign, lasting beyond 20 years, furnished the queen with 

considerable challenges. In 599, for example, as texts on the hieroglyphic stairway 

record, the enemy kingdom Calakmul sacked Palenque, inflicting political, economic, 

and spiritual devastation.63 An especially disastrous result of Calakmul’s offensive 

involved the despoilment of Palenque’s most sacred idols (Grube 1996; Martin and 

Grube 2000: 160). Perhaps the queen’s successful leadership through such crises, her 

illustrious father, or her celestial lineage may explain why her portrait appears twice on 

the sarcophagus. Schele and Mathews (1998:120) suggest that the repetition of her 

portrait on the sarcophagus also served as a way to visibly legitimize her children, who 

technically constituted a break in patrilineal succession. Schele and Mathews (ibid.) 

explain that the bird in the sovereign’s headdress is likely a quetzal. In addition to reading 

phonetically as kuk, additional meanings include “sprout” and “new growth,” concepts 

that directly relate metaphorically to notions of lineage. These authors contend that the 

quetzal therefore may emphasize Ix Yohl Ik’nal’s genealogical bond with Kan Bahlam I. 

                                                
62 Lounsbury (1974: 11) pointed out such a connection between Ik and the cycle of the Evening Star. 
Lounsbury (ibid) explained that Ik “is the canonical day for first visibility of Evening Star at the horizon, 
beginning that particular Evening Star period in the Venus calendar that is just prior to the Ahau heliacal 
rising of Morning Star; which later in turn is the most important of theses, being the one that begins a new 
Venus-Haab cycle.”  
63 Lounsbury (1980) proposes the date for this attack. Martin and Grube (2000:159-160) and Grube, Martin, 
and Zender (2002: II-14) synthesize the political activities surrounding Ix Yohl Ik’nal’s rule and the 
relationship between Palenque and Calakmul.  
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Hieroglyphic inscriptions suggest that bolstering the legitimacy of the lineage was of 

paramount concern for subsequent rulers throughout Palenque’s history, and I believe 

that the portraits of Ix Yohl Ik’nal and her father, which resemble each other in several 

ways, played a role in cementing the dynasty’s authority. 

 

Aj Neh Yohl Mat 

Following what was certainly a long and arduous reign, Ix Yohl Ik’nal died in 604. Aj 

Neh Yohl Mat, probably her son, acceded to the throne.64 This king only ruled for eight 

years and his tenure as Palenque king also saw military catastrophe, including another 

attack by Calakmul in 610-611, under the leadership of Scroll Serpent.65 The devastation 

surrounding this assault plays a central role in the texts in recorded in the Temple of 

Inscriptions (Martin and Grube 2000: 161; Grube, Martin, and Zender 2002: II-17). To 

date, no portrait of Aj Neh Yohl Mat has been discovered. 

 

Ix Sak K’uk’ 

The next individual to rule Palenque takes the name of a divine progenitor, who birthed 

the Palenque Triad of patron deities in mythological time, an act that is recorded on the 

Tablet of the Cross (Grube, Martin, and Zender 2002: II-17; Stuart 2006b: 90). Deviating 

from the royal line, in 612 a temporal leader named Ix Sak K’uk’ acceded the throne of 

Palenque, albeit for a short time.66 Queen Ix Sak K’uk’, the mother of the most famous 

Palenque king, K’inich Janab Pakal, appears at least five times in the visual corpus of 

Palenque. On the Oval Tablet, Ix Sak K’uk’ appears in the act of proffering the royal 

crown to her son. Sculptors represented Ix Sak K’uk’ twice on Pakal’s sarcophagus, on 

the north and south ends, adjacent to portraits of Pakal’s father. Although damage to the 

                                                
64 Mathews (2005) supports the view Ix Yohl Ik’nal bore Aj Neh Yohl Mat.  
65 Mathews (ibid.) explains that Santa Elena Monument 1 mentions Aj Neh Yohl Mat’s name, and that he 
may have held “overlordship” status over the neighboring site, a power position that may have incited 
Calakmul’s attack on Palenque to increase their power in the region.  
66 Ix Sak K’uk’ likely descended from Janab Pakal I, “the Elder,” who never held the office of ruler at 
Palenque, although he’s of royal blood (Schele and Freidel 1990: 223; Bassie-Sweet 1991: 242-243; 
Mathews 2005). I address the portraiture of Janab Pakal I in Chapter 2, along with other non-ruling 
individual elites depicted at Palenque. 
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stucco reliefs makes identification tenuous, M. G. Robertson (1983: 66) suggests that Ix 

Sak K’uk’s portraits appear on Pier C of House A, and Pier D of House D. 

 

Ix Sak K’uk’, Oval Palace Tablet 

Emblazoned on a royal furnishing in House E of the Palace, the earliest representation of 

Ix Sak K’uk’ appears on a sculpted throne back (Fig. 1.16).67 On the Oval Palace Tablet, 

as this monument is now known, artists recorded K’inich Janab Pakal I sitting atop a 

double-headed jaguar throne, as he receives the crown of rulership from his mother, Ix 

Sak K’uk’ (Fig. 1.17).68 Hieroglyphs near each of the sitters’ faces secure their identities. 

The glyphs denoting Ix Sak K’uk’ appear just above her head, and a caption labeling 

K’inich Janab Pakal appears directly to the left of his head, creating spatial links between 

the glyphs recording the names and their heads. To Pakal’s right, his mother extends the 

Palenque crown and bestows power onto her son. This crown, made of jade beads or 

shells, with a bouquet of long quetzal feathers springing from its top, makes conspicuous 

appearances in accession monuments that follow. A second symbol of rulership, termed 

the Jester God because of its resemblance to the hats worn by jesters in European courts, 

appears twice on Ix Sak K’uk’s headband-style headdress. Both types of headdresses, the 

hat-style and the headband variety, play important roles in Maya hieroglyphic 

inscriptions where they are referred to as huun (Miller and Martin 2004:68). The portrait 

of Ix Sak K’uk’ is a decidedly royal type. Despite the richness of royal icons embedded 

within the image, which reference the dressing of the Maize God, as others have 

suggested, the young king wears a paucity of clothing, focusing attention to the body and 

the  “power embedded in the man” (M. Miller 1999: 110). 

Accompanying significant emblems of rulership, the artist places emphasis on the 

portraits of the protagonists. The head of each sitter is proportionally larger than the rest 

                                                
67 The Oval Palace Tablet likely dates to the reign of K’inich Janab Pakal I, who ruled from 615-683 
(Martin and Grube 2000:162). Schele and Mathews (1979: 140) located segments of the lost inscription in 
the Bodega of Palenque allowing a more complete understanding of the monument to be discerned. M. G. 
Robertson (1985a: 28) asserts that House E probably predates the execution of the Oval Palace Tablet, and 
may have even served as the location at which Ix Sak K’uk’ underwent her coronation.  
68 The Oval Palace Tablet measures 117 cm high by 95 cm wide (M. G. Robertson 1985a: 28). 
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of their bodies, cuing the viewer to the significance of the head. Badly eroded from the 

base of the nose with damage extending over the mouth and chin, the face of Ix Sak 

K’uk’ is difficult to describe with certainty, yet a few features clearly stand out. In 

carving Ix Sak K’uk’s visage, the artist plainly includes a second profile line, which 

extends the angle where the nose meets the forehead, thus accentuating the long and 

sloping quality of the face. A clearly carved line marks the contrast between the real and 

the artificial portion of the profile.69 This second profile line probably indicates a 

cosmetic device. Combined with the round quality of the jaw-line, the general shape of 

the head appears to be round and heavy, with a severe flattening at the forehead and an 

acute narrowing at the crown. A second feature of prominence is the gradation of carving 

to suggest a prominent and angular cheekbone and eye-socket. In the photograph 

published by M. G. Robertson (1985a: fig. 90), a faint pupil can be discerned. A lightly 

carved, straight line appears on the cheek of the sitter, just between the location of the 

mouth and the ear ornament.70 This decoration of the cheek recalls the portrait of Ix Yohl 

Ik’nal. 

Ix Sak K’uk’ wears an important hairstyle. In M. G. Robertson’s categorization 

(1983a), this style is known as the SS-4, “Coronation Special”. At Palenque, hair cropped 

in this manner typically appears on male kings, including K’inich Janab Pakal (M. G. 

Robertson 1983a; 1983b: 67; 1985a: 30). On the Oval Palace Tablet both Ix Sak K’uk’ 

and her acceding son, Pakal, share the same special short coiffure. This hairstyle consists 

of a combed section in the front and a stepped section at the sides. The lower back of the 

head is shaved, and at the base of the head a short ring of hair hangs evenly, like fringe, 

just below the bare portion of the back of the head.71 This hairstyle also includes a lock of 

hair, which is pulled through a bead or binder. This lock springs forth from the region 

                                                
69 The incised line indicating this contour between the nose and extension is especially visible in a high-
quality photograph published by M. G. Robertson (1985a: fig. 94). 
70 This detail is much more easily observed in M. G. Robertson’s rubbing of the Oval Palace Tablet than in 
the photograph.  
71 M. G. Robertson (1985a: 29-30) describes this special haircut worn by both Pakal and Ix Sak K’uk’. She 
terms the hairstyle the “Coronation Special SS-4” type (ibid,; M. G. Robertson 1983a). 
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above the forehead. Topping the head, three locks of mid-length hair extend out from the 

upper portion of the headdress (M. G. Robertson 1985a: 29-30). 

 

Ix Sak K’uk’, Sarcophagus, North 1 

On the north side of Pakal’s sarcophagus, Ix Sak K’uk’ appears in the first (or eastern) 

position amid a cacao tree (Fig. 1.18). Her headdress consists of a quetzal bird and she 

wears a pectoral ornament marked with the Ik’ sign (M. G. Robertson 1983b: 67). The 

queen wears her hair cut around her ear, but two long shanks extend over her shoulder 

and down her back. She wears a headband, and from the front of her coiffure, a long 

strand of hair falls in front of the head. M. G. Robertson (1983b: 67) notes that this 

feature of the hairstyle appears exclusively in the hairstyles of Ix Sak K’uk’, K’inich 

Janab Pakal, and most portraits of women. Ix Sak K’uk’ also wears a cropped cape or 

large collar, embellished with jade or other flat stones (ibid: 68). 

Ix Sak K’uk’s face seems to be exceptionally long, with an elongated vertically 

oriented nose, thick chin, and high cheekbones. These features combine to create a profile 

that appears to be broadly curving, if not flat.  The orientation of this queen’s profile is 

nearly vertical, whereas other portraits on the sarcophagus have outward extending noses 

or foreheads. Although it may be only faintly observed, an incised line running down the 

length of her nose describes her natural and artificial profile line. Above the brow-ridge, 

Ix Sak K’uk’s forehead appears to be exaggerated, drastically extending upward beneath 

her vast coiffure and headdress. Ix Sak K’uk’ possesses an exceptionally full lower face 

and jaw. Within the eye-socket, Ix Sak K’uk’s eye is carefully delineated, with separate 

eye-lid carved at a different plane than the brow-ridge 

The unusually large head of this queen’s portraits prompted some scholars to 

suggest that she suffered from a acromegaly, a clinical syndrome that, “produced by a 

tumerous enlargement of the anterior pituitary glands at the base of the brain with the 

release of excess amounts of growth hormones, resulting in an accentuated growth of 

bones and soft tissues” (M. G. Robertson, Scandizzo and Scandizzo 1976:59-85). The 

large jaw creates a unique portrait, compared to others at the site (M. G. Robertson 



 58 

1983b: 66). M. G. Robertson (ibid: 66) described this syndrome’s effect on Ix Sak K’uk’s 

portrait: “The upper lip is unnaturally forced upward and it is the tongue, not the teeth, 

that is depicted here in her partially open mouth. The eyes are puffy and prominent bone 

over the brow characteristic of this disease can be seen and clearly felt on the stone 

carving.” In comparing this portrait to others of the same sitter, M. G. Robertson (ibid.) 

suggests that the disease does not show in the “earlier” portraits of Ix Sak K’uk’, for 

example on the Oval Palace Tablet the deterioration of the stone in the area of the chin 

prevents us from observing it. M. G. Robertson (ibid.) also sees the awkward, “spade-

like” quality of the hands on both sarcophagus portraits as further evidence of the 

presence of acromegaly, although she also acknowledges that this deformity could be the 

result of osteoarthritis, or osteoarthritis coupled with acromegaly (Fig. 1.18c, d).72 In my 

opinion most of the hands represented on the sides of the sarcophagus exhibit 

awkwardness, but Ix Sak K’uk’s face is certainly larger than the others. 

 

Ix Sak K’uk’, Sarcophagus, South 2 

Another representation of Ix Sak K’uk’ is carved on the south side of the sarcophagus 

(the eastern end), where the queen appears again, in front of a cacao tree, wearing a 

headdress consisting of a quetzal bird (Fig. 1.19). Ix Sak K’uk’ wears the same hairstyle 

and headdress as seen in her portrait on the north side of the sarcophagus. 

The facial features preserved in this carving are remarkably consistent with the 

portrait of Ix Sak K’uk’ on the north side of the sarcophagus. Striking features, again, 

include an exceptionally flat profile. Her cosmetic nose extension fills in the natural slope 

between her nose and forehead, adding to the impression of alignment of the base of the 

forehead, nose, and mouth. Her portrait exhibits a large chin and jaw, and lips that closely 

resemble her other portrait. Features consistent with acromegaly, as previously discussed, 

are again apparent in this portrait (Green M. G. Robertson, Scandizzo and Scandizzo 

1976; M. G. Robertson 1983b: 66). 

                                                
72 See M. G. Robertson (1983b: fig. 179) for a drawing that clearly describes the odd proportions and 
position of Ix Sak K’uk’s hands and fingers.   



 59 

Ix Sak K’uk’, House A, Pier C, left figure 

Within the complex of buildings known as the Palace, Pier C of House A bears relief 

sculpture consisting of a triadic figural composition framed with skybands.73 The central 

figure stands between two seated figures (Fig. 1.20). M. G. Robertson (1983b: 66, 1985b: 

17) identifies the seated left-hand figure as Ix Sak K’uk’. The queen wears the same 

costume as seen on the Oval Palace Tablet, consisting of a netted huipil and skirt, along 

with a faintly preserved pectoral ornament marked with the Ik’ sign. The skirt recalls the 

costume worn by Ix Yohl Ik’nal in her portrait sculpted on the walls of the crypt.  

The elongated head and oversized jaw visible in Ix Sak K’uk’s image, 

pronounced features of this representation, again suggest the presence of the genetic 

condition, acromegaly (M. G. Robertson 1985b: 17). M. G. Robertson (1985b: fig. 39) 

reports that Ix Sak K’uk’s face measures 2 cm longer than the other sitter’s face, and Ix 

Sak K’uk’s chin is exaggerated by an additional 2 cm.74 Although no obvious contour 

line remains to indicate a second profile line, M. G. Robertson points out that, “…8mm 

of stucco was added to the figure’s nose when it was formed. This is the false nose worn 

by certain nobility, which greatly accentuates the form of the nose extending into the 

forehead.” The extended length of her head and jaw creates a broad plane modeled into a 

cheek. The lower portion of Ix Sak K’uk’s face carries immense visual weight, while her 

flat and elongated forehead disappears within the a large headdress. 

Ix Sak K’uk’ has three delicately incised tattoo lines marking her cheek, again 

consistent with other representations of this queen. Her mouth opens slightly, revealing 

teeth. Although not well preserved, Ix Sak K’uk’s portrait included gently carved eyes 

oriented at a slant. Also consistent with her portrait on the Oval Palace Tablet, Ix Sak 

K’uk’ wears a shaven hairstyle, with sprays of hair springing from the top of the 

headdress. 

                                                
73 House A likely dates to the reign of K’inich Janab Pakal (Martin and Grube 2000: 164). 
74 M. G. Robertson (1985b: fig. 39) demonstrates the inequality of head size in a scaled drawing featuring 
the seated figures of House A, Pier C. This illustration shows that both the length of the head (Ix Sak 
K’uk’s head measures 24.5 cm and the right-hand figure’s only 22 cm) and the measurement of the chin are 
obviously larger in Ix Sak K’uk’s portrait (Ix Sak K’uk’s chin measures 7 cm whereas the other right-hand 
figure’s chin only 5cm). 
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Ix Sak K’uk’, House D, Pier D, right figure 

Commissioned after the time of K’inich Janab Pakal, either by K’inich Kan Bahlam II or 

K’inich K’an Joy Chitam II, the stucco-sculpted Pier D of House D likely offers a 

posthumous image of Ix Sak K’uk’ (M. G. Robertson 1983b: 66, 1985b: 39) (Fig. 21).75 

Since the figure’s face is almost completely eroded, the only clues to her identity include 

fragmentary costume components, most notably a short, netted skirt and huipil.  Because 

the left-hand figure depicted on the Pier D certainly represents K’inich Janab Pakal (see 

Chapter 3 for a discussion of Pakal’s portraits), Ix Sak K’uk’ serves as the most likely 

candidate to accompany the illustrious king on the sculpted pier. Severe damage of the 

right-hand figure’s head and prevents detailed analysis or comparison. 

 

Ix Sak K’uk’, Temple of Inscriptions, Pier C 

Presumably planned by K’inich Janab Pakal long before his death, the aged king 

probably died before seeing the completion of the decorative program emblazoned on the 

exterior of the Temple of Inscriptions. The pictorial and hieroglyphic scheme exhibited 

on temple’s surfaces speaks of K’inich K’an Bahlam II’s presence and agenda (Fig. 

1.22). Support for this assumption comes from the repetition of the image of K’inich 

K’an Bahlam II, where he serves as the subject of every image-bearing pier on the 

façade. In these relief carvings, K’inich K’an Bahlam II appears as an anthropomorphic 

child, exhibiting features of God K, as he is cradled in the arms of a standing ancestor. 

On Pier C, a faceless personage holds the infant in its arms. The severe erosion or 

destruction of the subject’s face hinders discussion of profiles or other significant facial 

features, but the preserved lower portion of the sculpture reveals a netted skirt, which 

suggests the identity of Ix Sak K’uk’ or Ix Yohl Ik’nal. The only other woman at 

Palenque known to wear a similar skirt is K’inich Kan Bahlam’s mother, Ix Tz'ak Ajaw, 

                                                
75 A second possible identity of the sitter appearing on the right side of the pier is Ix Tz'ak Ajaw, the wife 
of K’inich Janab Pakal (M. G. Robertson 1983b: 66, 1985b: 39). M. G. Robertson (1985b: 32) asserts that 
House D was constructed under the reign of K’inich K’an Joy Chitam. Martin and Grube (2000:164) 
suggest an earlier date, perhaps executed later in the life of K’inich Janab Pakal or during the reign of 
K’inich K’an Bahlam II. 
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whose portraits will be addressed in Chapter 4. Although his mother receives a place of 

importance in the portraiture program of K’inich Kan Bahlam, I suspect that the subject 

of Pier C is in fact Ix Sak K’uk’, since the endorsement of his grandmother, Ix Sak K’uk’, 

would offer the king great prestige and legitimacy. 

 

Ix Sak K’uk’, Synthesis 

When comparing portraits of Ix Sak K’uk’, a number of features consistently combine to 

constitute her visage (Fig. 1.23). The queen’s face regularly appears to be exaggerated in 

length, while her mandible exhibits over scaled proportions. Ix Sak K’uk’ also exhibits a 

double profile line where the nose meets the top of the forehead, suggesting a profile that 

is nearly flat and vertically oriented. These features coalesce to create an exceptionally 

large face, with a broad cheek and high cheekbone. Sculptors consistently carve Ix Sak 

K’uk’s eye with delicate incisions, compared to the deep modeling of the rest of her face, 

and each portrait reveals vertical lines, either indicating a tattoo or scarification, that 

mark her cheek. While previous rulers’ portraits exhibit some of these features, especially 

the exaggerated profile line and marks at the cheek, the combination of the features 

present in each of the portraits of Ix Sak K’uk’ show distinction. Each portrait 

representing Ix Sak K’uk’ appears to be relatively similar, that is, Ix Sak K’uk’ looks the 

same in each portrait. In addition, Ix Sak K’uk’ bears no close resemblance to previous 

rulers pictured at  Palenque. 

Ix Sak K’uk’s portraits show two possible hairstyles. The first coiffure involves a 

shaven back portion of the head, with a horizontal band of hair remaining at the base of 

the skull, a stepped cut around the ear, and groups of long hair that extend out from the 

top with a single gathering extending from the forehead. Typically men wore their hair 

cut and arranged in this fashion. Both Ix Sak K’uk’ and her son, K’inich Janab Pakal 

share the same style on the Oval Palace Tablet. In the two examples where Ix Sak K’uk’ 

appears with this style, the queen often wears a costume consisting of the netted huipil 

and skirt. In all portraits where the pectoral portion of her costume survives, the frontal 

medallion is marked with the Ik’ sign. On Pakal’s sarcophagus sides, Ix Sak K’uk’s hair 
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is long in the back, extending down above the top of her shoulders. This hairstyle 

matches Ix Yohl Ik’nal’s, who also appears on the sarcophagus. 

The distortions of the head and profile cast Ix Sak K’uk’ as the youthful Maize 

God, an idea noted by previous authors, especially in reference to the images of K’inich 

Janab Pakal (Figs. 1.24, 1.25).76 Serving as one of the most important deities of the Maya 

pantheon, the youthful Maize God’s distinctively elongated head resembles an ear of 

corn. The Maya Maize God resurrected from the underworld in the form of corn, as a 

result of the sacrifice, or literally the decapitation of another god’s head. In modern and 

ancient Mayan languages, the word baak, signifies both ‘bone” and “seed” linking the 

sacrifice and interment of the deity’s head with life-sustaining rebirth of maize crops. 

Directly below the Maize God represented on this plate, a skull appears to be the source 

from which the deity sprouts. If we recognize the parallels between skulls or bones, and 

seeds, the human head, therefore, becomes a location where Maya kings intersect with 

their mythological pasts and look forward to their future. Just as Maya Maize Gods 

resurrect from the ancestral skulls or seeds of their ancestors, Maya dynasties follow the 

same cycle. 

Complementing the shape of the head, a second reference to the Maize God is the 

hairstyle worn by Ix Sak K’uk’. This hairstyle consists of several short tassels of bound 

hair springing from the top of the head. Shaven portions of the forehead and back of the 

head heighten the allusion to maize since the hair represents corn silk and the head 

symbolizes the ear of young corn. This hairstyle never appears on Ix Yohl Ik’nal, but 

rather is shared by Ix Sak K’uk’ and her son, K’inich Janab Pakal. Additionally, Ix Sak 

K’uk’s costume depicted on the Oval Palace Tablet and House D, Pier D resembles garb 

frequently worn by maize deities, including a netted huipil or shirt with a long netted 

skirt. The netted pattern of the set parallel the cracks made on the earth’s surface in some 

depictions of Maize Gods. Ix Sak K’uk’s portraits, therefore, simultaneously reference 

                                                
76 Taube (1985) first elucidated the relationship between the youthful maize gods and the extreme 
elongation of the head, along with other attributes such as the tonsured coiffure, and the Hero Twins 
described in the Popol Vuh.  
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the birth, renewal, and sustenance associated with maize deities while citing other icons 

of power such as jaguar imagery, royal crowns, and Jester Gods. 

Despite the power suggested by the portraits of Ix Sak K’uk’ through the vast 

number of portraits executed and through their incorporation of Maize God imagery and 

royal icons, hieroglyphic inscriptions from Palenque reveal that this queen faced many 

challenges. Ix Sak K’uk’s reign was short, lasting from 612 to 615, and during part of 

that reign her subjects probably viewed her as a temporary stand-in until her son, K’inich 

Janab Pakal I, until he was old enough to take the throne. It is not certain who Ix Sak 

K’uk’s parents were, but it seems likely that her position as ruler was a deviation from 

the royal line at Palenque, since no text indicates a direct royal pedigree (Martin and 

Grube 2000: 161). Furthermore, texts from the Temple of Inscriptions dolefully convey a 

“loss of the divine lady” and that rituals of a paramount nature were not undertaken 

resulting in the improper veneration of deities (Martin and Grube 2000: 161; Grube, 

Martin, and Zender 2002: II-18). Perhaps the shakiness that characterized Ix Sak K’uk’s 

reign prompted future Palenque kings, including her son and grandchildren, to recast her 

reign in a more positive light through portraits that clearly outlined membership in royal 

lineages. 

 

CONCLUSIONS 

With the exception of the travertine bowl depicting Casper II, the views offered of 

Palenque’s early rulers emerge through the lenses of the 7th century kings. It must be 

recalled that artists working in this fruitful era either followed guides, which are unknown 

to us now, or created with great invention a system dictating the nuances of likeness, 

which I suggest through this research exist. This chapter included analysis of 17 total 

portraits representing seven sitters. Images of Ix Sak K’uk’ appear with the most 

frequency, with six portraits known, while the second best represented individual is Ix 

Yohl Ik’nal, who appears in three portraits. 

Analysis of images depicting the earliest rulers of Palenque suggests a type of 

portraiture that relies on the consistent representation of the idiosyncratic facial features 
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of a given sitter. Many of the differences that I contend distinguish one Palenque ruler 

from another may be discerned at the location of the profile. Such characteristics, ranging 

from the degree of exaggeration of the noses through use of a cosmetic supplement, the 

extension of foreheads, particular angles of the noses, types of lips, or drastically over-

scaled jaws, may be immediately understood by a viewer by examining the contour of the 

profile. I believe that artists privilege the convention of portraying kings with their heads 

in profile, because the profile contains so much information that could be communicated 

with great efficiency. A set of highly codified icons, which may mark the sitters’ 

associations with rulers, relationships to gods and goddesses, or may relate to the 

personal name of the sitter, operate alongside highly specific faces to express 

combinations of royal, divine, and personal identity. 

In addition to representing individual subjects with consistent facial features, the 

portraits of sitters from the early era exhibit great stability. All portraits show the sitters 

in a manner that suggests they are the same age. Excessive wrinkles, sagging, and other 

signs that might suggest that a sitter is advanced in age only appear in the portrait of 

Casper II, which may have been created during an earlier time than the rest of the corpus 

considered here. At the same time, none of the sitters included in this corpus appear to be 

particularly youthful. Instead, each portrait reveals a subject that seems to be in the early 

to middle phases of adulthood. 

In all of the examples where more than one portrait remains of the same sitter, the 

faces and heads look quite similar, and modifications and decorations applied to the face 

appear with consistency. Only Ix Yohl Ik’nal and Ix Sak K’uk’ exhibit scarification or 

tattoos on their faces, in the form of a bar-like shape depicted at the side of the mouth 

extended to the cheek. Of the 17 portraits considered, only two sitters exhibit facial hair: 

Casper II has a short beard and Kan Bahlam I has a small goatee. 

Of the seven people pictured during this early era, less than half of them are 

represented with an obvious false nose, or a cosmetic device appended to their face. 

These sitters include both of the female subjects, Ix Yohl Ik’nal and Ix Sak K’uk’, as well 

as Kan Bahlam. A pattern observable with one early Palenque ruler involves merging 
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facial features with those of maize deities. At Palenque, the portraits of Ix Yohl Ik’nal 

and Ix Sak K’uk’ encourage references to maize deities in the appearance of face, hair, 

and huipil. Ix Sak K’uk’s face, with the extreme flattening of her profile, and the 

exaggeration of the length of her forehead and head, echo the very forms of the faces and 

heads of the Maya Maize God. I argue that the same tools for portraying the individual 

facial features of historical persons simultaneously associate the sitter’s identity with the 

principle gods of the Maya. 
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Chapter 2: 

Portraits of Non-Rulers During the Reigns of the Early Kings 

 

INTRODUCTION 

In this chapter I consider representations of persons depicted on the early works of art at 

Palenque that never served as rulers. The people whose portraits are addressed here 

achieved positions of elevated status within Palenque’s society. I examine representations 

of such non-rulers who lived during the time period addressed in the previous chapter, 

from the reign of K’uk’ Bahlam I (ruled 431-435) through Queen Ix Sak K’uk’ (ruled 

612-615). I consider only those individuals whose names appear in the hieroglyphic 

record without titles and ceremonies associated with rulers.  These sitters appear in 

pictorial scenes as companions of the rulers, or in one case, a high-status noble serves as 

the primary sitter for a portrait sculpted onto an incense burner stand. 

Following a format employed in the previous chapter, I discuss the known 

portraits of each noble, focusing primarily on facial features, while commenting on other 

items of appearance that may participate in the expression of individual identity. Relying 

primarily on formal analysis, I compare representations of nobles to other examples 

depicting the same individual, and then compare sitters to other sitters, including the 

rulers. As in the previous chapter, I attempt to discuss how such portraits operated within 

larger pictorial programs at the site. Through consideration of the portraits of early nobles 

that never ruled, I suggest that their portraits closely resemble portraits of certain kings 

and queens described in Chapter 1, and that these portraits participate in the 

communication of biological relationships. 

 

ANALYSIS OF NON-RULER PORTRAITS 

Aj Sul 

One of the earliest known non-rulers represented at Palenque possesses the important title 

yahaw k’ahk’ (Lopez Bravo 2004: 258). This designation translates as “Lord of Fire” and 
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seems to describe an important status that involved military or religious responsibilities 

(Stuart 2006a: 18). 

 

Aj Sul, Censer Stand from Building 1, Group 4 

Excavated from Group 4, a series of buildings located west of the Palace at Palenque, a 

limestone censer stand bears the portrait of noble named Aj Sul (Lopez Bravo 2004: 258) 

(Fig. 2.1). During Palenque’s Classic period occupation, the set of structures known as 

Group 4 likely served as a residence for non-ruling elite lineages (Rands and Rands 1961; 

Martin and Grube 2000: 173). During reign of K’inich Ahkal Mo Nahb III (r. 721-736) 

Group 4 exhibits close connections to an important Palenque noble, called Chak Suutz’, 

who served as an important subsidiary lord and successful military general (Martin and 

Grube 2000: 173). 

Archaeologists unearthed the sculpture of Aj Sul from the upper level Building 1 

of Group 4, which faces the patio, the same location where the bust of K’uk Bahlam I, the 

founder of the dynasty, was discovered (Fig. 1.1). The hieroglyphic inscription on the 

sculpture’s edges describes Aj Sul’s accession to the status of yajaw k’ahk’, a ceremony 

that was overseen by Pakal I “the Elder,” whose portrait will be addressed later in this 

chapter. An inscription on the stand indicates the date of 608, a year that falls within the 

reign of Aj Neh Yohl Mat. 

Oriented frontally, the face of Aj Sul dominates the composition and the back half 

of his face merges into the rectangular form of the stand. Large circular earflares frame 

Aj Sul’s face and his chin rests atop a feline head. Aj Sul wears a headdress of short 

densely packed feathers. A fringed band extends around the crown of the head. The front 

of Aj Sul’s headdress presents two large circular elements, resembling large goggle-like 

medallions. This distinctive headdress appears on a portrait executed much later at 

Palenque, again in Temple 19, where another individual bearing the same yajaw k’ahk’ 

status is portrayed (López-Bravo 2004: 258; Stuart 2006a: 124). Stuart (2006a: 124) 

suggests that the goggles may relate to traditions of military garb typically associated 
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with the Central Mexican site, Teotihuacan, and that at Palenque this distinctive costume 

element may visually herald the yajaw k’ahk’ office. 

The face of Aj Sul exhibits high cheekbones and a square jaw. The sitter’s nose 

and portions of the lips no longer remain intact. Damage also appears on the upper region 

of one eye-socket. The portrait of Aj Sul possessed a wide nose, which narrows 

significantly at the top. His eyelids are deeply carved, with straight lines describing the 

upper lid and curving lines describing the lower lids. The sides of the lids droop 

drastically and terminate at sharp edges. The severity with which the artist carved the lids 

corresponds with the sharpness of the brow-ridge and upper eye-sockets. The sitter has 

relatively small lips and a fleshy mouth. Gently modeled curves define the edges of the 

chin and faintly incised lines at the edge of both sides of the face suggest subtle wrinkles. 

Although Aj Sul’s damaged nose makes it difficult to evaluate, no hint of a cosmetic 

supplement can be seen on the forehead, where such devices often appear. In addition, no 

visible markings on the face suggest tattoos, scars, or facial hair. 

 

Janab Pakal I, “The Elder” 

Another early noble to make an appearance at Palenque lived the final portion of his life 

during the reigns of Ix Yohl Ik’nal and Aj Neh Yohl Mat.77 Janab Pakal, “The Elder” 

may have been either the second son of Ix Yohl Ik’nal, or her husband (Martin and Grube 

2000: 161; Mathews 2005). Epigraphers have yet to unravel the exact nature of Janab 

Pakal’s genealogy and status, however, inscriptions at Palenque describe this personage 

with a full emblem glyph, indicating that Janab Pakal held an elevated rank, although no 

known texts afford his name royal titles.78 Artists clearly provide evidence of his clout 

through the inclusion of his portrait on the sarcophagus of K’inich Janab Pakal, his 

grandson. 

                                                
77 Both Aj Neh Yohl Mat and Janab Pakal I died in 612, with Janab Pakal I passing only a few months 
before his brother (Martin and Grube 2000: 161). The lid of the sarcophagus records the deaths of Janab 
Pakal I, “the Elder” and Aj Neh Yohl Mat (Schele and Mathews 1998: 117-119). 
78 Additional evidence of Janab Pakal I’s political power can be seen by his presiding over the installation 
of nobles into subordinate offices at other sites in both 608 and 610, a duty typically undertaken by rulers 
(Mathews 2005). 
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Janab Pakal I, Sarcophagus, West 1 

Janab Pakal I appears as part of the vast gallery of ruler-portraits on the sarcophagus of 

K’inich Janab Pakal. Carved in the first position (north end) of the west side, sculptors 

insert the image of Janab Pakal I into the same formula utilized to present Palenque’s 

kings and queens (Figs. 1.5, 2.2).79 Janab Pakal I emerges from the earth, designated by a 

Caban sign, in front of a guyaba tree (patah) (Schele and Mathews 1998: 120).80 

Icons assembled as part of the headdress of Janab Pakal I announce his name, 

specifically the owl, which in Maya writing serves as a variation for the hieroglyphic sign 

janab (Schele and Mathews 1998:120). In front of his face appears a glyphic collocation 

that spells his name phonetically (ibid.) (Fig. 1.5d, first position). Other components of 

the sitter’s headdress include a small Jester God head with a mirror symbol embedded 

within its hat (M. G. Robertson 1983b: 71). Beneath the headdress, Janab Pakal I wears a 

hairstyle similar to the other males pictured on the monument. 

In harsh opposition to the patterns of costumes bedecking the other sitters shown 

on the sarcophagus sides, Janab Pakal I lacks a chest medallion. Schele and Mathews 

(1998: 120) interpret this gross deviation of ornament as a marker of the fact that Janab 

Pakal I never ruled Palenque. In addition, instead of wearing an elaborate beaded collar, a 

simple necklace of jade beads adorns his neck. 

Sculptors fashioned Janab Pakal’s face into a long and rectangular form (Fig. 2.2). 

A small, but clearly visible, incised line indicates the vast difference between the real 

contour of his nose’s profile, and the added mass. His false nose and forehead are larger 

than any discussed so far. M. G. Robertson (1983b: 71) points out that Janab Pakal I is 

the only male pictured on the monument, “whose false nose extends into the forehead 

while the line of the actual nose is inscribed in the natural manner.” This obvious 

                                                
79 As discussed in the previous chapter, the portraits shown on the sides of the sarcophagus must have been 
executed before K’inich Janab Pakal’s death in 683. 
80 The only other person represented on the sarcophagus to appear in front of a guayaba tree is Ahkal Mo’ 
Nahb I (M. G. Robertson 1983b: 71). 
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modification of the profile supplements the upper portion of the sitter’s face, resulting in 

a long and blocky face. 

Janab Pakal I possesses a long cheek with only a shallowly modeled cheekbone. 

Above the gently curving eye, the upper eye-socket seems to be awkwardly designed, 

because the angle of the brow-ridge is not carried out into the false nose. In fact, it almost 

appears that the sitter’s face is dented. In addition, the high arc of the upper portion of the 

eye-socket gives Janab Pakal I a wide-eyed appearance, an expression that in present day 

Western culture we might interpret as surprise. 

Below the nose of Janab Pakal I the artist carved a thin upper lip, exhibiting a 

distinctive base of the philtrum and a relatively thick bottom lip; this is carved so deeply 

it casts a shadow. Extending from the side of the mouth, a rectangular bar or ornament is 

indicated. Beneath the mouth of Janab Pakal I, a rounded chin extends into a nearly 

straight jaw-line, which is oriented in a horizontal line. A small goatee, like the one worn 

by Kan Bahlam marks his chin (M. G. Robertson 1983b: 71). 

 

Synthesis, Janab Pakal I, “the Elder” 

Other portraits of Janab Pakal may participate in the visual programs of Palenque. A  

"Janab Pakal" is pictured and mentioned in relation to Pier E of House C and Pier F of 

House D of the Palace. However, these references and images likely represent K’inich 

Janab Pakal, whose portraits I address in Chapter 3; I argue that they closely resemble 

other known portraits of K’inich Janab Pakal.81 

Since no other securely identified portraits of Janab Pakal I exist, discussion of 

the consistency of features may not be undertaken. However, comparison to other 

individuals represented at Palenque offers fruitful information, as Pakal shares some 

distinctive characteristics with others, especially Ix Yohl Ik’nal and Ix Sak K’uk (Cf. 

Figs. 1.15, 1.23, and 2.2). Portraits of these sitters exhibit large false noses that extend 

onto their foreheads and terminate at the beginning of the hairline (M. G. Robertson 

                                                
81 Mathews (2005) discusses the possibility that these portraits may represent Janab Pakal I, but explains 
that hieroglyphs fail to suggest which “Pakal” is being referenced. 
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1983b: 71).82 Both Ix Yohl Ik’nal and Janab Pakal I have eye-sockets shaped into high 

arcs. Portraits of both sitters exhibit the tattooed (or scarred) thin rectangular bar, which 

extends from the corner of the mouth across the cheek. 

Comparison of Janab Pakal I to Ix Sak K’uk’, believed to be his daughter, offers 

additional similarities. The most remarkable shared quality is the shape of the head and 

face. Both father and daughter have long faces, exhibiting a general rectangular quality 

and a flatness of profile. Like Ix Sak K’uk’, Janab Pakal I’s head is exceptionally large, 

when compared to the other figures represented on the sarcophagus who have broad 

cheeks (Fig. 1.5) Both Janab Pakal I and Ix Sak K’uk’ wear large false noses that allow 

the natural nose to be discerned within it by a deliberately carved line (ibid.). These 

prostheses supplement the face in a fashion that emphasizes the verticality of the profile. 

Furthermore, both individuals wear the bar at the edge of the mouth, as well as display 

similar chins and lines of the jaw. If Ix Sak K’uk’ possesses the genetic condition 

acromegaly as described by M. G. Robertson, Scandizzo and Scandizzo (1976), I think 

that she inherited it from her father Janab Pakal I. I believe that Janab Pakal I closely 

resembles both his mother, Ix Yohl Ik’nal and his daughter, Ix Sak K’uk’. His goatee 

may provide a visual link to Kan Bahlam. 

 

K’an Mo’ Hix 

A second non-ruler given great prominence in the sculpture of Palenque is K’an Mo’ Hix, 

the father of K’inich Janab Pakal, who appears twice on the sarcophagus. Described by 

epigraphers as either the “husband” (Schele and Mathews 1998: 122) or “consort” (M. G. 

Robertson 1983b: 68; Martin and Grube 2000: 161) of Ix Sak K’uk, K’an Mo’ Hix 

played an important role in the history of Palenque, and sculptors carved his portrait on 

both the north and south sides of his son’s sarcophagus. In both cases artists rendered his 

image so that his face turns in the direction of Ix Sak K’uk’. Within the hieroglyphs 

adjacent to his portraits, his name appears without the Palenque emblem glyph, however, 
                                                
82 M. G. Robertson (1983b: 71) compares this feature to a number of portraits at Palenque, and notes that 
artists represent Janab Pakal I, Ix Sak K’uk’, Ix Yohl Ik’nal, and K’inich Janab Pakal in a manner that 
shows their natural noses visible within the false nose.  
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in the texts inscribed on the edge of the sarcophagus, the Palenque emblem glyph 

accompanies his name, suggesting that he was a native of the site (Schele and Mathews 

1998: 122).83 

 

K’an Mo’ Hix, Sarcophagus, North 2 

On the north side of the sarcophagus, the second personage depicted is K’an Mo’ Hix (M. 

G. Robertson 1983b: 68) (Figs. 2.3a, b). As observed in the portrait of Janab Pakal I “the 

Elder,” the fact that K’an Mo’ Hix never ruled Palenque fails to influence the format 

chosen for his portrait. He stands before a nancé tree (chi’ in Mayan) (Brysonima 

crassifolia) (ibid.: 1983b: 58; Schele and Mathews 1998: 122). Around his neck hangs a 

medallion bearing the bi sign and his headdress consists of a macaw bird that has the eye 

of a jaguar, iconographic choices that reference his name (ibid.). 

In some ways the hairstyle worn by K’an Mo’ Hix resembles other styles worn by 

men in the works of art from Palenque, especially in how a portion of hair is shaven at 

the back of the head. The arrangement of the front of the hair, however, resembles hair 

worn by no others at the site. The hair lifts upwards from the top of the forehead, forming 

a tall, neatly “combed pompadour” (M. G. Robertson: 1983b: 68). Combined with the 

sideburn, one might describe the style as “Elvis hair” if seeking an easy comparison to 

popular culture. A headband crosses over the forehead of K’an Mo’ Hix, further framing 

and highlighting the dramatic coiffure. 

The portrait of K’an Mo’ Hix on the north side of the sarcophagus exhibits a large 

bulbous nose and a flat, greatly elongated forehead. The profile of the sitter is relatively 

straight and slopes back at roughly at 45-degree angle. Providing an interruption to the 

                                                
83 The view held by Schele and Mathews (1998: 122) that K’an Mo’ Hix emerged from Palenque contrasts 
with the position offered by M. G. Robertson (1983b: 68), who suggests that K’an Mo’ Hix may be a 
foreigner because his name lacks the Palenque emblem glyphs within the hieroglyphic captions of his 
portraits on the sarcophagus sides. Schele and Mathews (ibid.: 342 n. 21) explain that this noble’s name 
includes a designation that reads Ch’ok Ajaw, in place of a proper Palenque emblem glyph. The authors 
surmise that the term choh relates to concepts of biological relationships and lineage. In addition, the name 
of K’an Mo’ Hix appears on the edge of the sarcophagus where it contains the Palenque emblem glyph, 
suggesting he could not be a foreigner (ibid.: 122).  
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profile line, a deeply carved upper eye-socket constitutes a notable facial feature. Despite 

this exaggerated brow-ridge, sculptors indicated no sign of a cosmetic supplement. The 

profile of K’an Mo’ Hix is gently rounded in a semicircular shape, without sharp angles 

at the sides. Below his prominent nose, K’an Mo’ Hix has a puffy mouth with relatively 

thin lips, which extend out from a round, somewhat double chin. Delicate, yet visible, 

lines demarcate a deep nasolabial furrow (or “laugh line”) and contour of the wing of the 

nose. Because he wears a small ear ornament, a large portion of the sitter’s cheek can be 

seen. 

 

K’an Mo’ Hix, Sarcophagus, South 1 

A second portrait of K’an Mo’ Hix appears on the south end of the sarcophagus. Once 

again, this portrait accompanies the image of Ix Sak K’uk’ (M. G. Robertson 1983b: 68) 

(Figs. 2.3c, d). The image of this noble on this side of the monument nearly matches the 

one on the opposite side. K’an Mo’ Hix appears with the same grandiose hairstyle, and 

his face exhibits the same features described in the discussion of his portrait on the 

northern side, including a flat and elongated forehead, a large, and prominent nose, a 

highly arcing upper eye-socket, and a corpulent chin. The same thinly carved lines mark 

the edge of the nose of K’an Mo’ Hix defining its edge, and suggesting a wrinkle at the 

edge of the mouth. On this portrait, the lower portion of the sitter’s face appears to be 

even fleshier, since the back of the jaw and face are shown with exceptional roundness. 

 

Synthesis, K’an Mo’ Hix 

Both portraits of K’an Mo’ Hix appearing on the sarcophagus share the same facial 

features. Particularly noticeable characteristics include a long flat forehead, large bulbous 

nose, a fleshy mouth with thin lips, a round, chubby chin, a pronounced upper eye-socket, 

and lines delineating the edge of the wing of the nose and the mouth. Neither portrait 

demonstrates a false nose, as no appended device is visible, and only one profile of the 

nose can be detected. Overall, both portraits exhibit a face that seems to be thick and 

fleshy, and both portraits represent the sitter with the same hairstyle. 
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Comparison of other individuals whose portraits appear on the sarcophagus reveals no 

exact matches, however the portrait of Ahkal Mo’ Nahb I offers several similarities (cf. 

Figs. 1.9 and 2.3). Artists represent both sitters with noses of the same shape and both 

exhibit the same distinctive eye-socket and eye. Ahkal Mo’ Nahb I and K’an Mo’ Hix 

have thin lips that turn downwards upon fleshy mouths. Both sitters share the same exact 

chin and carry generous amounts of flesh on the lower part of the face. Even the ears and 

ear ornaments (composed of a small dangling lobed ornament, decorating both Ahkal 

Mo’ Nahb and K’an Mo’ Hix) appear to be the same.84 The only substantial difference 

between their portraits is the long and exaggerated forehead seen in the image of K’an 

Mo’ Hix. 

One explanation for the similarities observable in the portraits of Ahkal Mo’ Nahb 

I and K’an Mo’ Hix could be that the same artist carved both images. A more likely 

possibility, in my opinion, involves the conspicuous referencing of facial features in 

portraits to demonstrate a biological link between Ahkal Mo’ Nahb I and K’an Mo’ Hix. 

K’an Mo’ Hix may have been a “patrilineal descendant” of Ahkal Mo’ Nahb I (Hopkins 

1986: 256; Bassie-Sweet (1991: 246), and an advantage of Ix Sak K’uk’s union with him 

would have been the re-positioning of her offspring within the original ruling lineage of 

Palenque.85 If Ahkal Mo’ Nahb I was a direct relative of K’an Mo’ Hix, it explains why 

this early king is celebrated in the inscriptions of the Tablet of the Sun, where texts 

celebrate him as an important ancestor of K’inich Kan Bahlam II (Bassie-Sweet 1991: 

246). This also means that Ahkal Mo’ Nahb I may have been both a maternal and 

patrilineal ancestor of Kan Mo’ Hix. 

Bassie-Sweet (ibid.) supports this theory, rooted in hieroglyphic evidence, with a 

discussion about the sarcophagus of K’inich Janab Pakal. Although she does not explore 

the possibility that the portraits of Ahkal Mo’ Nahb I and K’an Mo’ Hix may resemble 

each other and visually suggest a genealogical relationship, she notices that the placement 

                                                
84 Kan Bahlam I and Ix Yohl Ik’nal also wear this ear ornament. Ix Yohl Ik’nal offers few similarities in 
her portraiture, but Kan Bahlam in some ways resembles K’an Mo’ Hix, however the differences of the 
nose and brow-ridge make Ahkal Mo’ Nahb I. 
85 Quoted from Bassie-Sweet (1991: 246).  
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of their portraits on the coffin communicates their connection. Bassie-Sweet explains that 

rather than appearing near the portion of the lid’s text which addresses Ahkal Mo’ Nahb’s 

death, sculptors executed his portrait directly below the text describing the death of K’an 

Mo’ Hix, providing a “subtle statement about the lineage affiliation of Kan Mo’ 

Hix…and by extension it also implies that his son K’inich Janab Pakal II is a legitimate 

member of the original lineage.”86 

The prominence afforded to Ahkal Mo’ Nahb I in hieroglyphic inscriptions at 

Palenque, the relationship between texts and images on the sarcophagus, and the uncanny 

correspondence of the portraits of Ahkal Mo’ Nahb I and K’an Mo’ Hix might celebrate a 

biological relationship between the early king Ahkal Mo’ Nahb I and K’an Mo’ Hix. If 

this is the case, portraits operate alongside texts and icons to record important 

information about Palenque’s dynastic past and play a role in shaping the culture in 

which the seventh-century kings and elites operated. 

 

CONCLUSIONS 

In this chapter I analyzed the portraits of three non-ruling individual lords from Palenque. 

A total of four portraits served as the primary corpus for this category. With such a small 

sample of non-ruler portraits from the early phase of Palenque’s history, challenges 

emerge when attempting to draw conclusions. Perhaps additional portraits from this era 

remain to be discovered, but another possibility could be that little need or desire existed 

to represent, in permanent media, images of persons other than kings and queens. In cases 

where nobles of non-ruling status appear in the visual record of the site, they seem to 

have close connections to rulers, if not belonging to the same royal dynasties. 

Three of the four portraits known to us from this era appear within the same 

sculptures that display the rulers’ portraits. Later kings that commissioned these portraits, 

including K’inich Janab Pakal I, K’inich Kan Bahlam II, or K’inich K’an Joy Chitam II, 

thought it appropriate to share the monuments with these high-status individuals, thereby 

                                                
86 Quoted from Bassie-Sweet (1991: 246), however, I have I modified the spelling of some names for 
consistency. 
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setting a precedent. Kings that rule during the latest phase of the site’s apogee continue 

this tradition and appear alongside high-status lords on relief carvings. 

Non-rulers appear with few discernable differences in terms of the rendering of their 

faces, compared to the portraits of rulers. Of the three sitters considered here only K’an 

Mo’ Hix appears in two portraits. In these images his head, face, and even his hairstyle 

nearly match. This reveals an interest in rendering features of the face with consistency, 

even in the case of non-rulers. 

When comparing the sitters of this chapter to ruling contemporaries, important 

similarities emerge. I suggest that artists represented the faces of non-rulers with 

particular details that show remarkable resemblance to the early rulers depicted at 

Palenque. For example, I suggested that the portrait Janab Pakal I, “the Elder” resembles 

his mother, Ix Yohl Ik’nal, where both mother and son share the same arched eye-sockets 

and bar that marks the edge of their mouth and cheek. In addition, I propose that Janab 

Pakal I also possesses features that closely match characteristics seen in the portraits of 

the queen, Ix Sak K’uk’, who was probably his daughter. Similar facial details include a 

large false nose that reveals the “real” nose within, the bar at the edge of the mouth, 

similar chins and jaw-lines. In addition, I posited that K’an Mo’ Hix closely resembles 

Ahkal Mo’ Nahb I, where their portraits share the same eye-sockets, lips and downward 

turned mouth, a pudgy jaw-line and the exact same earrings. By referencing Ahkal Mo’ 

Nahb I through the image of K’an Mo’ Hix, a noble that may have been a biological 

relative, the monument positions the offspring of K’an Mo’ Hix, namely K’inich Janab 

Pakal, back within the original ruling lineage. In both cases of non-rulers exhibiting 

astonishing resemblances to past rulers, the similarities may function to cement the 

positions of later kings within the royal dynasties of the site. 

While certain titles indicate different tiers of status in hieroglyphic texts and 

headdresses, no equivalent designations mark facial features from this time. No set of 

features seems to mark “royalness” in the face of a sitter. Even the exaggerations of the 

profile and forehead, or a false nose, which shape the head to resemble a maize cob, may 
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be observed on at least one non-ruler, Janab Pakal I, “the Elder” suggesting that this 

feature was not exclusively reserved for kings. 
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PART II 

 

Chapter 3: 

 

Portraits of K’inich Janab Pakal and his Ruling Sons 

 

 

INTRODUCTION 

K’inich Janab Pakal (ruled 615-683) became king in 615, at the age of twelve. As a youth 

Pakal likely had little part in the designing of visual programs, but his long reign, lasting 

nearly 70 years, marks the beginning of the most intense period of portrait-creation at 

Palenque. In addition to examining the portraits depicting K’inich Janab Pakal I, this 

chapter includes analyses of images that represent Pakal’s two sons, K’inich Kan Bahlam 

II (ruled 684-702) and K’inich K’an Joy Chitam II (ruled 702-711), rulers that also 

embraced portraits. In this epoch, artists created more portraits than any other time in the 

history of the site. In addition, portraits from this era operate in conjunction with larger 

visual programs, merging architectural complexes, bodies of hieroglyphic inscriptions, 

and portable objects. 

This examination of the portraits from Palenque’s apogee begins with analysis of 

the images representing K’inich Janab Pakal, following in order of succession, K’inich 

Kan Bahlam II and K’inich K’an Joy Chitam II. As in the previous chapters, I attempt to 

address the corpus of portraits depicting each individual chronologically, beginning with 

the oldest known representations. Oftentimes the date of execution is known through 

hieroglyphic inscriptions, but in other cases the date must be inferred by contextual 

evidence. After examining portraits representing the same sitter, I explore the ways in 

which the most powerful men of seventh-century Palenque reference other people 

through their portraits. I compare portraits of these kings to other sovereigns and elites 

represented at the site, including previous rulers, parents, other illustrious relatives and 

members of Palenque’s dynasty that serve as namesakes. 
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ANALYSIS OF RULER PORTRAITS 

K’inich Janab Pakal I 

Born to Ix Sak K’uk’ and K’an Mo’ Hix, K’inich Janab Pakal I became king of Palenque 

in 615. K’inich Janab Pakal, whose name pakal means “shield” in Mayan, apparently 

acceded to the throne in a situation in which no other direct male heir could be located 

(Miller and Martin 2004: 201). Rather than descending from a male member of the ruling 

dynasty, Pakal’s link to the ruling lineage traces through his mother, Ix Sak K’uk’, or 

perhaps through his father, K’an Mo’ Hix, who may have been a relative of the early king 

Ahkal Mo’ Nahb I. Before Pakal became king it seems as though the kingdom had 

struggled to maintain tranquil relationships with its neighbors, with attacks by Calakmul 

posing some of the most treacherous challenges.87 However, inscriptions from the young 

king’s reign only allude to a few conflicts including one at around 628 in which an elite 

lord from Palenque was taken as a captive by Piedras Negras, and another victory by 

Bonampak in 603 or 655 (Grube 1996; Martin and Grube 2000: 163-163). Clues to the 

diplomatic tribulations at Palenque include a series of sculptures representing captives 

taken during military campaigns in 662, which were installed as part of the East Court’s 

adornment. Inscriptions that describe the capture of others lords in 659 appear on the 

steps of House C (Schele 1994; Martin and Grube 2000:164-165). In addition, Nuun Ujol 

Chaak from Tikal visited the kingdom, perhaps during a period in which Calakmul was 

threatening Tikal (ibid.). 

The long reign of K’inich Janab Pakal coupled with his success in guiding the 

kingdom to great prominence, despite the political pressures asserted by Palenque’s 

neighbors, resulted in numerous works of art that exhibit his visage. In each of the 

portraits representing K’inich Janab Pakal, artists render the features of his face with 

amazing consistency. In summarizing the typical characteristics of his portraits, Mathews 

notes, “Pakal always exhibits an elegantly sloping profile, slender proportions, a high 

                                                
87 Martin and Grube (2000: 162); Mathews (2005). 
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forehead, and a relatively triangular face, even when shown as a youth.”88 Portraits of 

Pakal establish conventions of royal portraiture, which will influence later representations 

of Palenque kings. 

 

K’inich Janab Pakal I, Oval Palace Tablet, right figure 

The earliest known monument representing K’inich Janab Pakal I is a dual portrait of the 

young king and his mother, Ix Sak K’uk’, shown at his accession in 615 (Figs. 1.16, 3.1a, 

b).89 As described in Chapter 1, the Oval Palace Tablet serves as a throne back, while the 

bas-relief image carved upon it simultaneously records the transfer of power from Ix Sak 

K’uk’ to her son, through the proffering of the quetzal-bedecked jade “drum major” 

headdress (M. G. Robertson 1985a: 28-32; Schele and Miller 1986: 114). Sitting on the 

ground below him, Ix Sak K’uk’ faces her son and raises the Palenque crown, while 

Pakal sits cross-legged atop a double-headed jaguar throne. Pakal positions his hands in 

front of his chest, in a gesture indicating his reception of the offering.90 

Pakal wears a hip-cloth, belt, wristlets, and a medallion around his neck bearing 

the Ik’ symbol. He dons a simple headband. Ornaments within his hair include a Jester 

God at the forehead and a le symbol, which appear along with other royal icons (M. G. 

Robertson 1985a: 29). Both Pakal and his mother wear the same stepped hairstyle, the 

“Coronation Special SS-4” type (M. G. Robertson 1983a: 30, 37; 1985a: 29). 

Pakal’s head exhibits elongations and an exaggerated nose, creating a sloping 

profile (Fig. 3.). An incised line extending just within the edge of his profile suggests a 

supplemental cosmetic devise, or false nose, to create a new profile. The resulting 

modified profile is nearly vertical at the location of the nose, and curves drastically just 
                                                
88 The quote cited above derives from an online resource called “Who’s Who In the Classic Maya World,” 
by Peter Mathews. Initially published by FAMSI in 2005, the content continues to be updated by Matthews 
and other contributors. 
89 Ruz (1952a) discovered the Palace Tablet in 1949. After the reign of K’inich Janab Pakal, remodeling of 
House E likely took place under the auspices of K’inich K’an Joy Chitam II, where he added ornaments of 
stucco to the Oval Palace Tablet installation and replaced the throne with a new one that bore inscriptions 
describing his position at Palenque (Miller 1993: 366). 
90 Elizabeth Benson (1974) addresses hand gestures and categorizes their types. M. G. Robertson (1985a: 
29) points out a similar position assumed by the figure on Bonampak Sculptured Stone. See M. G. 
Robertson’s high-quality rubbing (1985a: fig. 93). 
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above the brow-ridge. Above his headband, an exceptionally broad portion of his 

forehead is clearly visible, creating the illusion of additional length. Below Pakal’s nose, 

his upper lip extends out slightly beyond his lower lip and small chin.  The portrait of 

K’inich Janab Pakal exhibits a relatively youthful and lean king. 

This accession portrait probably played an important role in the coronation of 

future kings at the site. It may have served as the actual location where succeeding kings 

underwent accession ceremonies in which they obtained royal headbands and crowns. 

When a future king sat upon the bench below the Oval Palace Tablet, the height of the 

bench would have positioned the person’s head roughly at the center of the tablet. The 

head of the person using the bench would appear slightly below the royal headdress and 

Pakal’s face. The acceding king, therefore, would appear alongside the portraits of 

K’inich Janab Pakal and Ix Sak K’uk’. The ritual use of this portrait, therefore, facilitated 

the performance or enactment of new group portraits for elite audiences who would have 

gathered within the small southwestern courtyard of the Palace. 

 

K’inich Janab Pakal I, House A, Pier C 

A second portrait depicting K’inich Janab Pakal I represents the king in the company of 

his mother, Ix Sak K’uk’, and another seated individual. K’inich Janab Pakal likely poses 

as the central figure on Pier C of House A of the Palace (Fig. 3.2).91 Exhibiting the same 

body proportions as the central figures featured on Piers B and D, the bodies are likely 

created from patterns (M. G. Robertson 1975:455). Given the distinctive and consistently 

represented features of Pakal’s mother, who crouches on the left side of the pier, it is not 

unreasonable to assume that the sculptor also endowed Pakal’s face with carefully 

rendered facial features and nuances characteristic of his other portraits. Unfortunately, 

                                                
91 The exact date of the commissioning of the piers of is unclear. Mathews (2005) suggests that House A 
may have been created and dedicated in 670 during the reign of Pakal himself. Martin and Grube 
(2000:164) contend that its construction dates to the reigns of K’inich Kan Bahlam II or K’inich K’an Joy 
Chitam II, while Miller (1993: 368) points out that scenes composed of three figures, with the central figure 
possessing elevated status, become especially popular during the reign of K’inich K’an Joy Chitam II, 
which pushes the date back even later. Regardless of the commissioners mentioned above, each of the 
possible patrons could have reasonably chosen to represent K’inich Janab Pakal as the central subject of the 
scene.  
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little of the face remains, but his magnificent headdress, consisting of long features, 

extending ribbons, and the head of the Principal Bird Deity can be discerned (M. G. 

Robertson 1985b: 19). 

Directly in front of his damaged face, K’inich Janab Pakal holds a God K scepter, 

emblematic of his divinely sanctioned rule. Another preserved feature of his portrait 

includes a lock of hair drawn through a bead, which springs from the forehead-region of 

his coiffure. This feature of the hairstyles appears exclusively in the coiffures of rulers 

(M. G. Robertson 1983b: 30), and it closely resembles other examples worn by Pakal and 

his mother, particularly the “SS-4” type. Damage to the portrait makes it difficult to 

determine whether or not this face resembles other portraits, but the preserved forelock of 

the sitter’s hairstyle, the God K scepter of rulership, and the presence of Ix Sak K’uk’ 

supports the possibility that K’inich Janab Pakal I appears at the center of the pier. 

 

K’inich Janab Pakal, Sarcophagus Lid 

The most famous portrait of K’inich Janab Pakal appears on the carved sarcophagus 

cover in his tomb, deep within the Temple of Inscriptions (Fig. 3.3).92 Typically 

celebrated for its complex iconographic program and for the rich contents within the 

sarcophagus, the lid has inspired little discussion of Pakal’s face or portrait.93 

At the center of the large limestone lid artists sculpted the image of K’inich Janab 

Pakal as he reclines atop the shallow bowl of an incense burner, along with a stingray 

spine, a death symbol and a shell (Fig. 3.4).94 Behind him the world tree extends up the 

central axis of the lid, bearing the Principal Bird Deity in its uppermost section and 

extending its arms wide to channel open-mouthed serpent-like creatures that exhale 

                                                
92 After four arduous seasons of digging, Pakal’s tomb was unsealed on June 13, 1952 by Ruz (1973:548-
552). The vaulted chamber containing the sarcophagus measures 30 x 13 ft (9 x 4 m).  
93 See Schele and Mathews (1998:110-119) for rich descriptions of the lid’s iconographic program. 
94 In ancient Maya iconography, the so-called Quadripartite Badge consists of an assemblage of objects 
including an incense burner marked with a k’in sign, which supports a shallow plate containing a stingray 
spine, a cimi death sign and a cut shell. This group of signs relates to notions of resurrection and 
transformation (Schele and Miller 1986: 285).  
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K’awiil deities.95 The image describes, in cosmic terms, the liminal center of the 

universe, the location where Pakal both “enters the road” or dies, and simultaneously 

becomes infused with new life (Schele and Mathews 1998: 117). The figure’s reclining 

position and outwardly turned foot underscore his state of rebirth and resurrection while 

suggesting physical movement to the viewer.96 

Supplementing K’inich Janab Pakal’s profile, a second modeled extension fills in 

the natural space where the nose connects to the brow-ridge and forehead, creating a 

smooth, gently sloping profile. This facial supplement appears to be attached to the 

headband that spans Pakal’s vast and shaven forehead. His forehead extends well above 

the headband, creating an extremely elongated appearance. 

Closely resembling other portraits of the sovereign, this portrait of K’inich Janab 

Pakal exhibits eye-sockets described through shallow carving and an incised eye of a 

particular shape. Delicately carved lines suggest the lids of the eye. The bottom contour 

gently curves downwards and meets the top lid forming a sharp angle. The socket of the 

eye is gently modeled and forms an upper brow-ridge. Where the upper portion of the 

eye-socket nears that profile line, the modeling becomes deeper. 

Pakal exhibits a relatively large cheek, a rounded chin, and a large nose, that 

slopes at a gentle angle. At the level of Pakal’s nostrils, a bead in the form of an Ajaw 

sign represents precious life-force, breath, or essence (Houston, Stuart and Taube 2006: 

145-52). The area between the cheek and the nose is deeply carved. Below the nose, 

                                                
95 K’awiil is an important Maya deity that appears in many forms. This god typically appears with a mirror 
sign on his forehead and an extending torch (Schele and Miller 1986: 49). Other attributes include scales on 
his skin and a leg that terminates in a serpent (ibid.). He often takes the form of a scepter, which Maya 
kings hold.  K’awiil seems to be a deity closely associated with elites and royal lineages (Miller and Martin 
2004: 293). 
96 The seemingly awkward position of K’inich Janab Pakal’s foot depicted on the sarcophagus lid prompted 
some authors to suggest the presence of a clubfoot (M. G. Robertson, Scandizzo and Scandizzo 1976: 66; 
M. G. Robertson 1983b: 61). According to M. G. Robertson (ibid.), other cases in which K’inich Janab 
Pakal  may appear with a clubfoot include Pier D of House D of the Palace and possibly the Simojovel 
shell (see M. G. Robertson 1983b: fig. 142). I disagree with this interpretation because of its sporadic 
appearance in Pakal’s portraits. In addition, I see the position of the foot as a mark that Pakal’s body is in 
motion, much like the outward turned foot in dance scenes suggests that the body is engaged in movement 
(see Bassie-Sweet 1991: 220; Schele 1988; Grube 1992).  
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sculptors suggested a thin upper lip and down-curving mouth, atop a thicker lower lip. 

Pakal’s mouth opens slightly, revealing small teeth. 

Pakal wears a sophisticated hairstyle described by M. G. Robertson (1983a: 36) as 

the “God K Special”. Rulers wear this coiffure in specific contexts. This hairstyle 

consists of a drawn up pompadour, shaven sideburns, a shaven section at the back of the 

head, with short hair below it. Shown on Pakal’s vast forehead between his headband and 

hairline, a large torch emerges. This flaming torch, combined with this specific haircut, 

create a visage that closely resembles God K, the important god of rulership (ibid.). 

 

K’inich Janab Pakal, Jade Mask 

Covering Pakal’s face within the sarcophagus, the king wore a facemask fashioned of 

small jade tesserae (Fig. 3.5). This mask, which exhibits a portrait of the deceased king 

on its front, shows a set of features consistent with other representations of the most 

famed Palenque king. This object also provides a rare opportunity to see a ruler’s portrait 

from a frontal point of view, since most surviving royal portraits are carved in low relief 

and present images of the subject from the side. 

The face of the mask presents an elegant gentle triangle-shaped form. It exhibits 

the same proportions and general appearance that one would expect based on other 

representations of K’inich Janab Pakal. Artists even enlivened the eyes by creating irises 

made out of thinly cut obsidian that allowed dots, painted on the back, to show through to 

indicate the pupils (Kennedy Easby and Scott, 1970: entry 189). However, the usefulness 

of the mask in discussions of portraiture is slightly limited because the mosaic mask was 

not found intact, but was pieced together after its initial discovery and reconstructed 

based on other portraits of Pakal.97 Under the auspices of INAH, Sofía Marínez del 

Campo Lanz and Laura Filloy Nadal (2004:12-13) undertook a second reconstruction of 

the mask using a model of another portrait of Pakal, Stucco Head I, from his tomb as a 

guide that dictated certain aesthetic decisions in refitting together numerous jade pieces. 

                                                
97 See Martínez del Campo Lanz and Filloy Nadal (2003: 13) for photographs of Pakal’s mask before and 
after the recent reconstruction. 
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However, the mask still corroborates the nature of certain features. The long thin nose of 

Pakal, for example, would obviously result regardless of who attempted the 

reconstruction, as the pieces constituting this part of the face fit so perfectly and tightly. 

Ornamenting his face, the original excavation of Pakal’s burial chamber found a 

jade headband with a sculpted hunal jewel over his forehead and earflares and a 

rectangular-shaped red-painted pyrite object over his mouth. This pyrite ornament 

mirrors those represented on the stucco figures sculpted on the walls of Pakal’s crypt and 

relates the face to Maize Gods (Schele and Mathews 1998: 127) (Fig. 1.6). 

 

K’inich Janab Pakal, Stucco Head I 

Two stucco heads, sculpted in the round, were found in Pakal’s burial chamber, 

underneath the sarcophagus (Fig. 3.6).98 Stucco Head 1, a life-size sculpture, portrays 

K’inich Janab Pakal I (M. G. Robertson 1983b: 73).99 The sculptor exaggerated the 

length of K’inich Janab Pakal’s nose, portraying nearly as much of its length above his 

eyes, extending onto his forehead, as the portion that exists below the eyes. The 

overstated nose creates a gently sloping profile that we associate with Pakal. He has thin 

lips, broad high cheekbones, and a delicate chin with a shallow cleft marking its center. 

Pakal’s eyes are delicately incised within gently modeled sockets, with the modeling of 

the brow-ridge deepest near the false nose. While hair covers this region of his head, his 

forehead is exaggerated and flat. Accentuating the extreme length of his head and profile, 

Pakal’s hairstyle includes segments of hair swept atop his head and gathered with an 

embellished band, creating sprays of foliage-like sections. M. G. Robertson (1983a: 36) 

categorizes this style as “SS-2.” Young buds of cacao flowers decorate his headband 

(Miller and Martin 2004: 214). Like other portraits of Pakal, such as the Oval Palace 

                                                
98 Ruz (1973) unearthed Stucco Head 1 and 2. M. G. Robertson (1983b: 73-74) proposes that Stucco Head 
1 and its pendent Stucco Head 2 discovered within Pakal’s tomb had been inserted into slots on the walls of 
House A, as part of a portrait gallery during the time of K’inich Kan Bahlam II. She explains that portions 
of the armature remain on Stucco Head 1, which would have supported its weight and allowed it to be 
installed on a wall. M. G. Robertson explains that this theory would require re-entry of the tomb at a much 
later date, in order for the heads to have been discovered beneath the sarcophagus.  
99 See M. G. Robertson (1984b: Fig. 232) for photographs showing multiple views of Stucco Head 1. 
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Tablet and the Sarcophagus Lid, the sides of Pakal’s hair are cut into two lengths at the 

ears, with a shaven section across the back. A small band of short hair creates a bottom 

border at the lower portion of the back of the head. 

 

K’inich Janab Pakal, Temple of Inscriptions, Pier D 

Pier D of the Temple of Inscriptions offers an extremely fragmentary view of a personage 

standing in a position that suggests dance (Figs. 1.2c, 3.7).100Only portions of the figure’s 

legs, loincloth, and rear portion of its headdress remain intact. The neck, face and 

headdress provide no clues about the identity of the sitter, but some scholars have 

suggested the identity of K’inich Janab Pakal because the piers seem to be showcasing 

the most important relatives of K’inich Kan Bahlam II.101 

Within the spray of feathers that extends from the sitter’s headdress, M. G. 

Robertson (1983b: 42) identified a torch, which extends from the forehead of the child 

held within the figure’s arms. This detail provides critical evidence that the child, K’inich 

Kan Bahlam II, whose portraits are discussed below, is shown with attributes of God K. 

The sculptures exhibited on each of the piers on the Temple of Inscriptions participate in 

visually proclaiming facets of a ritual in which K’inich Kan Bahlam II became heir to the 

throne and proclaims his divine nature (Schele and Mathews 1998: 99). While K’inich 

Janab Pakal would have been central to such rituals, the destroyed portrait offers little 

assistance in understanding how his physical features relate to the program of pier 

sculptures. 

 

K’inich Janab Pakal, House D, Pier D 

According to M. G. Robertson (1985b: 39) the figure sculpted on the left-hand side of 

Pier D of House D represents K’inich Janab Pakal, who appears in a scene involving an 

                                                
100 K’inich Kan Bahlam most likely commissioned the sculptural program on the piers of the Temple of 
Inscriptions after the death of K’inich Janab Pakal (Schele and Mathews 1998: 99). 
101 Schele and Mathews (1998: 99); Mathews (2005). 
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underworld context (Fig. 3.8).102 Pakal stands with his hips to the front, with one leg bent 

at the knee while raising a foot, a pose that suggests dance.103 This position signifies that 

he is engaged in a dance involving a serpent, which both he and Ix Sak K’uk’ 

simultaneously hold.104M. G. Robertson (ibid.: 39-40) interpreted this pose as evidence of 

Pakal’s suffering from a clubfoot, a deformity that she used as evidence for identifying 

the figure as Pakal, since she believed the same clubfoot appeared on his sarcophagus lid. 

I do not believe that this image represents a clubfoot, but rather that the sitter is 

represented in the midst of performing a ritual dance. In imagery representing dance 

performances, the dancers feet often appear with their feet posed in similar positions. 

No hieroglyphic evidence directly labels the left-hand personage as K’inich Janab 

Pakal, but following M. G. Robertson’s suggestion (1985b: 40), the well-preserved face 

exhibits features consistent with other portraits of this famous king. This portrait 

represents an exaggerated profile through a false supplement of the nose, a flat and long 

forehead, and a nose and chin exhibiting gentled carved at angles that closely match other 

images of Pakal. In addition, the shape of the sitter’s cheek and high cheekbone similarly 

recall other images of K’inich Janab Pakal. While his hairstyle varies slightly from other 

examples, it still includes a spray of hair emerging through a bead or band, extending 

from above his wide, high forehead, which is typical of Pakal’s hairstyles (M. G. 

Robertson: 1983a: 30). In the portrait artists painted Pakal’s hair blue, a rare choice since 

other sitters in this program have red pigment applied to their hair (M. G. Robertson 

1985b: 40). 

                                                
102 The building of House D of the Palace may date to the reign of K’inich Janab Pakal’s son, K’inich Kan 
Bahlam II (Martin and Grube 2000:164). 
103Michael Coe and Elizabeth Benson (1966: 16) describe the position of the central figure as one engaged 
in dance. See Grube (1992) for hieroglyphic and iconographic analyses of dance. Schele and Miller (1986: 
275) and Miller and Martin (2004:218) describe icons included in K’an Joy Chitam II’s costume, such as 
the diadem, string-knot belt, and ear ornaments that suggest his impersonation of the god Chaak. Martin 
and Grube (2000: 171) place the Dumbarton Oaks Panel as a commission undertaken during the reign of 
K’inich K’an Joy Chitam II.  
104 Although she does not indicate that Pakal is dancing, M. G. Robertson (1985b: 39) notes the 
significance of the positions of the bodies, describing the joint holding of the serpent as “symbolic pose”.  
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K’inich Janab Pakal I, Dumbarton Oaks Panel 2 

A panel from Palenque, now known as the Dumbarton Oaks Panel 2, bears a portrait of 

K’inich Janab Pakal (Fig. 3.9). In this scene K’inich Janab Pakal accompanies his son, 

K’inich K’an Joy Chitam II, as his son performs a ritual involving dance movements and 

an axe, likely invoking or impersonating the deity Chaak.105 Hieroglyphic texts inscribed 

at the top of the plaque and in registers situate each individual’s name near their face 

(Wald 1997: 10). The exact location in which the panel was installed in ancient times is 

unknown, but recently, Stuart (2006b: 93) introduced the possibility that it originated in a 

temple on Mirador Hill, behind the group of the Cross. 

Seated at the feet of his dancing son, Pakal appears on the right-hand side of the 

panel. He holds a small Jester God upon his lap (De la Fuente 2004:244; Miller and 

Martin 2004:218) (Fig. 3.10). On the left side of the panel, Pakal’s wife Ix Tz’ak Ajaw 

holds a similar effigy (ibid.). Pakal’s portrait includes an additional profile-line creating a 

gently sloping forehead. Pakal’s forehead is extremely high and his chin curves gently. 

His portrait looks exactly like the others already discussed in this chapter. Pakal wears a 

sophisticated headdress, packed with royal icons, along with a special hairstyle, described 

by M. G. Robertson (1983a: 37) as the “Coronation Special” SS-4 type. 

 

K’inich Janab Pakal I, Palace Tablet, left figure 

The image of K’inich Janab Pakal I is utilized in a monument that celebrates and records 

the accession of K’inich Janab Pakal I’s second ruling son, K’inich K’an Joy Chitam II, 

who took the throne in 702 (Fig. 3.11). The Palace Tablet, as the monument is now 

known, shows us this coronation, and the monument was installed within a gallery that 

connected House A to House D, Palace, called House A-D.106 Like the Oval Palace 

Tablet, this accession monument operates as a throne-back, a visual record of the 

                                                
105 See Coe and Benson (1966: 16) and Miller and Martin (2004: 218). 
106 Ruz (1952a) discovered the Palace Tablet in House A-D in 1949. Martin and Grube (2000: 165, 171) 
posit that House A-D may have been begun during the reign of K’inich K’an Joy Chitam II. 
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coronation event, and textual record that situates K’inich K’an Joy Chitam II within an 

illustrious dynasty. 

Mirroring the Oval Palace Tablet, the Palace Tablet features K’inich K’an Joy 

Chitam II as the primary subject (M. G. Robertson 1985b: 57). K’inich Janab Pakal (Figs. 

3.12) appears on the left-hand side of the tablet, while to the right, we see the mother of 

the new king, Ix Tz’ak Ajaw, Pakal’s wife. The protagonists sit atop bone thrones with 

anthropomorphic heads. Pakal holds the “drum major” headdress, which we presume he 

is about to extend to his son, thus officially transferring power and the position of king.107 

On the opposite side of K’inich K’an Joy Chitam II sits the mother of the new king, Ix 

Tz’ak Ajaw, who holds a flayed-skin offering, which rests upon a piece of fabric within a 

shallow bowl. 

Proportionally larger and longer than the rest of his body, K’inich Janab Pakal’s 

head exhibits a distinctive profile line which is consistent with his other portraits. The 

king’s exaggerated nose meets the broad, high forehead in a gentle slope. As observable 

in other images of him, a second profile line can be easily discerned. Pakal’s high 

cheekbone is visible but a large earspool covers his broad cheek, subsequently hiding 

most of his small chin. The bottom of Pakal’s mouth extends outward until it terminates 

in thin, parted lips. A shallow eye-socket contains a thinly incised eyelid. The hairstyle of 

K’inich Janab Pakal is cropped short at the back, and cut into a neat sideburn in front of 

the ear. A section of gathered hair sprouts out of a front-lock at the top of his extremely 

high forehead. The mass of his hair, again arranged in the “Coronation Special” SS-4 

extends with other embellishments from the top of his headdress (M. G. Robertson 

1983a: 37). 

 

K’inich Janab Pakal, Platform from Temple 21 

Artists carved a final portrait of K’inich Janab Pakal long after the famous king’s life 

(Figs. 3.13, 3.14). Sculpted in low relief on the face of a low platform within Temple 21, 
                                                
107 Bassie-Sweet, Hopkins, and Josserand (personal communication, as cited in Martin and Grube [2000: 
171, 232 n. 30]) discuss the possibility that House A-D may have been constructed to physically house the 
drum-major headdress pictured on the Palace Tablet and other monuments.  
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this well-preserved portrait represents K’inich Janab Pakal, who sits cross-legged before 

a circular cushion, which exhibits jaguar markings. The king’s body faces the front and 

his head turns, offering the viewer a typical profile-view. Flanking K’inich Janab Pakal I, 

a pair of snarling anthropomorphic creatures appears at the ends of the panel. Artists also 

feature a portrait of K'inich Ahkal Mo' Nahb III, a late Palenque king, to Pakal’s 

immediate right, while a another late king called U Pakal K'inich sits to Pakal’s left. 

K’inich Ahkal Mo’ Nahb III, Pakal’s grandson, ordered the creation of this monument in 

736, which marks the Long Count date 9. 15. 5. 0. 0. (González Cruz and Bernal Romero 

2002; Miller and Martin 2004: 232). Interspersed within the scene, blocks of hieroglyphic 

texts name the sitters and include the name of K’inich Janab Pakal (ibid.). 

The portrait of K’inich Janab Pakal serves as the focus of this composition, both 

because of his central location on the panel and because the king operates as the axis 

around which the other four figures are arranged. The two figures immediately adjacent 

to Pakal heraldically turn their bodies and heads away from him, while the personages at 

the ends face to the center of the scene. Carved with a linear delicacy and fluidity, the 

style of the figures rivals the calligraphic inscriptions (Miller and Martin 2004: 232).108 

In this portrait, K’inich Janab Pakal wears a sophisticated hairstyle and headdress 

that mesh together to form a grand crowning display. According to Miller and Martin 

(ibid.), K’inich Janab Pakal appears “in the guise of an ancestral king.” Pakal’s hairstyle 

consists of a variation of the “Coronation Special” SS-4, including a large section of 

upswept sections of hair, with a forelock and shaven band at the back. The headdress 

consists of ornaments of god heads, ribbons, feathers, and flowers. A headband weaves 

through the back of the assemblage of headdress and hair, and spans Pakal’s vast flat 

forehead, and appears to secure small downward hanging vegetal elements. González 

Cruz and Bernal Romero (2004: 265) explain that this headdress contains icons that 

reference the name of an illustrious ancestor Ch’away U “K’ix” Kan. Furthermore, these 

                                                
108 Please see my conclusions in Chapter 5 for an expanded discussion about the relationship between the 
calligraphic style of writing and the styles observable in the execution of portraits.  
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authors (ibid.) suggest that the accompanying hieroglyphic inscriptions record K’inich 

Janab Pakal’s personification of this legendary ruler. 

Sculptors represented the face of K’inich Janab Pakal in a manner that looks 

strikingly similar to the portraits executed over a generation earlier. Pakal’s face exhibits 

the same graceful and sweeping profile, false nose and angle of the lips, mouth and chin. 

The point where the brow-ridge meets the nose is deeply modeled creating a contrast with 

the shallow modeling of the eye-socket. Consistent with the earlier representations of 

Pakal, his forehead is dramatically elongated and the line of the profile sweeps inward, 

calling greater emphasis its exaggeration. Pakal also appear to be relatively youthful, 

possessing the same slender proportions. 

The features of the sitter’s face look the same as in all other known images 

representing K’inich Janab Pakal. Specific physiognomic features of Pakal’s face clearly 

match the features observable in past portraits. This view of Palenque’s famous king 

would likely contradict the memory of Pakal’s appearance that Palenque’s courtiers 

would have had, if they were old enough to have known Pakal. Rather than portraying an 

aged ruler, Pakal still appears as a young man. Shown with his typical exaggerations of 

his forehead, slender proportions, and bare chest, which sharply contrasts with the full 

capes worn by his companions, the portrait of K’inich Janab Pakal easily overlaps with 

past portraits of this sovereign that quotes the features of youthful Maize Gods. 

The only substantial difference between this portrait of K’inich Janab Pakal and 

earlier portraits commissioned by the king’s sons, involves the manner, or style, 

employed by the sculptors. Artists represent the features of Pakal with great severity, 

with deeper incisions, more contrasting gradations of planes, and with what might be 

generally described as an exaggerated heaviness, which borders on caricature. Despite 

this highly expressive style, which emphasizes fluid and linear qualities of the face, Pakal 

still looks the same. Although artists employ deeply incised lines to articulate the features 

of the face, viewers read these lines as stylistic devices rather than marks to indicate 

wrinkles. Despite the use of a carving style that emphasizes severe gradations of contour 

and precisely rendered contours, viewers still read the image as a youthful portrait of 



 92 

K’inich Janab Pakal. In Chapters 5 and 6, I discuss this difference in style and suggest 

that it serves as a feature typical of portraits executed during the late phase at Palenque. 

 

K’inich Janab Pakal, Synthesis 

The numerous portraits representing K’inich Janab Pakal offer a rich corpus of imagery 

to elucidate and distill the critical features of his portraits (Fig. 3.15). Following the brief 

description offered by Mathews (2005), K’inich Janab Pakal exhibits a sloping profile 

and slender proportions. He appears as a youth possessing a slightly triangular face. 

Other elements of this famous king’s portraiture include the conspicuous addition of a 

false nose and an elongated and flat forehead. Shallow carving describes his upper eye-

socket, while deeply carved planes define the wing of the nose. He has a delicate, yet 

downward turned, mouth and small chin. Pakal’s mouth and lips always extend beyond 

his chin and his face. Pakal appears with a limited number of hairstyles. In nearly all of 

his portraits, Pakal’s hair dramatically sweeps atop his head, accentuating the slope of his 

profile and his high forehead. His coiffures typically feature forelocks of hair. No other 

individual pictured at Palenque, or at any other Maya site, possesses the same exact set of 

facial features. 

When comparing the portraits of K’inich Janab Pakal to the portraits of other 

individuals at Palenque, shared features can be noted. For example, certain elements of 

K’inich Janab Pakal’s appearance may be observed in portraits of his mother, Ix Sak 

K’uk’. On the Oval Palace Tablet, for example, both mother and son share the same 

hairstyle and certain facial features (Cf. Figs. 1.13, 1.14, 3.15). They had similar profiles 

and both Ix Sak K’uk’ and K’inich Janab Pakal appear with false noses created by the 

addition of a prosthetic supplement. Both sitters have relatively long faces, and their 

mouths turn downward. K’inich Janab Pakal, however, never appears with excessive 

flesh on his lower jaw, but his mother’s portraits consistently represent portliness in this 

region of the face.  

Compared to the two known portraits of K’an Mo’ Hix, it seems that K’inich 

Janab Pakal shares almost no characteristics with his father (Cf. Figs. 2.3 and 3.15). 
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Whereas Pakal is slender and possesses a gently sloping profile, K’an Mo’ Hix has a 

blocky head with sharply defined features. Only the sitters’ vast foreheads serve as 

common features. 

Compared to the only image representing Janab Pakal I, “The Elder,” a few 

general features are shared between K’inich Janab Pakal and his namesake and 

grandfather (Cf. Figs. 2.2 and 3.15). Both individuals are represented with similar 

profiles and false noses. However, K’inich Janab Pakal never appears with a goatee, a bar 

marking the side of his mouth, nor does he exhibit the heavy lower face that his 

grandfather’s portrait exhibits. 

While Pakal’s portrait is highly individual and does not closely resemble anybody 

at the site, his images exhibit a few qualities that are shared with his mother’s portraits, Ix 

Sak K’uk’, and his grandfather and namesake Janab Pakal I, “the Elder.” Since most of 

the known images of this ruler date to the reigns of his sons, the motivations for 

commissioning such works relate to the agendas of later kings. Through the display of 

such portraits of K’inich Janab Pakal, rulers such as K’inich Kan Bahlam II and K’inich 

K’an Joy Chitam II celebrated their father and simultaneously connected themselves to 

his royal ancestry. 

Since artists created many posthumous portraits of K’inich Janab Pakal his 

identity could be manipulated with relative ease. Artists could render the shape of Pakal’s 

head, features of his face, and his costume in a manner that encouraged the merging of 

his identity with Maya Maize Gods. Attributes that suggest Pakal’s divinity include the 

exaggeration and elongation of his forehead, his foliage-like hairstyle, and his ornaments. 

Like the images of maize deities that decorate Classic period ceramic vessels, Pakal 

typically appears shirtless with a simple jade necklace. In addition, he always appears to 

be youthful. His portraits exhibit great stability, consistently presenting the viewer with 

images of a godly king. 
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K’inich Kan Bahlam II 

K’inich Janab Pakal’s reign lasted until 683 A.D. when he died in his early 80’s. Pakal’s 

son K’inich Kan Bahlam II acceded him. Although Kan Bahlam II commissioned no 

monument that specifically illustrates his coronation, he ordered the creation of many 

relief sculptures that bear his image, offering a broad corpus of portraits from which to 

ascertain patterns of representation. According to Schele and Miller (1986: 65) K’inich 

Kan Bahlam II is the easiest Palenque king to identify because of his “monumental nose 

and drooping lower lip.”109 I will argue that other features, including a distinctively 

shaped philtrum base, thin upper nose, and angled lower nose also constitute diagnostic 

traits. In addition, the lower portion of this ruler’s face appears to be well fleshed and 

round, while the shape of his head narrows near the crown.  

 

K’inich Kan Bahlam II, Temple of Inscriptions, Pier B 

The central piers of the Temple of Inscriptions likely show portraits of Pakal’s famous 

successor, K’inich Kan Bahlam II, as a youth (Fig. 3.16). Piers A and F (the outermost 

piers) bear only stucco inscriptions, but the central piers depict the king as a child. These 

portraits date to the reign of K’inich Kan Bahlam II. Each central pier features a life-sized 

standing adult holding a child in their arms (M. G. Robertson 1983b: 30-31). M. G. 

Robertson (ibid.: 36) points out that the height of the children depicted on the piers 

suggests a youth aged at about six. In addition, texts in the Cross Group suggest that at 

the age of six, K’inich Kan Bahlam II underwent heir designation rituals (Schele 1976; 

M. G. Robertson 1983b: 36-36; Schele and Mathews 1998:100). 

On Pier B, a faceless figure holds K’inich Kan Bahlam II in his arms, while an 

open-mawed snake undulates atop the figure’s left arm.110 Like the adult, the child’s face 

is completely destroyed, but the image, nonetheless, tells that it is not an ordinary child. 

                                                
109 Others authors, including Miller and Martin (2004:207), comment on the distinctive nose and protruding 
lip of K’inich Kan Balam II.  
110  M. G. Robertson (1983b: 311-32) offers a detailed description of the standing figure’s sophisticated 
costume, which includes short belted skirt with jaguar markings, a cape, and a headdress of blue feathers 
with a front that features the Principal Bird Deity. 
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One foot of the child extends and transforms into the serpent and the other human-

looking foot has six toes. The serpent foot allows us to identify the child with God K, or 

K’awiil, an important god of lineage and royalty (M. G. Robertson 1983b: 33). This 

oddity may also indicate that K’inich Kan Bahlam II suffered from polydactyly (M. G. 

Robertson, Scandizzo and Scandizzo 1976; M. G. Robertson 1983b: 33). 

 

K’inich Kan Bahlam II, Temple of Inscriptions, Pier C 

With the exceptions of the heads and faces, Pier C exhibits relatively well-preserved 

figures (Figs. 1.17). As described in the discussion above pertaining to Ix Sak K’uk’, the 

netted skirt likely suggests the identity of the standing figure as the famous queen (M. G. 

Robertson 1983b: 35-36) or perhaps the more ancient queen Ix Yohl Ik’nal.111 Measuring 

104 cm in height, the child held within Ix Sak K’uk’s arms again possesses a foot in the 

shape of a serpent, signifying his relationship to K’awiil; (ibid.: 37). No portion of the 

child’s face remains. 

 

K’inich Kan Bahlam II, Temple of Inscriptions, Pier D 

Preserved on Pier C a torch, or axe, extends from the forehead of the child, providing 

additional evidence that the child appears in the guise of K’awiil (ibid.: 42) (Fig. 3.18). 

Scales of serpents appear on the baby’s body (ibid.). Like the other piers, the face of the 

child is completely lost, but here he appears with six toes on one foot (ibid.: 37). The 

identity of the standing figure remains undeciphered since most of its headdress and face 

are not preserved. Only some features and portions of a skirt remain. 

 

K’inich Kan Bahlam II, Temple of Inscriptions, Pier E 

On Pier E, the standing figure is likely K’an Bahlam I, the namesake of K’inich Kan 

Bahlam II (M. G. Robertson 1983b: 46; Schele and Mathews 1998:99-100) (Fig. 3.19). 

Held within the arms of his great-great-grandfather, almost nothing of the child’s image 
                                                
111 M. G. Robertson (1983b: 35-36) suggests that if the “psychoduct’’ or vent that allows for the passage of 
air into the tomb symbolically serves as an umbilicus, than it establishes a direct link between K’inich Kan 
Bahlam II and Ix Sak K’uk’, the likely subjects of Pier C. 
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remains for analysis. Little visual evidence remains on Piers B, C, D, or E of the Temple 

of Inscriptions to suggest the identity of K’inich Kan Bahlam II. The presence of feet 

with six toes, which can be observed on Piers B and C, serves as a critical clue. 

Contextual evidence, however, especially the heir designation ceremony of K’inich Kan 

Bahlam II as a six-year-old as described on tablets from the Cross Group, offers 

additional support for this identification. 

 

K’inich Kan Bahlam II, House A, Pier D 

On House A Pier D, a poorly preserved stucco relief depicts K’inich Kan Bahlam II 

standing with a scepter and incense bag in his hand (M. G. Robertson 1985b: 20) (Fig. 

3.20).112 To either side of the central figure sit two people, each wearing netted skirts.113 

Portions of the right-hand figure’s netted shirt or huipil are preserved. Most of K’inich 

Kan Bahlam II’s costume has deteriorated, but a jaguar pelt pattern is discernable on his 

skirt and shoes (M. G. Robertson 1985b: 21). Although jaguar imagery is symbolic of 

royalty in a general sense, it might be employed here to reference the sitter’s name, as 

balam meaning “jaguar” in Mayan. The sitter’s headdress includes sun gods, ajaw signs, 

a small fish and water lilies at the headdress’s back (ibid: 21-22). 

The central figure’s face is completely missing below the eyes. Only the eye, part 

of the nose, the forehead, and the headdress remain. M. G. Robertson (1985b: 22) points 

out the intense naturalism, which characterizes the preserved portion of the face, “In 

speaking of attempts at realism, one should not overlook the modeling of the forehead 

and eye. The brow is pronounced in its rounded form and the eye is naturally formed.” 

The sitter has a deeply carved eye-socket and a pronounced false nose that extends on top 

of his forehead. A forelock springs from the front of his headdress, and the side of his 

hair is trimmed into a stepped sideburn. 

                                                
112 Martin and Grube (2000: 164) posit that the construction of House A dates to the reign of K’inich Janab 
Pakal or K’inich Kan Bahlam II. 
113 M. G. Robertson (1985b: 22) notices that the netted skirts are much better preserved in Maudslay’s 1889 
photograph of the pier. M. G. Robertson (ibid.) points out the beaded skirt worn by the right-hand figure 
and notes its similarity to the left-hand seated figure’s skirt on Pier C of House A. 
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Although little of K’inich Kan Bahlam II’s face remains for consideration, a 

physical deformity may be recorded in the image to assist in his identification. A close 

examination of the king’s hand reveals that he possesses a sixth digit, (M. G. Robertson, 

Scandizzo, and Scandizzo 1976: 66-67; M. G. Robertson 985b: 10, 21). M. G. Robertson 

et al. explain: 

 

This standing male figure has six fingers clearly depicted on his right hand. All 

fingers seem to be normal in length, that is the extra finger is not a short 

protuberance from the side of the hand, but a finger of the same proportions as the 

other fingers (M. G. Robertson, Scandizzo, and Scandizzo 1976: 66-67). 

 

On Pier B of the Temple if Inscriptions (see above) K’inich Kan Bahlam II is portrayed 

as a child possessing six toes. 

The portrait of K’inich Kan Bahlam II on Pier D of House A operated in 

conjunction with a host of other images. Sculptors probably rendered K’inich Kan 

Bahlam II’s visage on additional piers in the company of his famous relatives. 

Unfortunately, poor preservation of the carvings prevents the identification of all of the 

figures. The surviving portraits of K’inich Kan Bahlam II still position him within a rich 

collection of illustrious Palenque sitters, since House A may have served as a sort of 

gallery for the display of portraits. M. G. Robertson (1985b: 25) describes and illustrates 

a series of 15 sculpted and painted cartouche-like frames, installed along the eastern 

corridor of House A, and suggests that they acted as portrait busts.114 While extremely 

fragmentary, many of the remaining medallions show human heads and shoulders. Sadly 

no details of the faces, hairstyles, or headdresses survive. The identities of the sitters, 

therefore, remain unknown. Icons that decorate the frames, such as serpents, water lilies, 

death signs, and skulls, speak of an underworld location. 

 

                                                
114 M. G. Robertson (1985b: 25-26, figs. 112-138) describes 15 of the medallions, but estimates that 24 
medallions, each measuring 75 cm in height, appeared within House A of the Palace. 
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K’inich Kan Bahlam II, Tablet of Cross, left figure 

One of the most ambitious building programs initiated under K’inich Kan Bahlam II 

consists of the Cross Group, a complex of three temples, the Temple of the Cross, the 

Temple of the Sun, and Temple of the Foliated Cross.115 This triad of temples is located 

above the Palace, to the east of the Otolum River. Each of the three temples of the Cross 

Group replicated mountains, which were sacred to the Maya, and each human-made 

mountain included “interior shrines being called a pib’ naah, an ‘underground house’” 

(Stuart 2006b: 109). The texts and images associated with the temples relate to the gods 

of the Palenque Triad, but the primary human subjects on each of the three central panels 

include dual portraits of K’inich Kan Bahlam II. On the left-hand side of each panel 

K’inich Kan Bahlam II appears as a youth, and on the right-hand side of each central 

tablet, this sovereign appears as an adult (Stuart 2006b: 116).116 Separating the young and 

older portrait of K’inich Kan Bahlam II and bisecting the panel, stand “Resplendent 

Jewel Trees” which are packed with layers of iconographic significance (ibid.). Generally 

speaking, such trees impart meaning pertaining to GI of the Palenque dynasty and relate 

to both the Maya cosmogram and to notions of “ancestral resurrection” (ibid.). 

Of the three temples, the Temple of the Cross is the most massive, and is situated 

to the north. Atop the pyramidal structure, within its sanctuary, K’inich Kan Bahlam II, 

appears on the left-hand side of the Cross Tablet. Despite the fact that the king was nearly 

50 years old at the beginning of the Cross Group’s initiation, he appears as a youth, 

probably at the age of six, when he underwent a ritual that cemented his place in line to 

receive the throne (Bassie-Sweet 1991: 292-210, 218-219). M. G. Robertson (1991:21) 

points out that the short figure is sculpted at exactly the same height in all three tablets 

(98 cm tall). 

                                                
115 The Cross Group was completed in 692 (Mathews, 2005). M. G. Robertson (1991:12-13) summarizes 
the reading order of the Cross Group’s structures, however, for this analysis I base my organization of the 
imagery on the scheme proposed by Stuart (2006b).  
116 George Kubler (1972: 320) initially offered “Snake Jaguar” and “Pyramid Maker” as the names of the 
tall figure and short figure respectively. Schele (1976:12) suggested that the figures represent K’inich Kan 
Bahlam II and his father K’inich Janab Pakal, but Bassie-Sweet (1991: 202-210, 218-219) first recognized 
that both the short and tall figures on each tablet represent K’inich Kan Bahlam II, shown at different ages.  
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On the left side of the Cross Tablet, K’inich Kan Bahlam II wears a headdress 

consisting of folded cloth with shell, jade, and floral ornaments extending from its top 

(Fig. 3.21). The rest of his costume involves large amounts of folded, twisted, and 

knotted cloth (M. G. Robertson 1991: 27). Although young, the king still wears jewelry, 

including a cloth necklace, jade earspool, a small necklace made of beads, and wristlets. 

The youthful K’inich Kan Bahlam II faces the centrally positioned World Tree, 

revealing a profile view of the face (Fig. 3.22a). K’inich Kan Bahlam II’s nose extends 

outwards at a forty-five degree angle and the face exhibits no false profile line, but a 

break of the angle is easily observed at the brow-ridge. The size of the sitter’s forehead 

appears to be naturalistic in its proportion, yet the matching angle of the headdress gives 

the impression that the forehead and the top of the head are drastically elongated. Below 

the nose, thick lips abruptly protrude from the sitter’s opened mouth. Below his 

pendulous lower lip, K’inich Kan Bahlam II’s sunken chin curves at the jaw-line, 

creating the illusion of a round lower face. A deeply incised curving line between the 

mouth and cheek suggest added plumpness. The face is not as well preserved as other 

regions of the sitter’s body, but what is presently visible suggests modeling that would 

have given K’inich Kan Bahlam II a rotund appearance. 

 

K’inich Kan Bahlam II, Tablet of the Cross, right figure 

Directly opposite the representation of K’inich Kan Bahlam II as a youth stands the same 

king, but this time depicted as an adult (Fig. 3.21b). Compared to his younger portrait, 

K’inich Kan Bahlam II wears less clothing (M. G. Robertson 1991:28), donning a shorter 

skirt and a longer apron attached to the skirt’s front. The sitter’s ornaments consist of 

large beads strung down the front, above the hip-cloth. He also wears a smaller strand of 

beads, which hangs down his back, an earflare, wristlets, and matching anklets.  A broad, 

stiff cloth binds his hair, and also contains a leaf and a woven motif extend (ibid.: 29) 

(Fig. 3.18b). K’inich Kan Bahlam II faces the center of the panel and extends a small 

Jester God (ibid.) in the direction of the Resplendent Jeweled Tree, as though proffering 

the royal and divine god to a younger version of himself. 
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The face of the mature K’inich Kan Bahlam II retains the same exact features 

observable in the left-hand portrait. The only noticeable difference when comparing the 

faces shown on the Tablet of the Cross is that the older portrait of K’inich Kan Bahlam II 

appears to be slightly leaner. Other than the slenderized visage, the same characteristics 

described above appear in the right-hand portrait of K’inich Kan Bahlam II. The same 

angle of the nose and forehead can be observed, and both portraits exhibit the same slight 

dip where the nose and forehead meet at the brow-ridge. Both representations show 

slightly sunken chins with curving jaw-lines. The portrait depicting the older sitter retains 

the furrow between the base of the nose and mouth, which defines a full cheek. The most 

drastic features of both representations, however, consist of the prominently rendered 

thick lips and mouths, which extend noticeably outward. The awkwardly opened mouths 

and pendulous lower lips appear both portraits. 

 

K’inich Kan Bahlam II, Temple of the Cross, West Jamb 

In addition to serving as the primary subjects of the Tablet of the Cross, K’inich Kan 

Bahlam II’s image appears as the subject of the relief caring on the west jamb, where he 

appears with all of the trappings of a king (M. G. Robertson 1991: 33) (Fig. 3.23).117 

K’inich Kan Bahlam II faces to the right. On the opposite jamb, the pendant sculpture 

represents God L, who smokes a large cigar. Precious jade abounds in the costume of 

K’inich Kan Bahlam II and he now wears a huge headdress. The headdress consists of 

layers of icons, stacked one on top of another, including a long-lipped god at the front, a 

cross-band motif, a turtle shell (with bird talons extending from its bottom), a number of 

small fish and a pair of stingray spines. Stuart (2006b: 112) identifies the bird, which 

grasps a fish in its mouth, as a type of water bird. This bird closely relates to iconography 

associate with GI of the Palenque Traid. This collection of icons suggests the name of the 

                                                
117 M. G. Robertson (1991:33) notes that K’inich Kan Balam II’s costume on the west jamb resembles 
costumes worn by sitters appearing in House A of the Palace. 
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relative, and may cast K’inich Kan Bahlam II “in the guise of a very ancient ancestor,” 

who may have had the name U Kokan Chan.118 

Despite this headdress that may impart the proper name of an illustrious ancestor, 

the face of K’inich Kan Bahlam II resembles his other portraits. The back of the cheek 

and large section of the strap of the headdress are eroded, but the remaining portions of 

the face exhibit the same distinctive profile and awkwardly hanging lower lip. The eye-

socket is modeled in the same fashion as those rendered on the Tablet of the Cross and 

the shape of the lid matches previous examples. The form of the nose is the same as those 

appearing within the temple and a deeply modeled furrow defines the wing of the nose 

and suggests a fleshy cheek.  

The headdress worn by K’inich Kan Bahlam II partially names the ancestor that 

the king has conjured, or perhaps the ancestor into which the king has transformed. 

Hieroglyphic texts corroborate this impersonation, yet K’inich Kan Bahlam II looks as he 

usually appears. His face remains unchanged. The lack of total transformation may 

suggest that phenomena of impersonation and god conjuring should be further examined. 

This example may indicate that it was more important for artists to demonstrate the 

identity of the principle participant of this transformative ritual rather than the 

temporarily assumed divine identity.  

 

K’inich Kan Bahlam II Tablet of the Sun, left figure 

Housed within the temple occupying the southwestern position of the Cross Group, a pair 

of portraits representing K’inich Kan Bahlam II mirror the composition depicted in the 

sanctuary of the Temple of the Cross (Fig. 3.24). In this image, two portraits of K’inich 

Kan Bahlam II flank a large shield, which appears in front of two crossed spears. The 

                                                
118 Stuart (2006a: 114-115; 2006b: 112-113) explains that the mention of Turtle Heron (ahkal ichiiy) in the 
caption relates visually to the heron within the turtle shell in the headdress of K’inich Kan Bahlam II. Stuart 
suggests that this may be “an ancestral name paired in this case with distant historical name ‘the Spine of 
the Snake,’ also indicated clearly in the headdress. The ruler impersonates and embodies one or perhaps 
even two ancestral figures, much as we find in Temples XIX and XXI” (Stuart 2006b: 113).  
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face of the personified shield possesses the tau tooth, a shank of hair, fangs, and the 

cruller typical of the Jaguar God of the Underworld (M. G. Robertson 1991: 41). 

The short figure, representing K’inich Kan Bahlam II as a youth, wears a nearly-

identical costume as shown on the Cross Tablet, where the only discernable differences 

consist of the lengths of the scarves and the markings on the cloth of the headdress (M. 

G. Robertson 1991: 41). Using a crouching supernatural being as a type of footstool, 

K’inich Kan Bahlam II stands as he offers a Jester God effigy, which rests atop a 

miniature throne. The Jester God holds a flayed skin and shield, emblem. 

The face of K’inich Kan Bahlam exhibits a straight profile line, oriented at a 

forty-five degree angle defining the nose, forehead, and crown of the head, which is 

suggested through the shape of the headdress (Fig. 3.25). A gentle break marks the 

transition from the top of the nose to the forehead. Modeled to emphasize fleshiness, lines 

depicting the intersection of the wing of the nose and the cheek suggest a fleshy lower 

face and curving jaw-line. Again, K’inich Kan Bahlam II exhibits an opened mouth with 

thick and extending lips. 

 

K’inich Kan Bahlam II, Tablet of the Sun, right figure 

On the left-hand side of the Sun Tablet, K’inich Kan Bahlam II stands much taller than 

his youthful portrait (Fig. 3.24). In this representation, the mature ruler exhibits much 

leaner proportions than the youthful portrait (M. G. Robertson 1991: 41). Beneath his 

stiff headdress, K’inich Kan Bahlam wears a simple hairstyle consisting of a shoulder-

length section of hair extending bound at the back of the head. Above the neck, a neatly 

trimmed region of hair remains. A small K’awiil effigy sits atop a carefully folded length 

of cloth, which K’inich Kan Bahlam II extends in his hands. 

One can immediately recognize the right-hand figure by its face. The angle of the 

profile, which defines the upper region of the face combined with the pendulous lower lip 

and distinctive mouth quickly cue the viewer to the identity of K’inich Kan Bahlam II 

(fig. 3.25). K’inich Kan Bahlam II has a curving chin and jaw-line suggesting a well-

fleshed face. Compared to some of the other Cross Croup portraits, this well-preserved 
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example allows subtle gradations of modeling of the cheek to be discerned. A high 

cheekbone defines the top of a broad plane of the full cheek. The edge of the nose, from 

the wing all the way up to the eye-socket, exhibits deep modeling. Additionally, the eye-

socket is much clearer in this portrait than others, revealing its distinctive shape. The top 

arc is much flatter than the contour of the bottom, which dips gently downward.  

 

K’inich Kan Bahlam II, Tablet of the Foliated Cross, left figure 

The southeast temple of the Cross Group contains a sculpted panel bearing hieroglyphic 

inscriptions and a large image depicting two portraits of K’inich Kan Bahlam II (Fig. 

3.26). Flanking a more elaborate version of the World Tree, this time the tall, or older 

portrait of K’inich Kan Bahlam II appears on the left-hand side of the composition, while 

the shorter figure, or portrait of the sitter as a youth, appears to the right. 

Standing atop a monster head marked with cauac signs and sprouting foliage, 

K’inich Kan Bahlam II’s costume incorporates elements that appear on the other Cross 

Group Tablets, while other components, such as a beaded hip cloth and chest decoration 

deviate from the other outfits. 

The face of K’inich Kan Bahlam II exhibits remarkable preservation, allowing 

many details to be considered (Fig. 3.27a). The most conspicuous part of the portrait 

includes the open mouth, pendulous lower lip and round chin. The lower portion of the 

face retains its fleshy appearance even though the jaw-line is only faintly observable. The 

eye of K’inich Kan Bahlam II is modeled in a shallow fashion and set within the recess a 

delicately carved eyelid. The lid is relatively straight on top and gently curved on the 

bottom edge. Deep, yet gradual, modeling defines the wing of the nose and front of the 

cheek. Small teeth appear between the sitter’s awkwardly parted lips. A large ear 

ornament extends into the plane of the cheek, and carefully trimmed and bound hair 

hangs in single ponytail down the sitter’s back.  

A unique part of this portrait is the delicate double profile-line, which is hardly 

visible near the top of the nose and the forehead. While this is not visible in other 
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portraits, the other features described make frequent appearances in K’inich Kan Bahlam 

II’s portraits. 

 

K’inich Kan Bahlam II, Tablet of the Foliated Cross, right figure 

The right-hand figure standing on the Tablet of the Foliated Cross represents K’inich Kan 

Bahlam II as a youth (Figs. 3.26, 3.27b). The sitter wears a costume that closely 

resembles the attire worn in his other youthful portraits in the Cross Group, with only 

slight variations in the manner in which the draperies wrap about his body (M. G. 

Robertson 1991: 49). Corresponding with the headdresses he dons in his other youthful 

portraits, a le icon extends from the top, while three folds of fabric droop downward from 

the top of the headdress. K’inich Kan Bahlam II holds a personified bloodletter in his 

hands, which is marked with a triple knot motif. The short sitter stands upon a shell from 

which foliation grows. Within the shell, hieroglyphs suggest the name Matwiil, a 

mythological place and location of generative power.119 

The mouth of K’inich Kan Bahlam II opens widely, revealing small teeth. His 

lower lip extends dramatically from the mouth. A deeply carved base and wing of the 

nose define a now familiar profile. At the location of the brow-ridge, the profile line 

breaks slightly, and then continues onto the forehead. The vast headdress follows the 

same angle of the nose and forehead, thus emphasizing the head’s length. Also consistent 

with K’inich Kan Bahlam II’s youthful portraits, his lower jaw is broad and curving, once 

again suggesting excessive fleshiness. An especially notable region of modeling appears 

near the mouth. This furrow heightens the impression of flesh. The eye of this example is 

not well preserved, but the general modeling of the socket appears resembles other 

examples. 

 

 

 

                                                
119 Stuart (2006b: 94, 140) describes the importance of Matwiil in this context and suggests that the Tablet 
of the Cross addresses maize growth under the endowment of Unen K’awiil. 
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K’inich Kan Bahlam II, Temple of the Foliated Cross, North Jamb 

Although extremely fragmentary, another portrait of K’inich Kan Bahlam II appeared on 

the north jamb of the Temple of the Foliated Cross (Fig. 3.28). The face of the sitter is 

completely missing, but remaining portions of the headdress suggest a vast amount of 

feathers had extended form the back. The lower part of the helmet consists of a chinstrap 

similar to those worn by the nine sculpted crypt figures from K’inich Janab Pakal’s tomb, 

deep within the Temple of Inscriptions (M. G. Robertson 1991: 53). Held within the 

hands of the sitter, a ritual perforator is positioned to suggest that K’inich Kan Bahlam II 

is about to make blood offering.  

 

K’inich Kan Bahlam II, Stela 1 

A freestanding stela originally participated in the program of portraits associated with the 

Cross Group (Figs. 3.29). Discovered by John L. Stephens (1841 II: 348-349) during his 

1840 visit to Palenque, this early visitor recognized its uniqueness and discerned that it 

was the only one of its kind at Palenque.120 Matthews suggests that Stela 1 represented 

K’inich Kan Bahlam II at a time when the king wielded much power, and that the stela 

was likely erected in celebration of a k’atun ending (9. 13. 0. 0. 0). Mathews (2005) 

concludes that the stela was originally installed in front of the Temple of the Cross.121 

Standing 240 cm in height, the stela is unique both in its form and style of carving (M. G. 

Robertson 1991: 38). M. G. Robertson (ibid.) notes that the style of carving resembles 

examples found at Tonina and some from Copan, where the carving is deep, and the 

stelae nearly appear to be carved in the round. Muddied by exposure to natural elements, 

or perhaps unclear in its details because artists never the sculpture, the Stela 1 offers few 

                                                
120 A second stela, found in the forest, is known from Palenque, but the monument exhibited no carvings 
(M. G. Robertson 1991: 38). 
121 Berlin (1977: 119, 145) suggested an alternate location for Stela 1, but noted its likely connection to the 
k’atun ending. Berlin argued that the stela had initially appeared on the upper platform of the Temple of the 
Cross. Maudslay’s early photos (1890) support this theory, since they show Stela 1 lying amid the 
overgrown hill beneath the Temple of the Cross (see M. G. Robertson 1991: Figs. 69, 70 for reprints of 
Maudslay’s photographs). Horst Hartung (1985: 18) indicates that the stela occupied a position about 10 
meters to the southwest, or west, of the doorway of the Temple of the Cross. Hartung’s placement of the 
monument is close to the location Stephens initially proposed (ibid.).  
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details to analyze in terms of the portrait. The sitter wears a large headdress consisting of 

feathers and an animal head. The costume included earplugs a beaded collar and a skirt 

with a long loincloth on top. A belt depicted a human head at its front. The features of the 

face are completely lost, but the general shape of the may point to the identity of K’inich 

Kan Bahlam II. Better evidence, however, rests on the repetition of this ruler’s portraits 

within the Cross Group. 

 

K’inich Kan Bahlam II, Incised Plaque, Chichen Itza 

A jade pendant dredged from the Sacred Cenote at Chichen Itza bears the image of 

K’inich Kan Bahlam II (Coggins and Shane 1984: 67) (Fig. 3.30). Measuring over seven 

inches in length, the incised bead shows the ruler along with a hieroglyphic inscription 

(Proskouriakoff 1974; Coggins and Shane 1984: 67). This long ornament was likely 

strung together with other jade beads found in the well to create a pectoral ornament that 

looks exactly like the one worn by the sitter that appears on the object. The text inscribed 

on the surface allows the piece to be dated to about 695, and the text specifically records 

a “planetary conjunction” which took place in 690 and it mentions the name of K’inich 

Kan Bahlam (Miller and Martin 2004: 220). Although K’inich Kan Bahlam II probably 

commissioned the carving of the ornament, exactly how the portrait ended up inside of 

the well at Chichen Itza remains a mystery. 

Carved in sunken relief, K’inich Kan Bahlam II’s costume consists of a simple 

short skirt and a narrow apron, which extends down the front of his body. The sitter 

wears ornaments attached to his ankles and an earflare. The jade assemblage hangs from 

the sitter’s neck and he wears a simple headdress including a frontal flare-shape, a 

circular element, and a long-necked bird. This bird closely matches the one that appears 

within the headdress of K’inich Kan Bahlam II in his portrait on the west jamb of the 

Temple of the Cross. This water bird and fish motif frequently appears in iconography 

associated with the GI of the Palenque Triad (Stuart 2006a) (fig. 3.19). 

The shallowness of the relief makes discussions about the face of K’inich Kan 

Bahlam II difficult. His forehead, however appears to be broad, and the portrait exhibits 
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false nose that extends well beyond the limit of the natural profile. While the mouth of 

the sitter is large, and turns prominently downward, the length of the face, measuring 

from the mouth to the back of the head is vast. Finally, artists clearly render the contours 

of the sitter’s eye, with the upper lid composed of a straight line and the lower lid curving 

slightly.  

 

K’inich Kan Bahlam II, Censer Stand, Structure 15 

A terracotta censer stand likely bearing the image of K’inich Kan Bahlam II was 

discovered within Group 15, to the northwestern periphery of the Cross Group (Fig. 

3.31). This set of structures was built after the death of K’inich Kan Bahlam II and it 

served as an important location in the veneration and ritual life of this king’s ancestors 

(Miller and Martin 2004: 226). Appearing beneath a multi-tiered headdress, the slightly 

pendulous lower lip, the sharply angled eyes, and the full cheeks of the sitter may 

communicate the identity of K’inich Kan Bahlam II.122 The blockiness of the lower 

region of the sitter’s face recalls portraits of K’inich Kan Bahlam II depicted on the 

tablets from the Cross Group, and may, as Miller and Martin suggest (2004: 205) 

represent the king as a youth. While most ceramic stands represent the visages of gods, 

this example presents a face that closely matches other portraits of K’inich Kan Bahlam 

II. 

 

K’inich Kan Bahlam II, Tablet from Temple 14 

Excavated by Jorge Acosta in 1967 (1973), Temple14 exhibits a sculpted plaque bearing 

the image of K’inich Kan Bahlam II (Fig. 3.32). Authors (M. G. Robertson 1991: 55; 

Grube and Martin) traditionally date the temple to the reign of K’inich K’an Joy Chitam 

II, and speculate that K’inich K’an Joy Chitam II honored his older brother and previous 

king through the choice of imagery carved into the plaque. More recently, however, 

Stuart (2006a: 183-185) points out that the monument fits within a hieroglyphic program 

                                                
122 Miller and Martin (2004: 205) state this identification in the caption of Figure 64, where they illustrate 
the censer stand. 
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of K’inich Ahkal Mo’ Nahb III, who attempts to situate himself within Palenque’s mythic 

past by highlighting links between the date of his accession on 9 Ik’ or “Nine Wind” and 

other important events in Palenque’s history that also fell on a 9 Ik’ date.123 

 The subjects of the plaque include K’inich Kan Bahlam II, as he performs an 

underworld dance, and his mother Ix Tz’ak Ajaw, who kneels to his right side (Schele 

and Miller 1986: 272).  The scene takes place within a frame of hieroglyphic texts, with 

the names of both sitters mentioned. 

 As seen in other representations, the most striking elements of K’inich Kan 

Bahlam II’s portrait include his dramatically extended lower lip and mouth. The sitter’s 

upper lip appears to have a dip near the edge, suggesting a sharply pointed philtrum base. 

The same nose, profile and slope of he forehead further corroborate his identity. His 

profile line, created by his nose and forehead, creates a forty-five degree angle (Fig. 

3.33). In addition, K’inich Kan Bahlam II possesses a broad cheek, and a curving, full 

jaw-line.  

 Each of the features associated with K’inich Kan Bahlam II, however, seem to be 

slightly exaggerated in this example, by the use of exceptionally deeply carved lines and 

angles. I believe that the style of the carving links it to other monuments carved during 

the time of K’inich Ahkal Mo’ Nahb III. The tendency to exaggerate features, in a way 

that nearly borders on caricature, appears on other monuments that date to the reign of 

K’inich Ahkal Mo’ Nahb III. Another piece of evidence, which may allude to this king’s 

presence in the image, even though he is not depicted, is located at the bottom of the 

image. Phonetic signs that combine to spell nahb cleverly refer to water lilies, or watery 

environments (Houston and Stuart 1994), and may infuse the image with the patron’s 

identity, K’inich Ahkal Mo Nahb, while celebrating his ancestors. 

 

 

                                                
123 Stuart (2006a: 183-185) traces a number of significant events that the records of Palenque indicate take 
place on 9 Ik’ dates, including the accession of K’inich Ahkal Mo’ Nahb III, which links to the accession 
with that of the Triad Progenitor and the establishment of Lakamha’. Even if the temple dates to the reign 
of K’inich K’an Joy Chitam II, the tablet could have been installed at a later date. 
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K’inich Kan Bahlam II, Stucco Head 

Originally installed as part of the roof decoration of Temple 14, a stucco head found 

within the rubble of the structure depicts K’inich Kan Bahlam II (Schele and Miller 1986: 

55; Miller and Martin 2004: 205) (Fig. 3.34).124 This portrait features a highly distinctive 

mouth with the lower lip appearing to be very fleshy and thinning at the edge. The top lip 

is much smaller than the lower lip, with a decisive point at the base of the philtrum. 

K’inich Kan Bahlam II’s mouth extends outward from his chin, and is slightly opened. 

Although the nose is broken at the tip, it too has distinctive qualities, especially when 

considered in profile view. When viewed from the side, the angle of the nose and 

forehead offer close parallels to the profiles of other portraits representing the same sitter. 

The narrow top of the nose extends upwards into the region of the forehead, creating a 

distinctive contour. Deep modeling at the sides of the nose defines the sitter’s cheeks.  

 The eyes of K’inich Kan Bahlam II eyes are relatively close together. Both the 

upper and lower lids are slightly arched, with sharp angles at both edges. Gently modeled 

eye-sockets contain the relatively stylized eyes. In high-resolution photographs, such as 

the one published by M. Miller and Martin (2004: Fig. 63) traces of remaining paint 

suggest K’inich Kan Bahlam’s pupils. The sculpture is so realistic in appearance, that 

Schele and Miller  (1986: 65) speculate about the personality of the sitter and describe the 

life-size face as, “somber and dignified,” and a portrait that shows K’inich Kan Bahlam II 

“in his prime with the intense look of a powerful ruler.” 

Compared to portraits of K’inich Kan Bahlam II commissioned by earlier rulers, 

this image retains the diagnostic features of this distinctive looking king. However, the 

manner in which such features are rendered, especially in the sharpness of the mouth, 

philtrum, and the angles of the brow-ridge, speak to the era of K’inich Ahkal Mo’ Nahb 

III. Since the Temple 14 plaque may have been created during the reign of K’inich Ahkal 

Mo’ Nahb III, it seems likely that sculptors carved the stucco head depicting K’inich Kan 

Bahlam II at the same time. 
                                                
124 The stucco head portraying K’inich Kan Bahlam II was discovered within the rubble of Temple 14 
(Schele and Miller 1986: 65; Miller and Martin 2004: 206). Martin and Grube (2000: 168) suggest that the 
fragmentary portrait once served as part of the ornamental program from the roof of Temple 14.  
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K’inich Kan Bahlam II, Tablet from Temple 17 

Another important structure at Palenque typically ascribed to the reign of K’inich K’an 

Joy Chitam II may also be the work of K’inich Ahkal Mo’ Nahb III.125 K’inich Kan 

Bahlam II serves as the primary subject of the plaque from Temple 17 (Fig. 3.35). Carved 

in low relief, the tablet features K’inich Kan Bahlam II standing with a kneeling captive 

at his feet. A tall spear, held vertically by K’inich Kan Bahlam II, stands between the 

king and his captive. K’inich K’an Bahlam II wears a costume associated with warfare, 

including an over-scaled War Serpent headdress, which references Central Mexican 

warriors (Taube 1999). This particular headdress does not appear in the portraits at 

Palenque before the reign of K’inich Ahkal Mo’ Nahb III. A second aberration involves 

the subject matter of the plaque, as artists rarely depict warrior-kings with captives at the 

site (Stuart 2006a: 184). 

Shown as a dominant warrior, K’inich Kan Bahlam faces his captured prize (Fig. 

3.36). His widely opened mouth reveals small teeth, and the lower lip extends liberally 

from the mouth. A thick chin, defined by deep modeling, extends into a broad lower face. 

The profile of the king consists of a straight line that breaks abruptly at the region of the 

brow-ridge, and then extends until its hidden by the base of the headdress. A second 

profile line is clearly visible and defines the king’s artificial nose. The portrait of K’inich 

Kan Bahlam II features a typically shaped eye, with a straight upper lid and curving 

lower lid, which meet on the edges to form a squinting expression. Above the eye, the 

eye-socket is sharply arched, almost to a point. Taken together, the features shown on the 

Temple 17 Tablet clearly resemble K’inich Kan Bahlam II, but many of the typical 

features appear to be further exaggerated and sharp. The clarity of details and fluid, yet 

linear, style of carving characterize the sculptural style that flourishes during the reign of 

K’inich Ahkal Mo’ Nahb III. 

 

 
                                                
125 Beatriz de la Fuente (2004: 246) suggests that the Temple 17 plaque commemorates K’inich Kan 
Bahlam II and was created by K’inich Ahkal Mo’ Nahb III. Stuart (2006a: 183-185) connects the Temple 
17 Tablet to K’inich Ahkal Mo’ Nahb III because of the 9 Ik’ event that forms part of the inscription.  
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K’inich Kan Bahlam II, Carved Panel from the Palenque region 

Now housed in different parts of the world, a series of three panels originally exhibited 

together at an unknown location in the Palenque region depict K’inich Kan Bahlam II 

(Fig. 3.37).126 The central panel, which is missing its upper half, represents a standing 

personage. The flanking panels show two kneeling men seated on either side of the 

central figure. Both attendants hold offerings atop shallow bowls, which they seem to 

present to the person shown in the central panel.  

 The figure depicted on the left panel represents a person depicted in the guise of 

God L (Schaffer 1987: 11-12; Miller and Martin 2004: 85). Hieroglyphs inscribed on the 

right-hand tablet suggest the identity of K’inich Kan Bahlam II, who appears with 

attributes of K’uk’ulkan, a god whose Mexican equivalent is Quetzalcoatl (ibid). Anne-

Louise Schaffer (ibid.: 12) points out that K’inich Kan Bahlam II wears ornaments and a 

necktie marked with jaguar spots, however the pattern seems to consist of small circles 

enclosing even smaller circles, and this pattern also marks the body of the bird in the 

headdress and short strips of fabric woven into the headdress assemblage (Linnea Wren, 

personal communication 2006).  The figure may even offer a bird set atop a length of 

fabric within the lak, or shallow bowl, that he extends to the central figure. 

The face of K’inich Kan Bahlam II exhibits an elongated forehead. Rather than a 

single angle seamlessly defining the nose brow-ridge and forehead, which is the case in 

most portraits of this king, a series of lines meeting at a variety of angles form his profile. 

He still retains the elongated forehead, but upon initial observation the general profile of 

this representation of K’inich Kan Bahlam II differs significantly from other portraits of 

the same king. This may be because he lacks the false nose. When comparing this portrait 

to the one represented on the Temple 17 tablet, for example, the profile shown here 

closely approximates the real profile line demarcated behind the artificial profile line. 

The thickness of the chin and broadness of the lower region of the face also resemble 

                                                
126 See Anne-Louise Schaffer (1987: 11) for an explanation of the fragmentary nature of the monument and 
recent efforts to reconstruct the sculpture. Miller and Martin (2004: 85) express uncertainty about the exact 
provenance of the panels, although they indicate that hieroglyphic texts (not illustrated in their publication) 
suggest that the panel may have originated from a “provincial satellite of Palenque.”  
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other portraits of K’inich Kan Bahlam II. The eye of the sitter consists of a straight line 

forming the upper lid a drooping line defining the lower lid.127 Unfortunately, the feature 

that occurs with the most consistency in other portraits of this king, the distinctive gaping 

mouth with thick lower lip, is broken away from the face. The presence of a goatee, 

marking the bottom of the king’s chin, constitutes a final aberration of this portrait. At 

Palenque K’inich Kan Bahlam II never appears with facial hair, nor do any other kings, 

with the exception of a few early rulers, such as Casper II and Kan Bahlam I. Compared 

to his namesake (Fig. 1.11), the noses are extremely similar as are the beards. However, 

the inscription near the sitter’s face on this monument clearly includes the K’inich title, 

indicating that the sitter must be K’inich Kan Bahlam II, since Kan Bahlam I never 

possessed such a title. 

 

K’inich K’an Bahlam II, Synthesis 

Old age and the distractions of war failed to diminished K’inich Kan Bahlam II’s interest 

in inserting his portraits into the visual landscape of Palenque. Born to K’inich Janab 

Pakal while Pakal was still in his 30’s, K’inich Kan Bahlam II would have observed his 

father’s command of the kingdom through a number of military crises, including attacks 

by Bonampak, Piedras and Calakmul (Mathews 2005). When he inherited the throne, 

K’inich Kan Bahlam II likely stepped into an office burdened with unresolved political 

problems from his father’s tenure as king. K’inich Kan Bahlam II guided Palenque in 

campaigns against its neighbors. In 687, he led an attack against Tonina (ibid.). For a 

time Palenque seems to flourish, and even appears to reach its apogee under guidance of 

K’inich Kan Bahlam II. By the end of the century, however, the tides turn and enemy 

forces, Tonina in particular, attempt military advances into the region.128 Within this 

reign, filled with chaos and elevating political tension, K’inich Kan Bahlam II managed 

to emblazon his portrait throughout the site of Palenque. The king’s success in 

                                                
127 Many of the features described in this paragraph are easier to see in the photograph published by 
Schaffer (1987: 12). 
128 Mathews (2005) notes that Tonina, led by K’inich B’aknal Chak, attacked Palenque between 692 and 
696, and later on in AD 711, when Palenque’s king is captured. 
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commissioning vast programs of his images surpasses all other kings. Moreover, K’inich 

Kan Bahlam II established the most codified system for communicating his identity 

through the features of the face. 

Several authors have noted distinctive qualities contained within the portraits of 

K’inich Kan Bahlam II, especially his unique mouth, which opens awkwardly, and his 

pendulous lower lip.129 To these features I add the following characteristics: he possesses 

a deeply curving chin that suggests fleshiness and a distinctive profile, especially in terms 

of the angle of the nose and forehead. His nose typically slopes back towards the crown 

of the head at a forty-five degree angle, with a smooth nuanced transition into the 

forehead. His lower face always exhibits a corporeal quality suggested with by a jaw-line 

that arcs downward. Similarly, modeling around the nose suggests full cheeks. Generally 

speaking, his face is broad in the lower region, but tapers and becomes narrower near the 

crown of the head. This ruler’s eyes are usually contained within gently modeled, round 

sockets, but the lids are often stylized, with a straight line composing the upper lid and a 

curving line defining the bottom lid. K’inich Kan Bahlam II’s eyes angle upward towards 

the edges. During the reigns of later kings, such as K’inich Ahkal Mo’ Nahb III, for 

example the portraits depicting K’inich Kan Bahlam II retain the same features as those 

created during the K’inich Kan Bahlam II’s life, but the style employed at a later date 

accentuates and sharpens the uniqueness of this sitter’s visage. 

In some instances K’inich Kan Bahlam II appears with a subtle second profile line 

visible on the forehead. Some portraits reveal that K’inich Kan Bahlam II has an extra 

finger or toe, suggesting that he may have suffered polydactyly (M. G. Robertson, 

Scandizzo, and Scandizzo 1976). Evidence of extra digits may be visible on Pier B or the 

Temple of Inscriptions and House A Pier D. Both of these examples date to the reign of 

K’inich Kan Bahlam II himself, a point that becomes significant when comparing 

contemporary and posthumous portraits representing this sitter. 

Compared to the portraits of his famous father, K’inich Janab Pakal, the portraits 

of K’inich Kan Bahlam II look drastically different. K’inich Kan Bahlam II always 
                                                
129 Schele and Miller 1986: 65; Martin and Grube 2000: 168; Miller and Martin 2004: 207. 



 114 

possesses a blockier head, which appears to be especially bottom-heavy. Deep modeling 

around the mouth and nose coupled with the exaggerated curve of the jaw-line suggest 

extra weight. All of the portraits representing K’inich Kan Bahlam II exhibited in the 

Cross Group suggest a portly visage. K’inich Janab Pakal, on the other hand, always 

appears with slenderer proportions. 

The profiles of K’inich Kan Bahlam II and K’inich Janab Pakal create drastically 

different shapes. Although some examples show K’inich Kan Bahlam II with a second 

profile-line, suggestive of a false nose, Pakal’s portraits consistently show this addition. 

The added mass of the prosthetic device conspicuously extends upwards and rests on top 

of Pakal’s exaggerated and flattened forehead. The profile of K’inich Kan Bahlam II, on 

the other hand, is typically composed of a single line, with only a subtle break where the 

nose meets the forehead. Headdresses usually cover much of K’inich Kan Bahlam II’s 

forehead, so one cannot easily see the grossly exaggerated shape, although it is suggested 

through the shape of the head covering.  

The portraits of K’inich Kan Bahlam II differ from those of K’inich Janab Pakal 

in terms of particular facial features. K’inich Kan Bahlam II has much more angular eyes 

than his father. Portions of the younger king’s face exhibit deeper modeling in particular 

regions of the face, especially around the chin, mouth and nose, which suggests extra 

flesh. The head of K’inich Kan Bahlam II typically sits atop a short neck, which contrasts 

with his father’s, slender visage and elegant neck. The stoutness is heightened in the 

youthful images of K’inich Kan Bahlam II. Finally, the mouths are represented 

differently. Pakal never exhibits the pendulous lower lip, nor does he open his mouth as 

widely as Kan Bahlam II in any of his portraits. 

The portraits of the mother of K’inich Kan Bahlam II, Ix Tz’ak Ajaw also offer 

many similarities. I address Ix Tz’ak Ajaw’s portraits in the next chapter, but it must be 

noted here that K’inich Kan Bahlam II more closely resembles his mother than any other 

person pictured at Palenque (Cf. Figs. 3.37, 38 and 4.1, 4.2). They share an excessively 

broad lower face, and both sitter’s portraits exhibit a vast amount of space between the 

front of their mouths and the back of their heads. She too opens her mouth awkwardly, 
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but not quite as much as K’inich Kan Bahlam II. Both mother and son have comparable 

profile lines (at least in the earlier portraits of K’inich Kan Bahlam II) in which the same 

angle defines the nose and forehead. They even possess similar eyes, which slant sharply. 

Both sitters’ portraits represent noses with similar bases and wings, and a particularly 

shaped philtrum above the lips. 

The portraits of K’inich Kan Bahlam show similarities to portraits representing 

his grandmother, Ix Sak K’uk’ (Fig. 1.23). Both sitters exhibit extra flesh on the lower 

portions of their faces, and both have noses with dramatically curving bases. Ix Sak 

K’uk’ appears with her mouth in an open, and slightly awkward, position. Their profiles, 

however, differ significantly. Ix Sak K’uk’s profile line typically appears to be nearly 

vertical, an effect achieved through the donning of a large false nose. In addition, K’inich 

Kan Bahlam II never appears with the thin bar extending from the edge of the mouth, 

which is a consistent part of her portraits. Overall, they share a few similarities, but they 

don’t look especially alike. Comparison to the portraits of his grandfather, Kan Mo’ Hix, 

also offer only a few similarities. Most notably, both have full faces, especially behind 

the mouth with large fleshy chins (Cf. figs. 3.38, 39 and 2.3). Finally, comparison to his 

namesake, Kan Bahlam I reveals a few common features (Cf. Figs. 3.38, 39 and 1.11). 

Both sitters have extra flesh on their lower jaws and thick necks. Kan Bahlam I also 

appears with an open mouth. 

When comparing portraits of K’inich Kan Bahlam created during his lifetime to 

those commissioned during the reigns of later kings fascinating differences emerge. 

Contemporaneous portraits represent K’inich Kan Bahlam in a multiplicity of modes. For 

example on the piers of the Temple of Inscriptions this king is shown as a child, cradled 

in the arms of illustrious ancestors. Within the temples of the Cross Group, K’inich Kan 

Bahlam II appears both as a youth and as an adult on the same panels. In the youthful 

portraits within the Cross Group, K’inich Kan Bahlam II wears distinctive costumes, 

which involve complicated twisted and folded fabric, and unique headdresses. On the 

same monuments, portraits representing K’inich Kan Bahlam II as an adult exhibit the 

sitter wearing entirely different clothing and headdresses. In images that show the king at 
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an older stage of his life his body exhibits heavier proportions. As a youth, the king’s face 

appears to be rounder and fuller in the lower portions, and in the representations of 

K’inich Kan Bahlam II during his maturity, his head exhibits elongations, and he 

possesses more sharply defined features. In both the youthful and adult types of 

representations, the features of K’inich Kan Bahlam II still remain relatively consistent, 

facilitating recognition through the face alone. In a few portraits carved during the king’s 

lifetime, K’inich Kan Bahlam II seems to possess an extra digit. 

I believe that K’inich Kan Bahlam II successfully inserted his images into 

Palenque’s rich visual history through the commissioning of carefully designed portraits. 

The manipulation of some of the face’s and body’s characteristics to suggest a particular 

age and the selection of appropriate costumes and ritual items document critical details of 

rituals undertaken by K’inich Kan Bahlam II at specific times of his life. While 

hieroglyphic texts record the dates and other information surrounding many of these 

rituals, the portraits of the king engaged in their performance vividly offer visual 

recreations. Within these images, the sitter’s face insures the ascription of identity. 

Through the picturing of such ritual enactments the portraits of K’inich Kan Bahlam II 

celebrate and proclaim the king’s legitimacy and cement his position within the ruling 

lineage. 

When examining portraits commissioned by later kings, such as K’inich Ahkal 

Mo’ Nahb III, less variability may be discerned in the representation of K’inich Kan 

Bahlam II’s image. On the Temple 14 Tablet, the stucco head discovered near Temple 

14, and the Temple 17 Tablet, sculptors represent K’inich Kan Bahlam II with 

remarkable consistency (Fig. 3.39). In addition to appearing to be the same age, the 

portraits are stunningly similar. The angle of the eyes, the curving of the chin, the 

pendulous lower lip, and the same profile angles can be observed. The posthumous 

portraits of K’inich Kan Bahlam II exhibit great stability. 

 

 

 



 117 

K’inich K’an Joy Chitam II 

At the age of 57, K’inich K’an Joy Chitam II replaced his older brother, K’inich Kan 

Bahlam II as ruler of Palenque in 702 (Berlin 1968). The coronation of K’inich Kan Joy 

Chitam II was preceded by his receiving a special title b’aah ch’ok or “head prince” or 

heir apparent,” in 684, a designation that established his position in the line of Palenque’s 

rulers (Martin and Grube 2000: 171). The exact year that K’inich K’an Joy Chitam II 

died is unknown, but Stuart (2003; 2006a: 148) suggests that he probably lived until 

sometime after 736. 

 

K’inich K’an Joy Chitam II, Palace Tablet, central figure 

Presumably one of the earliest commissioned portraits representing K’inich K’an Joy 

Chitam II, the Palace Tablet shows this king’s accession (Figs. 3.11, 3.40). The 

monument likely dates to K’inich K’an Joy Chitam II’s reign. The Palace Tablet consists 

of a large panel bearing hieroglyphic texts with a low relief pictorial scene carved at the 

top of the tablet. Initially, a small throne was attached to the front of the sculpture (M. G. 

Robertson 1985b: 54). The tablet functioned like a throne back. Installed in the House A-

D, one of K’inich K’an Joy Chitam II’s major additions to the northern end of the Palace, 

the Palace Tablet directly references the monument that recorded the coronation of the 

father of K’inich K’an Joy Chitam II, K’inich Janab Pakal (M. G. Robertson 1985b: 53; 

Schele and Miller 1986: 114). Sculptors rendered the image of K’inich K’an Joy Chitam 

II at the center of the Palace Tablet’s top. K’inich Janab Pakal sits to the new king’s right 

and extends the royal crown of rulership. On the opposite side of the tablet, the king’s 

mother, Ix Tz’ak Ajaw, extends a flint and shield emblem. This set of icons references 

warfare. 

K’inich K’an Joy Chitam II sits cross-legged atop a bone throne with open-

mouthed monsters extending from both sides. He wears a simple and minimal costume. A 

loincloth drapes him around the waist, and a beaded necklace suspends a pectoral 

ornament. He wears matching bracelets and anklets. The king’s headdress includes a stiff 

band that encircles the upper portion of the crown of his head. Two elements that extend 
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from the front of the headdress resemble serpent jaws (M. G. Robertson 1985b: 57). 

K’inich K’an Joy Chitam II’s hairstyle consists of steps cut into the sides, a shaven back 

section, with short fringe left at the base of the head. Most of the king’s hair is swept atop 

his head. It extends, in large clumps, from the top of the headdress. This style is similar to 

the “Coronation Special” SS-4 type, outlined by M. G. Robertson (1983a), but it lacks a 

forelock. 

K’inich K’an Joy Chitam II’s portrait exhibits a gracefully sloping profile (Fig. 

3.40). A single angle extends from the top of the nose to the brow-ridge, where it forms a 

gentle curve before pulling back again and continuing upwards to define a long forehead. 

A subtle, yet easily discernable, second profile line defines the brow-ridge and the 

forehead, but not the nose itself. A projecting arc also describes the eye-socket. The 

bottom of K’inich K’an Joy Chitam II’s nose is relatively straight. His eye-socket is 

shallowly carved, large, and round. At the center of the depression, a thin but deeply 

incised straight line defines the sitter’s narrow eye. The eye’s bottom lid swoops 

downward and corners of the lids meet at acute angles. The mouth of K’inich K’an Joy 

Chitam II is small and turns downwards slightly at the edge. A projecting component of 

his earflare obscures most of K’inich K’an Joy Chitam’s jaw-line. Despite this obstacle, 

sculptors clearly suggest a vast round chin with an extra line below the mouth to indicate 

a roll of flesh, or a double chin. 

 

K’inich K’an Joy Chitam II, Dumbarton Oaks Panel 2, central figure 

A second portrait of K’inich K’an Joy Chitam II appears on Dumbarton Oaks Panel 2, 

where he is portrayed with his parents, Ix Tz’ak Ajaw and K’inich Janab Pakal (Fig. 3.9). 

The panel was once installed along with two others, which flanked it. The text on the 

panel records episodes from the biography of K’inich K’an Joy Chitam II, highlighting a 

particular dedication ceremony in which the youthful king participated, along with his 

father, K’inich Janab Pakal, in 657 (Miller and Martin 2004: 218). Miller and Martin 

(ibid.) explain that the temple mentioned in the text is described as the “waybil, or 

‘sleeping place’ of a local storm god called ‘3-9-Chaak,’” and they suggest that K’inich 



 119 

K’an Joy Chitam II may be dancing “in the guise of Chaak,” an important deity 

associated with storms. 

Positioned in the center of the panel K’inich K’an Joy Chitam II poses in a 

manner indicative of dance, complete with a raised heel and bent knee (Coe and Benson 

1966: 16-23; Bassie-Sweet 1991: 220; Schele 1988; Grube 1992). His hair is pulled up 

into large sections that spring from the top of the headdress while a single spray of hair 

extends from his tube-enclosed forelock. K’inich K’an Joy Chitam II dons a costume 

laden with references to Chaak, the Maya deity of rain, thunder, and lightning (Schele 

and Miller 1986: 275). A headdress ornament fashioned of a cross-banded shell, a 

knotted belt and an earring consisting of a bivalve shell associate the dancer with this 

deity (ibid.). Other accoutrements confirm the association to this rain god, including a 

vessel marked with the ak’ab sign, indicating “darkness,” which K’inich K’an Joy 

Chitam II holds in one hand as he wields a lightening-producing axe in the other (Martin 

and Grube 2000: 171; Miller and Martin 2004: 218). Schele and Miller (1986: 275) also 

suggest that the adornment worn at the chest of K’inich K’an Joy Chitam II relates both 

to the god Chaak and also to deity impersonation. 

In carving the Dumbarton Oaks Panel scribes offered inconsistent treatment to 

different portions of the monument. The upper portion of the tablet and the faces of the 

figures received a higher degree of finish than the lower section (Miller and Martin 2004: 

218). As a result, the face, head and headdress of K’inich K’an Joy Chitam exhibit 

carefully rendered details and nuances (Fig. 3.41). Unfortunately the nose, mouth and 

chin have suffered damage. K’inich K’an Joy Chitam II’s face tilts upward, a gesture 

probably associated with the particular pattern of dance steps he performs. The shape of 

the king’s nose is straight, from the brow-ridge down to the top of the nose. An extending 

curve in the profile line connects his nose to a flat and elongated forehead. Below his 

nose, K’inich K’an Joy Chitam II’s mouth is proportionally small. Damage prevents 

accurate description of the face, but the lips and mouth seem to be small, while the chin is 

more pronounced. The relatively sharp chin angles abruptly before curving back to define 

the sitter’s jaw-line. The cheek of K’inich K’an Joy Chitam is round, with a vast distance 
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between the front of the face and the back of the head, giving him the appearance of 

having a wide head. The eye-socket of the king is gently modeled into a round shape, 

with the upper portion of the socket more deeply modeled than the lower portion, 

simultaneously suggesting a noticeable brow-ridge. Within the broad socket, the lid 

consists of an incised upper lid and curved lower lid, with sharply angled edges. The 

king’s expansive head sits atop a short, thick neck. Overall, K’inich K’an Joy Chitam II’s 

visage is round in appearance, but does not give the impression of bulk that the portraits 

of previous kings offered. 

Despite the fact that this portrait captures K’inich K’an Joy Chitam II performing 

as Chaak, his face reveals features that are consistent with all other portraits of the same 

sitter. While this transformation may involve icons decorating the king’s body and head, 

and may involve movements of his body, the transformation fails to affect his face.  

 

K’inich K’an Joy Chitam II, Looted Panel from Palenque 

A panel looted from the site of Palenque portrays K’inich K’an Joy Chitam II as a 

warrior (Schele and Mathews 1993: 156-157) (Fig. 3.42). Viewed and drawn by Linda 

Schele and Peter Mathews in 1973, the panel exhibits carving in the style consistent with 

the examples from Palenque, and the monument includes hieroglyphic inscriptions 

recording the birth and accession dates of K’inich K’an Joy Chitam II (ibid.). In addition, 

the panel describes K’inich K’an Joy Chitam II as being the son of the famous 4 k’atun 

Ajaw, K’inich Janab Pakal. The rareness of this kind of image, combined with the style 

of carving and the complicated headdress, point to a late date for this carving’s execution. 

Carved in low relief, the king wears a massive headdress, holds a spear and 

banner in one hand, and dons a shield in his other hand. K’inich K’an Joy Chitam II 

appears as a warrior standing before a subjugated captive. On the right-hand side of the 

image, a small anthropomorphic attendant stands beneath the well-known drum-major 

headdress (ibid.). This exact headdress makes frequent appearances in the sculptural 

monuments of Palenque.  
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The hieroglyphic texts and iconography make it clear that the primary figure is 

K’inich K’an Joy Chitam II. The portrait of the primary sitter corroborates his identity. 

Facing in the direction of his victim, K’inich K’an Joy Chitam II’s profile, from the top 

of his nose to the bottom of his forehead, slants backwards, forming a nearly straight line. 

The sitter’s mouth opens, and his chin and jaw-line gently curve. The portrait of K’inich 

K’an Joy Chitam II reveals an angled eye composed of a straight upper lid and gently 

curving lower lid. Generally, his face is round in appearance. 

 

K’inich K’an Joy Chitam II, Tonina Monument 122 

Unfortunately, the reign of K’inich K’an Joy Chitam II ended in turmoil. In 711 Ruler 4, 

the king of the enemy city Tonina, captured the 66-year-old Palenque ruler (Mathews [as 

in Bacquelin and Baudez 1982: 846]; Schele and Miller 1986: 274; Martin and Grube 

2000: 171; Miler and Martin 2004: 183). The details of governance at Palenque in the 

immediate years following this calamitous event remain uncertain. K’inich K’an Joy 

Chitam II may have remained in captivity, died, or returned to Palenque at a later date 

and resumed a position of authority, perhaps as a subordinate of Tonina.130 Although the 

texts at Palenque evade exact description of the king’s fate, they mention K’inich K’an 

Joy Chitam II’s direct participation in important dedication and installation rituals that 

took place following the famous capture of 711 (Stuart 2003). However, a monument 

from neighboring Tonina makes a specific claim (Fig. 3.43). At this site, a life-size 

sculpture shows K’inich K’an Joy Chitam II stripped of his royal accoutrements with the 

exception of a Jester God, which decorates the front of his diadem, and a necklace of jade 

beads (Schele and Mathews 1993: 154). The king’s hair is pulled back and into a loose 

loop, and then it sprays wildly from the top of the band. This hairstyle typically appears 

on captives, and it is similar to M. G. Robertson’s SS-10 “Humility Cut.” (M. G. 

Robertson 1983a: 37). K’inich K’an Joy Chitam II reclines in a pose of subjugation, and 

                                                
130 Schele and Freidel (1990: 424) posit that Tonina lords likely sacrificed K’inich K’an Joy Chitam II 
shortly after his capture. However, Schele (1982) and Stuart (2003, 2006a: 155) offer the possibility that 
K’inich K’an Joy Chitam II survived his apparent capture by Tonina in 711 and ruled for several more 
years as a vassal of Tonina. 
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ropes encircle his arms. Artists clearly represent K’inich K’an Joy Chitam II as a bound 

captive. His name is carved upon his thigh along with the glyph for Palenque.131 To the 

right of the figure on the same monument, sculptors recorded the date and a verb 

suggesting a war event. 

The face of K’inich K’an Joy Chitam II retains the same features that other 

portraits representing the same sitter at Palenque exhibit. The king has a gently curving 

profile, which flattens excessively at the forehead. The sitter’s forehead is exaggerated 

severely in length, and extends above his headband. Incised lines define sharply angled, 

nearly triangular, eyes. He has a small mouth, with lips that appear to be pursed together. 

K’inich K’an Joy Chitam II has a prominent chin, which extends downwards for a vast 

distance before it curves to form his jaw-line. A boldly modeled depression below the 

lips suggests a pudgy, double chin. This portrait exhibits the same broad cheek and wide 

head that may be seen in the other representations of this sitter. In this sculpture K’inich 

K’an Joy Chitam II seems to lack a neck, causing his broad head to rest directly atop his 

shoulders. 

 

K’inich K’an Joy Chitam II, Synthesis 

A number of features may be observed in each depiction of K’inich K’an Joy Chitam II 

(Fig. 3.44). This king appears with a distinctive profile, which gently curves, suggesting 

roundness in the lower region of the face. His profile straightens out in the upper part 

nose and defines a drastically angled forehead. A slight outward curve marks the 

transition from the top of the nose to the beginning of the forehead. The prominent, or 

thick, brow-ridge appears in all of this sitter’s portraits. K’inich K’an Joy Chitam II is 

shown with a prominent nose and modestly scaled lips and mouth. Below his mouth his 

chin is large, and extends downward before curving to define his jaw-line. He has a broad 

cheek, which suggests a vast distance from the back of the head to the front profile. His 

eyes are delicately incised within carefully modeled sockets. Deeper carving emphasizes 

the upper portion of the brow-ridge. His eyelids consist of a relatively straight upper lid 
                                                
131 Mathews (as cited in Becquelin and Baudez 1982: 846). 
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with a curving lower lid, and his eyes are set at an angle with the outer corner raised 

above the inner corners. 

Even the portrait of K’inich K’an Joy Chitam II from the neighboring site of 

Tonina shows the king’s portraits in a manner consistent with the portraits from his native 

city. The similarity of portraits from different sites suggests that Usumacinta-region 

artists strove to create portraits that actually resembled the sitter. Another option that may 

explain this uniformity involves the possibility that that artists were taken back to Tonina 

as part of the raid, or as part of a negotiated system of tribute (Miller 2000; Miller and 

Martin 2004: 169).132 In later chapters, I will suggest that the devastation suffered by 

K’inich K’an Joy Chitam II at the hands of Tonina affects conventions of portraiture 

among later kings. However, I believe that the infamous 711 capture of K’inich K’an Joy 

Chitam II has little effect on portraits representing this king. 

Compared to portraits of his father, K’inich K’an Joy Chitam II shares a few 

characteristics (Cf. Figs. 3.15 and 3.44). The portraits of father and son exhibit similar 

exaggerations of the nose and forehead and both kings have hair fashioned to resemble 

the hair of Maize Gods (see Chapter 1 for discussion of this issue). While Pakal and his 

son generally resemble each other, subtle differences in physiognomies certainly mark 

their portraits. K’inich Janab Pakal always exhibits a stark false nose, while K’inich K’an 

Joy Chitam II never appears with this device. The portraits of K’inich K’an Joy Chitam II 

exhibit deeper modeling perhaps suggesting a fleshier mouth and chin. Whereas his 

father’s face is generally triangular, K’inich K’an Joy Chitam II’s face is rounder in 

appearance. Pakal’s portraits exhibit thinner proportions, whereas his son’s portraits are 

fleshier and more robust. 

K’inich K’an Joy Chitam II’s portraits also resemble portraits of his mother Ix 

Tz’ak Ajaw (Cf. Figs. 3.44 and 4.1, 4.2). In every case where Ix Tz’ak Ajaw is shown, 

she appears with her son. Both mother and son have exceptionally round faces, with the 

lower portions, including the mouth, cheek, chin, and jaw-line, portrayed with vastly 
                                                
132 R.R.R. Smith (1981) offers a similar suggestion in his interpretation of Roman portraits from the 
Republican period. Miller (2000) and Miller and Martin (2004) suggest that artists may have been shuffled 
throughout the Maya region, either captured during battle or exchanged as tribute. 
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curving contours. They have similar angles of their profiles, similar noses, mouths, and 

elongated foreheads. Both Ix Tz’ak Ajaw and K’inich K’an Joy Chitam II appear with 

shallowly carved eye-sockets with the upper brow-ridge more deeply carved, and they 

both have eyes that angle sharply at the edges. The only significance difference in the 

representation of their faces is that Ix Tz’ak Ajaw appears in two out of three cases with a 

false nose, or s second profile line modifying her original nose. Perhaps this cosmetic 

enhancement is worn to heighten the resemblance to her son. 

Continuing to the comparison of K’inich K’an Joy Chitam II and members of his 

family, his portraits exhibit the same fullness of the lower face that may be seen in the 

portraits of his older brother and preceding king, K’inich Kan Bahlam II (Cf. Figs. 3.44 

and 3.38, 3.39). They have similarly angled eyes and foreheads. However, the difference 

in their profiles is striking, where the older sibling always has a thick pendulous lower 

lip, which is exaggerated by the open position of the mouth, and a slightly sunken shin. 

K’inich K’an Joy Chitam II, on the other hand, exhibits more modestly scaled lips and 

mouth, and has a prominent chin, that extends outward as far as the lips. Generally 

speaking, the face of K’inich K’an Joy Chitam II is rounder than the face of K’inich Kan 

Bahlam II. However, the roundness of K’inich Kan Bahlam II’s face appears primarily in 

the lower part of the jaw-line and cheek, and his face and head become slimmer towards 

the head’s top. 

Comparisons to his grandparents, on his father’s side offer few similarities, as he 

shares few features with both Ix Sak K’uk’ and Kan Mo’ Hix. Like Ix Sak K’uk’, K’inich 

K’an Joy Chitam II has a full lower face. Compared to K’an Joy Chitam I, an early 

Palenque king who served as K’inich K’an Joy Chitam II’s namesake, equally few 

similarities appear (Fig. 1.9). Depicted on the west side of the sarcophagus in the Temple 

of Inscriptions, this early king has a full lower jaw, suggestive of extra flesh. The stronger 

comparison, however, remains his mother Ix Tz’ak Ajaw. 

 

 

 



 125 

CHAPTER CONCLUSIONS 

This chapter included analyses of images representing K’inich Janab Pakal, K’inich Kan 

Bahlam II, and K’inich K’an Joy Chitam II. Despite the narrow focus of sitters, 34 

portraits constituted the corpus for this category.133 This body of portraits included ten 

portraits of K’inich Janab Pakal, 20 representing K’inich Kan Bahlam II, and 4 of K’inich 

K’an Joy Chitam II. 

Through the comparison of noses, mouths, chins, jaw-lines, eye-sockets, 

foreheads cheeks, general shapes of heads, and the presence or absence of false noses 

patterns for the representation of K’inich Janab Pakal and his sons may be discerned. 

This analysis reveals that a consistent set of facial features may be observed in the 

portraits of each individual. Artists at Palenque strove to suggest the identities of these 

sitters through the representation of specific facial features. Two of the three sitters 

appear with false noses, which vary greatly in the kind of profile they created. None of 

the sitters’ portraits exhibited tattoos, scars, face-paint, or facial hair.134 

The portraits representing K’inich Janab Pakal exhibit elegantly sloping profiles, 

slender proportions, gently sloping foreheads, and faces seem to be slightly triangular in 

shape (Mathews 2005). Perhaps because of the leanness of his face and body, the king 

always appears to be youthful. K’inich Janab Pakal consistently appears to wear a false 

nose and he has a flat, elongated forehead. His portraits exhibit shallowly carved eye-

sockets, deeply carved wings of the nose, thin upper lips, and downward turning mouths. 

He has a small and gently rounded chin in each depiction. K’inich Janab Pakal’s hair is 

typically swept atop his head in a fashion that emphasizes the slope of his high forehead. 

He also appears with a large lock of hair extending from the front of his coiffure. No 

other king at the site shares the exact set of features as K’inich Janab Pakal. Pakal always 

appears as a youthful adult. 

                                                
133 This is a conservative portrait count since I omitted many images that likely portrayed K’inich Janab 
Pakal and his sons because the faces were too damaged to provide useful data. 
134 One exception to this trend may be seen on the panel representing K’inich Kan Bahlam from an 
unknown Palenque region, where he likely wears a goatee (see fig. 3.37). 
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The portraits of K’inich Kan Bahlam II also exhibit a set of features that appear 

with regularity. The most obvious feature of his portraiture includes a large pendulous 

lower lip and open mouth. From the tip of his nose to extending to his headdress, a 45-

degree line defines the profile of the upper portion of his face. He exhibits a round, fleshy 

lower jaw-line, that curves dramatically. Deep modeling around the mouth and behind the 

wing of the nose heightens the illusion of extra flesh. K’inich Kan Bahlam II has stylized 

eyes described by a straight upper lid and a slightly curving lower lid and gently modeled 

eye-sockets. In some cases he possesses a sixth digit on his hand or an extra toe. Scribes 

introduce a tremendous amount of variety to this king’s image. He appears at different 

ages and displays a variety of detailed costumes and headdresses. This suggests that 

artists created his portraits while he was living, perhaps to document the king’s 

participation in critical pre-accession rituals. 

Although fewer portraits are known that depict K’inich K’an Joy Chitam II, a set 

of consistently represented features may be discerned. The profiles of portraits 

representing K’inich K’an Joy Chitam II consist of gently curving lines, which flatten out 

drastically at the point of the exaggerated forehead. K’inich K’an Joy Chitam II has a 

prominent brow-ridge, which defines the top of his eye-socket. Like his brother, the 

portraits of K’inich K’an Joy Chitam II suggest a fullness of the face. The general shape 

of his head is round, whereas only the lower portion of K’inich Kan Bahlam II’s face 

emphasizes this roundness. With the accession of his accession monument, the Palace 

Tablet, in the portraits of K’inich K’an Joy Chitam II the fleshiness of his cheek obscures 

any kind of a cheekbone. Unlike his brother, K’inich K’an Joy Chitam II exhibits a 

modestly scaled mouth and lips. Below his mouth, a modeled line suggests a double chin. 

He appears with slanting eyes, composed of a straight upper lid and curving lower lid. 

The diagnostic features described above, which mark the portraits of individual 

sitters, appear with consistency in the portraits of each individual. In the late phases of 

Palenque’s history, especially during the reign of K’inich Ahkal Mo’ Nahb III, artists 

crafted posthumous images of these illustrious kings using a different style. This new 

approach to the execution of portraits exaggerates and emphasizes details of individual 
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physiognomy, yet continues to portray the typical elements of an individual sitter’s 

image. Examples of this later style addressed in this chapter include a portrait of K’inich 

Janab Pakal (sculpted on the bench of Temple 21) and portraits of K’inich Kan Bahlam II 

(Temple 14 Tablet, the stucco head found in Temple 14, the Tablet of Temple 17, and 

probably the two looted panels). While sculptors that rendered these images seemed to 

relish in recording the minutiae of the face, an equally important focus rests on the 

execution of the features using a linear and calligraphic style. 

Regardless of the era in which the portraits were created, consistently represented 

sets of features allow for the identification and comparison of the rulers’ portraits. 

Compared to their relatives and namesakes, the portraits of K’inich Janab Pakal, K’inich 

Kan Bahlam II and K’inich K’an Joy Chitam III resemble others represented at the site. 

K’inich Janab Pakal, most closely resembles his mother Ix Sak K’uk’, and shares a few 

characteristics with his namesake Janab Pakal I, “The Elder.” However, no resemblance 

can be observed between K’inich Janab Pakal and his father, K’an Mo’ Hix. Pakal’s sons 

also resemble select people at Palenque. Both K’inich Kan Bahlam II and K’inich K’an 

Joy Chitam II closely resemble their mother, Ix Tz’ak Ajaw. Both sons share a few 

characteristics with their father, especially in terms of their elongated foreheads, but the 

sons have stockier proportions, differently shaped heads, and unique features. 

A common feature observable in the portraits of K’inich Janab Pakal and his sons 

includes an exaggerated forehead that angles dramatically backwards. In this way the 

kings of Palenque’s golden age equate themselves to Maya Maize Gods through their 

portraits. As descried in previous chapters, Maya kings and lords referenced the features 

of such deities by showing their heads and hairstyles in ways that parallel the shape of a 

cob of corn and corn silk. 

In my opinion, the portraits of K’inich Janab Pakal bear the closest resemblance 

to Maya Maize Gods than any other individual represented at Palenque (Cf. Figs. 1.24, 

3.15). Pakal’s high and elongated forehead, hairstyle resembling sprouting foliation, and 
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his minimal costumes and ornaments overlap with the representations of corn deities.135 

Mirroring representations of Maize Gods that appear on polychrome ceramic vases, 

K’inich Janab Pakal often appears without a shirt. However, artists always represent 

necklaces or pectoral ornaments that cover his nipples, preventing the sexualization of the 

nude body. In addition, consistently appears to be the appropriate age for a Classic period 

Maize God, and he possesses similarly slender body proportions. I believe that the 

commissioners of Pakal’s portraits, namely K’inich Kan Bahlam II and K’inich Ahkal 

Mo’ Nahb III, deliberately fashioned the portraits of their illustrious ancestor to 

encourage the slippage between Pakal’s temporal and divine identity. 

In my examination of portraits representing K’inich Janab Pakal and his sons, I 

have suggested that Maya artists communicated identity in several ways. The first kind of 

identity suggested through my analysis of the images of these illustrious kings involves 

personal identity. Each king has their own set of features, recorded through their faces. In 

some cases personal identity involves the identity of individuals in the context of lineage. 

K’inich Janab Pakal, for example in some ways resembles his mother Ix Sak K’uk’. 

Personal features therefore communicate individual identity, but may be used to reference 

biological connections. 

A second type of identity artists expressed through portraits includes royal 

identity. This is achieved through the repetition of scenes in which one or two ancestors 

transfer royal power onto a new king. Icons, such as the quetzal-bedecked royal crown, 

K’awiil imagery, the Jester God headband, and flint and shield emblems symbolize 

particular aspects of royal power. All of the kings addressed in this chapter appear in 

conjunction with such icons within such frameworks as a way to situate themselves 

within traditions of royal representation.  

A third category of identity relayed through the images of Palenque kings 

involves divine identity. The persistent allusion to Maize Gods in the representation of 

kings and queens serves as another device to mark their regenerative powers. Shapes of 

                                                
135 Taube (1985, 1989, 1992a) offers extensive analyses and a large corpus of drawings depicting the Maya 
Maize Gods.  
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heads, hairstyles, and body proportions combined with icons worn in headdresses and 

costumes position these sovereigns as beings possessing the powers and vital life forces 

typically afforded to Maize Gods. 

Ancient Maya artists at Palenque, therefore, imbued their portrayals of kings with 

vital messages. These messages express the ruler’s aspects of personal identity, royal 

nature, and links to gods, and family lineage. The multiple ways in which portraits 

operated during the age of K’inich Janab Pakal and his sons reveal the sophisticated and 

dynamic roles of rulers as they faced the challenges of the Classic period. 
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Chapter 4: 

Portraits of Non-Rulers during the Reigns of K’inich Janab Pakal and his Sons 

 

INTRODUCTION 

Accompanying the illustrious seventh-century kings, a host of other individuals make 

appearances in the artistic record of Palenque, including local elite lords and captives 

from neighboring regions captured in combat. In this chapter I address the portraits of 

these non-ruling individuals whose images contribute to the visual programs of the city. 

I begin this chapter by considering the portraits of subjects that apparently held 

high-status positions in the kingdom. Persons included in this category are Ix Tz’ak 

Ajaw, the only queen pictured during this era, with the exception of Ix Sak K’uk’ (whose 

portraits I address in Chapter 1) and individuals who held elite positions within the reign 

of K’inich Janab Pakal.  Following this analysis of Palenque’s non-ruling nobles, I 

address representations of captives. Within the categories of nobles and captives, I 

compare examples of each individual depicted to other images of the same sitter, if more 

than one example is known. I then compare these portraits to others at Palenque, tracing 

similarities of features when they arise. Finally, I compare the portraits of nobles to the 

portraits of captives. Within these categories, elites and captive, I attempt to organize the 

types of sitters represented chronologically, discussing, how the circumstances 

underpinning the commissions relate to the larger programs of particular patrons. 

The corpus of portraits examined in this chapter consists primarily of low relief 

carvings, where hieroglyphic or archaeological data assists in anchoring the time of 

execution and the name of the sitters represented. However, artists created numerous 

small-scale sculptures during this phase of Palenque’s history, which represent individual 

non-royal lords.136 The identities of these sitters remain unknown and much analysis of 

this particular sculptural format should be undertaken. 

                                                
136 Schele and Mathews (1979) and M. G. Robertson (1983a) include photographs and drawings of 
hundreds of small-scale objects that likely represent nobles. 
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ANALYSIS OF NON-RULER PORTRAITS 

Elite Non-Rulers 

During the reigns of K’inich Janab Pakal and his sons, artists carved a plethora of 

portraits representing the individuals with whom the kings interacted. Many of these 

nobles appear alongside the kings in imagery associated with the most exclusive, or 

royal, parts of the site. While such elite attendants undoubtedly played important roles in 

past eras, their anonymity dissolves and they take more public roles during the 8th century 

(Miller and Martin 2004: 26). Testifying to the elevated status of such nobles, scribes also 

carved a variety of titles appended to their names. One title, Baah Ajaw designated an 

especially high-ranking assistant, while other titles, such as Sajal and Ajk’uhuun 

designate officials set to the task of governing portions of the kingdom. Another 

designation, yahaw k’ahk’ or “Lord of Fire” serves as another title that may have marked 

an individual who served in a military or religious capacity (Stuart 2006a: 18). In other 

cases, the identities of the persons represented with prominence in the art of Palenque are 

not yet identified, either because their names were never recorded or because their names 

cannot yet be read. However, the monumental scale and huge investment to create such 

images suggest that they represent actual contemporaries of the great kings of the era, 

rather than simple stock characters. 

 

Ix Tz’ak Ajaw 

A Palenque woman named Ix Tz’ak Ajaw possessed important titles and served as the 

subject for at least four works of art. This noble probably originated from Toktan, and 

also held relationships with a site called Oxte’k’uh “Three Gods.”137 Scribes record the 

name of this woman with the ch’ok title, meaning “sprout” or “heir apparent” suggesting 

she was a young head of a lineage (Schele and Mathews 1993: 121).  In 626 K’inich 

Janab Pakal I took Ix Tz’ak Ajaw as a wife (ibid.: 119; Martin and Grube 2000: 162). I 

term her “queen” in this research, although it remains unclear if her position 

                                                
137 The Palace Tablet records Ix Tz’ak Ajaw’s name in conjunction with Toktan (Schele and Mathews 
1993: 120; Martin and Grube 2000: 162). 
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approximated that of queen within European models of monarchy. Regardless of our 

knowledge of the exact position in which she functioned in the social hierarchy of 

Palenque, she obviously possessed a position of importance, as she is the wife of K’inich 

Janab Pakal and mother of future Palenque kings. She gave birth to K’inich Kan Bahlam 

II (635) and K’inich K’an Joy Chitam II (644), who accede the throne after Pakal.138 Her 

portraits appear alongside her husband and sons, and artists inscribed her name on 

monuments. 

 

Ix Tz’ak Ajaw, Stucco Head 2 

Deep within the Temple of Inscriptions (the very monument that describes her marriage 

and death on the west panel) a stucco head was discovered within the tomb of K’inich 

Janab Pakal that may portray this famous queen (Fig. 4.1).139 Presumably placed within 

the tomb at the time it was sealed, the head serves as a kind of pendant to the stucco 

sculpture that represents Pakal (Fig. 3.6).140 

The identity of Stucco Head 2 has never been clearly established. M. G. 

Robertson (1983b: 74) contends that it represents K’inich Janab Pakal as a youth, which 

would account for the slightly chubbier cheeks, and other difference of appearance 

compared to Stucco Head 1.141 Following Bernal (2004: 20) I believe that Stucco Head 2 

represents Pakal’s queen, Ix Tz’ak Ajaw. The sitter wears a hairstyle with pieces of hair 

gathered atop its head. A thin headband encircles the upper portion of the hair. Large 

straight bangs fall over the forehead of the face. Damage to the sculpture prevents an 

accurate reconstruction, but M. G. Robertson (ibid.) suggests a symmetrical arrangement. 

Because the back of the hair is gone, it’s impossible to say whether the hairstyle 
                                                
138 Ix Tz’ak Ajaw’s name appears in parentage statements in hieroglyphs mentioning her sons, K’inich Kan 
Bahlam II and K’inich K’an Joy Chitam II, and inscriptions dating Pakal’s reign also record her name, and 
possible mention of her marriage and death on the west panel of the Temple of Inscriptions (Schele and 
Mathews 1993: 119-121). 
139 Ruz (1973) excavated the stucco heads.  
140 If placed within the tomb at the time of K’inich Janab Pakal’s death, this would constitute the earliest 
known portrait of the queen. However, the sculpture could have been deposited within the tomb during 
later reentries.  
141 See Cuevas García and González Cruz (2001: 32-33) for stunning side-by-side presentation of high-
resolution photographs of each stucco head.  
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resembled the hairstyle of Pakal and other rulers (with the shaven portion at the back of 

the head and a short horizontal fringe of hair remaining at the base of the head) or 

whether the sitter had long hair. Regardless, her hairstyle resembles most stepped cuts, as 

described by M. G. Robertson (1983a), which frequently appear on women. 

The artist rendered the sitter with an oval-shaped face. Ix Tz’ak Ajaw has a thin 

nose, with the top portion extending upward. The nose’s mass is supplemented with a 

cosmetic device that extends the profile and enhances the upper portion of the nose onto 

the forehead. A blunt swath of bangs covers the top of the appliance. The line designating 

the original and modified profile may be seen clearly in M. G. Robertson’s photographs 

(1983b: Fig. 233) of the profile and three-quarter views of the sculpture. The sitter’s eyes 

are shallowly carved with a straight upper lid and an angled lower lid. The cheeks are 

broad, with suggestions of extra flesh at the corners of the face (or at the back of the jaw). 

The massive quality of Ix Tz’ak Ajaw’s appearance parallels the nascent trend of 

showing women with a portly appearance (Miller and Martin 2004: 25). Ix Tz’ak Ajaw 

has a mouth that opens slightly with moderately suggested lips. The chin is relatively 

small, and sunken. The nose of this figure includes a clearly visible incision marking the 

boundary of the real nose and the false supplement. In the following paragraphs I argue 

that the features shown here are consistent with the facial features on other portraits of Ix 

Tz’ak Ajaw. 

 

Ix Tz’ak Ajaw, Palace Tablet, right hand figure 

Ix Tz’ak Ajaw makes another appearance in the form of a posthumous portrait on the 

Palace Tablet (Figs. 3.11 and 4.2). The Palace Tablet depicts the coronation of K’inich 

K’an Joy Chitam II, and presents both of the new king’s parents despite the fact that they 

were already deceased at the time of the action (Schele and Miller 1986: 114). Ix Tz’ak 

Ajaw extends a shallow plate. Within the vessel an eccentric flint and a shield covered 

with a flayed human face are displayed (ibid.). The Palace Tablet also bears Ix Tz’ak 

Ajaw’s name inscribed in its text. 



 134 

Ix Tz’ak Ajaw’s head is extremely large and round on the bottom, but narrows 

drastically at the crown. She has an elongated forehead, and the angle of the forehead 

extends downwards, without drastic interruption, and forms the profile of her nose. She 

has an extra profile line, which extends up her forehead. Only a small curve marks the 

transition of the forehead to the eyebrow, yet the brow-ridge is deeply carved. The 

obvious brow-ridge, which curves upwards, offers a slight point near the eye, and then 

curved downwards again. The tip of her nose curves drastically at the bottom until it is 

nearly vertical. Below her nose, a relatively small upper lip purses atop a large lower lip, 

yet her lips and mouth extends out drastically from her sunken shin. Her mouth is open 

and small teeth are visible. Deeply carved regions defining the wing of the nose suggest a 

fleshy, broad cheek. Her eyes are narrow, and are composed of a straight upper lid and 

slightly arcing lower lid. The edges of the eyes form sharp angles. A large earflare 

interrupts her lower cheek but the ear ornament fails to mask the plumpness of her face. 

Ix Tz’ak Ajaw has a wide neck decorated with a large beaded collar. 

Ix Tz’ak Ajaw wears her hair pulled together at the top of her head. The ponytail 

drops downward and is bound again at the back of the head, from which long pieces of 

hair hang. At the side of the head, long sections of hair extend in front of the ear and meet 

the jaw-line, and at the back of her head the queen exhibits a shaven section. Below the 

base of the back of her head, a single horizontal band of hair remains. Within M. G. 

Robertson’s classification (1983a: 37) this hairdo is termed the SS-5, “Royal Woman” 

hairstyle. 

 

Ix Tz’ak Ajaw, Dumbarton Oaks Panel 2, left figure 

Another low-relief portrait depicting Ix Tz’ak Ajaw appears on the Dumbarton Oaks 

Panel 2. Artists carved Ix Tz’ak Ajaw’s image along with K’inich K’an Joy Chitam II, 

who stands in the center, and K’inich Janab Pakal, who sits on the right-hand side of the 

composition (Figs. 3.9 and 4.3). A captions carved directly above the queen’s head 

indicates her name (Schele and Miller 1986: 275). 
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Ix Tz’ak Ajaw sits upon a ground line while resting a small K’awiil god effigy on 

her lap (Miller and Martin 2004: 218). Her long hair is collected atop her head and 

interwoven into a complicated headdress. A forelock springs from the front of her 

coiffure while a long piece extends down her back. A small piece of hair extends down in 

front of her ear and a section remains at the back of the head, despite having a horizontal 

shaven strip. M. G. Robertson (1983a: 37) calls this the SS-4, “Coronation Special” 

hairstyle.  Her headdress includes a large anthropomorphic creature with signs on its head 

that may refer to Toktan, the region from which Ix Tz’ak Ajaw is associated.142 She 

wears a jade collar ornamented with Jester God heads (Schele and Miller 1986: 275). 

The face of Ix Tz’ak Ajaw is exceptionally large compared to the other sitters in 

the scene, especially compared to her husband, K’inich Janab Pakal, whose head appears 

to be far narrower than hers. Unfortunately, the lower portion of her face exhibits poor 

preservation. However, Ix Tz’ak Ajaw has an elongated forehead, which is partially 

concealed within a headband. From the bottom of the headband, a false nose extends 

downward on her forehead and merges with the nose. Despite the damage, a full 

outwardly projecting mouth appears and the round chin appears far beneath the mouth. 

The lower portion of her face exhibits a fleshiness that is consistent with the other known 

portraits of this queen. Her portrait also includes a small eye lightly carved within a 

modeled socket, which is deeply carved at the brow-ridge. This brow-ridge is curved, 

with a break or point, near the outer edge. Another deeply carved region of the portrait 

may be seen at the boundary between the wing of the nose and the cheek. 

 

Ix Tz’ak Ajaw, Tablet from Temple 14, left figure 

A third tablet sculpted at Palenque, the tablet from Temple 14, includes the image of Ix 

Tz’ak Ajaw (Figs. 3.32 and 4.4). Kneeling on the left side of the panel, Ix Tz’ak Ajaw 

offers a miniature K’awiil god, probably an effigy, to her dancing son, K’inich Kan 

Bahlam II (see the previous chapter for information about the portraiture of K’inich Kan 

Bahlam II). This scene may take place in the watery underworld, cued by the alternating 
                                                
142 The phonetic sign for to appears with foliage which may read as NAL. 
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na and ba signs, together forming the word nab, or “pool” in Mayan (Schele and 

Mathews 1993: 141; Stuart and Houston 1994: 69-70) and at the time of the panel’s 

execution both mother and son were already deceased and celebrates the dead king’s 

triumph in the underworld (Schele and Miller 1986: 272). 

Ix Tz’ak Ajaw wears a beaded skirt, apron and beaded collar, which is marked 

with Ik’ signs. Her headdress consists of a Quadripartite Monster, with a creature with a 

square nose instead of the typical stingray spine (ibid.). Her hairstyle closely resembles 

the style seen on the Dumbarton Oaks Panel 2 portrait, termed the SS-4, “Coronation 

Special”. This style (M. G. Robertson 1983a: 37) includes a forelock, sideburns, and a 

shaven portion at the back. A short fringe remains at the base of the head, and two long 

sections of hair extend all the way down her back and terminate below her waist. 

Tilted upward to behold her dancing son, Ix Tz’ak Ajaw exhibits her extremely 

round face, which appears above a thick neck. Her cheek and jaw-line suggest a 

roundness that it echoed in the depiction of her mouth and chin. Modeling to the side of 

her eye and nose further define a broad and wide cheek. Her large mouth extends beyond 

her chin. Ix Tz’ak Ajaw’s nose exhibits a clearly incised line that outlines the false nose 

that she wears, which extends up onto her forehead. Her eyes are thin and sharply pointed 

at the ends. The top lid is flat and the bottom lid curves.  

 

Synthesis, Ix Tz’ak Ajaw 

In each of the portraits of Ix Tz’ak Ajaw consistently portrayed features may be discerned 

(Fig. 4.5). The most obvious characteristic shown in her portraits includes the roundness, 

or heaviness, of the lower portion of her face, which gradually thins in the upper portions 

of her head. In the portraits of Ix Tz’ak Ajaw she appears with a false nose, which is 

always visible on her forehead. In two cases, an incised line on the nose itself clarifies the 

boundary between the real nose and the cosmetic enhancement. The lines of the nose and 

the forehead meet with only a slight break in the contour, and they share the same 

continuous angle.  A second feature that appears with consistency involves the manner in 

which the artists carve her mouth. The mouth of Ix Tz’ak Ajaw always tends to extend 



 137 

out from the rest of the face. Artists execute her lower jaw and region below the mouth as 

though she has a sunken chin. Ix Tz’ak Ajaw’s eyes are also shown with great 

consistency. They are typically quite thin and consist of a straight upper lid and a 

shallowly curving arc for the bottom lid. The corners of the sitters’ eyelids appear to 

terminate in a sharp point at the outer edge of the eye-socket, giving the impression that 

she squints. Finally, Ix Tz’ak Ajaw’s eyes rest within sockets that are gently modeled on 

the bottom, and more defined on top.  

The identity of Ix Tz’ak Ajaw’s parents is unclear, preventing comparison to their 

portraits. Comparisons to other women at Palenque show little resemble to either Ix Yohl 

Ik’nal or Ix Sak K’uk’. Analysis of Ix Tz’ak Ajaw’s portraits compared to those depicting 

her son, K’inich Kan Bahlam II, offer rich similarities (see Chapter 3 for the portraiture 

of K’inich Kan Bahlam II). Both mother and son appear with the same shape of head, 

profile line, eyes. Their mouths are also quite similar, except that K’inich Kan Bahlam 

II’s mouth is exaggerated in scale, and is therefore more pronounced than his mother’s. 

 

Chak Kan 

Additional portraits of Palenque’s elite class appear deep within the tomb of the Temple 

of Inscriptions. The carved sarcophagus lid of K’inich Janab Pakal exhibits small named 

portraits of three noble lords on the north and south borders, as well as portraits on the 

massive legs of the sarcophagus (Fig. 4.6). 143 These men seem to be subordinate lords 

who served K’inich Janab Pakal as either administrators or other kinds of court officials 

(Schele and Mathews 1998: 111). 

Chak Kan, or “Great Sky,” appears in the central cartouche on both the northern 

and southern borders of the sarcophagus lid and his image marks the southwest and 

northwest support legs of the sarcophagus (M. G. Robertson1983b: 15; Schele and 

                                                
143 Berlin (1959) discovered the connections between the portraits exhibited on lid of the sarcophagus and 
the portraits inscribed on the legs. Berlin (ibid.) proposed that: 1) the south central portrait on the cover 
corresponded to the portrait on the southwest support leg; 2) that the central figure on the North end 
corresponded with the person on the northwest leg; 3) that the southwest and northwest figures on the cover 
were the individual on the northeast leg; and that 4) the northeast and southeast figures on the cover were 
the individual on the southeast support leg. 
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Mathews 1998: 111). Schele and Mathews (1998: 111) note that Chak Kan’s name 

appears on the sarcophagus with hieroglyphs indicating the Ajk’uhuun title, which 

designates his elevated status.144 Others (Coe and Kerr 1997) explain this title as an 

indicator of a scribe. 145 Recent readings of the Ahk’uhuun title (Jackson and Stuart 2001; 

Stuart 2006a: 31-32) indicate that it may mark high status officials of the court whose 

responsibilities included venerating, obeying, guarding, or overseeing items within the 

Palace. Chak Kan likely served in high-level administrative position and his portraits, 

especially their prominent central location on the bands of the sarcophagus lid, are 

featured as a way of referencing his contributions in relation to Pakal himself or the 

designing and construction of the Temple of the Inscriptions (Jackson and Stuart 2001: 

219). In addition, his supporting role to the royal lineage is paralleled by the repetition of 

Chak Kan’s image on the legs of Pakal’s sarcophagus. 

 

Chak Kan, North band of Sarcophagus, central position 

On the north band of the sarcophagus lid Chak Kan appears within a half-quatrefoil frame 

(Figs. 4.5a, b). The frames on the lid of the sarcophagus, recall the quatrefoil-shaped 

frames in House A of the Palace, which exhibited the so-called portrait gallery.146 

Cropped at the neck, the head and hair of the sitter nearly fill the entire lobed frame. 

Glyphs, indicating Chak Kan’s name and his status, flank the cartouche. Chak Kan wears 

a large circular earflare, which covers the back of his jaw-line and adds visual harmony to 

the portrait by appearing to marking the center of the composition. Wearing only a simple 

headband, ornamented with plates or bead strong onto a fibrous band. At the back of the 

head, the tails of the headband create a large loop. Chak Kan’s hair is cropped short 

above the ear. The front of his coiffure is bouffant, sticking upwards and then curving 

                                                
144 The Ajk’uhuun title designates the office of a secondary or subsidiary lord (Houston 1993; Lacadena; 
Jackson and Stuart 2001). 
145 Schele and Mathews (1993:84, 113) point out another occurrence of Chak Kan’s name in the case of a 
fragmentary flange of a stone incensario located in Mexico City. The burner to which it likely belongs is 
housed in the bodega at Palenque, and initially was found in the Temple of the Cross. A second text 
mentioning the name of this noble appears on a fragment found in the Aqueduct, in a context following 
yitah, a glyph signifying “sibling” or “companion” (Schele and Mathews 1993: 113).  
146 See M. G. Robertson 1985b: Figs. 112, 113 for examples of frames installed on the walls of House A. 
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backwards in large sections. His hair and headband perfectly fill the space provided by 

the quatrefoil frame. 

Chak Kan’s face curves gracefully from the tip of the nose to his headband. 

Above the headband a small portion of his forehead is visible. Although badly eroded, a 

faintly incised line suggests the border between the shape of his nose and the profile 

created by the false addition. The modified profile creates a large nose, which extends 

beyond the plane of the small lips. Additionally, the chin is long, extending down from 

his mouth and then curves to form the jaw. Near the base of the ear-flare the jaw-line’s 

angles shift slightly downward, causing the back of the jaw to have a sagging appearance. 

Another distinctive feature of Chak Kan’s portrait is the unique and deeply carved line 

defining the front of the cheek from the front of the mouth. Beginning as the boundary of 

the wing of the nose, this line undulates downward, suggesting a deep irregular wrinkle. 

Similarly, a unique region of modeling marks the upper eye-socket of the sitter. The eye-

socket itself is deeply carved, but the suggestion of vast regions of flesh appears both 

above and below the eye. The eyelid is shaped like an almond. Much of his face looks 

aged, because of the many furrows marking his face. The variety of incised lines 

combined with the multiplicity of planes, which describe his face, create a visage that 

suggests old age, especially when compared to the examples of the royal family inscribed 

on the sides of the sarcophagus.147 Immediately in front of Chak Kan’s mouth, he 

positions a single hand into a gesture that undoubtedly expresses a particular message. 

 

Chak Kan, South band of Sarcophagus, central position 

On the southern band of the sarcophagus lid, a second portrait of Chak Kan appears in the 

central position (Figs. 4.6c, d). The same exact profile line may be discerned in this 

portrait; however, the line creating the boundary between the natural and artificial nose is 

boldly articulated. The real profile dips inward at the root and then extends drastically to 

create a 45-degree angle brow-ridge. This well preserved detail of the face helps us to 

                                                
147 Julia Guernsey (personal communication, 2007) pointed out that Chak Kan appears to be old in this 
image. 
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understand how to read the portrait on the north band, which exhibits poorer preservation. 

On the south band of the sarcophagus, Chak Kan has a modified profile in the shape of a 

continuous arc, from the tip of the nose to the hairline. 

Chak Kan possesses small, yet bluntly angled upper lip, and sharp and slightly 

protruding lower lip. He has a small chin and the jaw-line extends backwards in the same 

manner as the portrait on the north band, which suggests age. A severely carved curving 

line defines the edge of the nose’s wing and continues downward to define a furrow 

between the cheek and the mouth. The eye-socket is gently carved and it contains a 

delicately carved almond-shaped eye. 

On this side of the sarcophagus lid, Chak Kan wears more sophisticated 

adornments. He wears the same headband, but a different earflare decorates his ear, 

which is in the shape of a flower. In addition, a portion of his necklace and pendent may 

be observed. It looks as though his pendent is composed of an ornament with a small god 

head. Finally, his hairstyle is more complicated. Swept atop the headband, several 

uniform sections of mid-length hair are organized so that some fall over the side of the 

headband and some extend outward. No pupil is discernable, and as in the case of all 

other portraits, artists exhibit no eyebrows. 

 

Chak Kan, southwest Sarcophagus leg 

On the southwest leg of the sarcophagus, the head of Chak Kan appears within a 

cartouche-like frame (Fig. 4.6e). The top of his hairstyle is combed upward into frame, 

with a sideburn that extends downward near the ear. From the front of the pompadour 

extends a round bead from which long drooping foliage hangs. The back of the hairstyle 

is composed of large sections of hair that are organized in a variety of angles. 

Once again the most distinctive parts of his face include a gently rounded nose, 

which seamlessly merges with his forehead. Behind the profile line of the nose, an 

incised line once again describes the natural nose, which is takes on a totally different 

angle. A distinctively angled upper eye-socket can be observed. And the deepest carving 

is in the region suggesting the shape of the upper nose and the nose extension. The base 



 141 

of the nose is bulbous, and its wing is exceptionally round and defined by bold modeling. 

The carving describing the side of the nose’s wing extends downward to define the mouth 

through this deeply carved line. Chak Kan has a closed mouth and an exceptionally 

rounded chin. An almond shaped eye lies within a deeply modeled socket. An ear 

ornament covers a portion of his chin, but does not obscure the suggestion of extra skin. 

The deeply carved wrinkles and the roundness of the jaw and other regions of the face 

suggest hanging skin or old age. 

 

Chak Kan, northwest Sarcophagus leg 

The northwest leg of the sarcophagus exhibits a final portrait of Chak Kan, which 

parallels his image on the southwest leg (Fig. 4.6f). Again, the head of this noble appears 

within cartouche that resembles foliage. He wears an upward combed pompadour with 

sections of hair that fall to the side over the ear. From the front of his pompadour, at the 

level of his forehead, an akbal sign is clearly visible (M. G. Robertson 1983b: 64). Chak 

Kan’s forehead does not exhibit elongation, but the arc resulting in the nose attachment 

transforms a relatively short and outward extending nose (at least at the tip) into a gently 

curving round contour. An incised line points out the real profile line. Again, the deepest 

carving appears in the sections that define describe the prosthetic nose, the region 

defining the side of the nose, and the crease between the mouth and the cheek. Large but 

closed lips appear on the sitter and his face rounds downward, with little definition 

between the chin and the jaw-line. A thin plane extends above the eye, defining an eye-

socket. Incised lines, carved into the shape of an almond, describe the eye. 

 

Synthesis, Chak Kan 

The four known portraits of Chak Kan look remarkable similar to each other. Shared 

features include his hairstyle, the shape of the nose (both natural and artificial) the 

bulbous tip of the nose, thick closed lips, a sagging curving chin and jaw-line and 

almond-shaped eyes. He has a distinctive brow-ridge. The most deeply carved sections of 

the portrait consistently appear to be the region defining the upper portion of the false 
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nose, the carving around the rounded wing of the nose, and the vast furrow between the 

fleshy mouth and cheek. Overall, Chak Kan’s portraits suggest a sitter who is advanced in 

age. In addition, Chak Kan always wears his hair in a style with the top portion swept 

into a stiff bouffant pompadour. 

The portraits of Kan Mo’ Hix, the father of K’inich Janab Pakal, offer a few 

noteworthy points of comparison (Cf. Figs. 2.3 and 4.6). With the upswept pompadour, 

the portraits of Kan Mo’ Hix resemble those of Chak Kan in that way. The nose seen in 

the portraits of Kan Mo’ Hix also resembles the shape of the real nose of Chak Kan, 

although with his cosmetic supplement, this similarity dissolves. Deep carving around 

mouth, which creates a deep furrow between the cheek and the mouth, resembles the 

portrait of Casper II (Fig. 1.3). The oval-shaped eye, and mouth of Chak Kan, exhibiting 

closed thick lips, along with the curving chin with a downward curve of jaw-line at its 

center resembles features present in the portraiture of Kan Joy Chitam I (Figs.1.10). The 

flatness of the front of the profile, with gradual curve of the nose that creates a nearly 

vertical orientation, because of the profile supplement, in some ways recalls the profile of 

Ix Sak K’uk’ (Figs. 1.23). 

Although no specific individual is obviously referenced through the portraits of 

Chak Kan, a handful of features hint, in some ways, to others represented at the site, 

especially on the same monument. 

 

Mut 

A non-ruler named Mut, who must have wielded great power, appears three times on the 

sarcophagus of K’inich Janab Pakal. Like Chak Kan, Mut’s name appears with the 

Ajk’uhuun title, which heralds his position as a high-status officer to the throne, perhaps 

as a royal bookkeeper, venerator, or one who obeys (Schele and Mathews 1998: 111; 

Jackson and Stuart 2001). Mut’s portraits appear on both the sarcophagus lid and on one 

of the monument’s legs. 
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Mut, North band of Sarcophagus lid, eastern side 

The first portrait of Mut appears on the eastern side of the north band of the lid of the 

sarcophagus (Fig. 4.7). Cropped at the bottom of the head, Mut’s head, headdress, and a 

portion of his hand appear within a partial quatrefoil frame, in the same way that Chak 

Kan’s portraits appear on the lid of the sarcophagus. The head of Mut is oriented so that 

the jaw nearly rests on the border of the band. 

At first glance, it seems as though Mut is shown with a closed eye. Careful 

examination of M. G. Robertson’s high-resolution photograph however (1983b: Fig. 168) 

reveals faintly incised lines defining both the lid of the eye, which is straight at the top 

and curves gently downward at the bottom. Ambiguously carved, however, two relatively 

deep contour lines mark the bottom lid. Also difficult to observe, yet clearly captured in 

M. G. Robertson’s photo (ibid.) is a false nose, which creates a curve near the bottom of 

the nose that straightens as it extends upward into the forehead. Relatively deep carving 

defines the nose, the edge of the wing of the nose, and a line defining the mouth. This 

line differs from than the shape, which appears in the four portraits of Chak Kan (see 

above). Below this nose, Mut’s mouth extends upward; small widely parted lips reveal 

small teeth. His mouth, both the upper lip and lower lip, extend outward from the rest of 

his face. Below the lips, Mut has a sharply curving chin, and the jaw-line appears to be 

composed of a perfectly horizontal contour. A large circular ear-spool obscures the back 

of the jaw and head. 

Mut wears a turban-like headdress composed of two broad pieces of cloth 

wrapped around the crown of his head. From the top spring large sections, which appear 

to be fabric, but the erosion of the surface may have erased striations, which may have 

suggested hair. Another option is that this portion of the portrait along with the eyes, 

remain unfinished. 

 

Mut, South band of Sarcophagus lid, eastern side 

The southern band of the sarcophagus lid includes a second portrait of Mut on its eastern 

side (Fig. 4.7c, d). Accompanying Mut’s face, which is turned to present a profile-view, 
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the lobed frame encloses his headdress, hair and right hand. In this portrait Mut wears a 

simple headband, composed of square-shaped beads. The top of the headband features a 

round element, which extends at the front, above Mut’s forehead. This headband binds 

several sections of hair, which extend from the crown of the head. Each section is 

organized in a fashion that resembles a woven pattern. From the bottom of this braid-like 

section, blunt-ended sections of hair hang. Around the ear, a sideburn extends down the 

face of Mut and he exhibits a short fringe of hair, which hangs from the lower back 

portion of the head. 

Mut’s portrait includes a distinctively executed profile consisting of a thin false 

nose that supplements an obviously incised “natural” nose. The real profile describes a 

gently curving harmonious nose, with only a slight dip in the center near the eye. The 

false profile exaggerates the flatness of the forehead, and fills in the gap creating a nose 

formed of a single angle, or single line, before it gently curves downward at the top of the 

nose. The wing of the nose is round and delicately indicated, and not as severely carved 

as in the portraits of Chak Kan. The mouth of Mut is equally delicate, with lips that 

extend slightly from the mouth. Thin lips appear. Mut’s mouth opens to reveal his top 

teeth. Below mouth, rounded chin turns into a straight jaw-line, which is aligned with the 

horizontal border formed by the bottom of the band. The eye-socket is hardly discernable, 

because it is carved in such shallow relief. The shape of the eye is also carved faintly 

carved, the top lid composed of a straight line and the bottom lid created by a gently 

curving line.  The suggestion of a pupil is visible in the center of the eye. Only shallow 

modeling on the cheek and around the mouth can be discerned, giving the allusion that 

Mut lacks the deep wrinkles that mark the face of others at Palenque. However, Mut has a 

relatively deep head, with a vast distance between the front of the lips and the back of the 

head. A large ear extends well above the top of the eyes and extends below the bottom of 

the mouth. Despite these oddities of proportion, Mut has a graceful visage. 
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Mut, southeast leg of Sarcophagus 

Artists carved a final portrait of Mut on the southeast leg of the sarcophagus (Fig. 4.6e). 

Cropped at the shoulder, Mut’s head is positioned in the same curving frame. A large 

round earflare obscures the back of his jaw. Around his head, a thick headband composed 

of large vertically oriented plates serves as adornment. The headband is tied at the back. 

A large section of hair emerges from the top of the headband, while a section of hair 

hangs down the back of the head. A necklace of large beads hangs around Mut’s thick 

neck. 

Sculptors carved the eyelid of Mut with extreme delicacy. The contour line 

describing this feature is nearly invisible and the eye-socket in which the eye rests is 

shallowly carved. Artists rendered Mut’s nose with prominence. Mut’s natural profile 

includes slight dip below the brow-ridge, but the deeply carved cosmetic supplement fills 

this space. Bold carving also describes a round-shaped wing of the nose. His delicate 

mouth opens slightly, again defined by an extremely lightly inscribed line. He has a 

round chin that flattens into a straight jaw-line. 

 

Synthesis, Mut 

Through the examination of three portraits representing Mut, a set of common physical 

characteristics emerges (Fig. 4.7). A consistently shaped nose and profile marks his 

portraits. A thin cosmetic device supplements the natural shape of Mut’s nose creating a 

flat plane from the tip of the nose to the brow-ridge. This straight region is followed by a 

slight outwardly curved contour that dissolves into the forehead. While scribes reveal 

little of the forehead, the massive amounts of hair suggest an elongated crown of the 

head. In each portrait delicate lines describe the wing of the nose. Equally delicately 

rendered small lips extend outward slightly, and are shown in an open position to reveal 

teeth. In addition, he has faintly visible eyelids. The length of his face is deep, from the 

front of the face to the back of the head, and his jaw-line is relatively straight, yet curving 

at the chin. 
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At Palenque no other sitter appears with such faintly rendered eyes and eyelids. 

Perhaps this indicates that Mut’s portraits are incomplete. The execution of the portraits 

could have been rushed in order to accommodate appropriate time restrictions of the 

funeral of K’inich Janab Pakal. If this is the case, it is interesting that each of the three 

portraits of Mut have the same complete profiles, suggesting a priority of representing 

this feature, along with the natural nose. 

Comparing Mut’s portraits to others at the site reveals a connection to K’inich 

Janab Pakal (cf. Figs. 4.6 and 3.15). Both sitters have relatively thin lips that open 

delicately. The comparison is especially striking when comparing Mut’s mouths to the 

mouth of Pakal on the sarcophagus lid (Fig. 3.4). The eyes of both sitters are carved into 

the same shape (and faint traces of paint suggesting the pupils are visible on both Pakal’s 

sarcophagus portrait and Mut’s portrait on the southern band of the sarcophagus lid). 

Similarly modeled brow-ridges, noses and false profiles combined with the same cheek 

and jaw-line combine to offer a striking resemblance. Perhaps these similarities of facial 

features indicate a biological relationship between Mut and the king, K’inich Janab Pakal, 

or perhaps the same artists rendered their portraits resulting in a reliance of formulas to 

represent certain features.148 

 

Yuk 

A third non-ruler appears with prominence on Pakal’s sarcophagus. Sculptors represented 

a noble called Yuk three times (Fig. 4.8). Yuk appears once on the western side of the 

northern band of the lid, on the western end of the southern band, and finally on the 

northeast leg of the coffin (M. G. Robertson 1983b: 64; Schele and Mathews 1998: 111). 

Schele and Mathews (1998:111) note that Yuk’s name includes the special sajal title, 

indicating his status as an underlord of high status. Portraits of Yuk suggest specific 

details of his appearance. 

 
                                                
148 Bassie-Sweet (1991: 246-247) offers the suggestion that the portraits appearing in the borders on the 
Sarcophagus could be patrilineal members of K’inich Janab Pakal’s lineage. 
 



 147 

Yuk, North band of Sarcophagus lid, western side 

An extremely rotund face appears on the western side of the northern band of the 

sarcophagus lid, which represents Yuk (Fig. 4.8a, b). Yuk wears a headdress consisting of 

generous amounts of fabric wound about his head. A large mass of cloth folds down over 

the front of the headdress, while a smaller vertical portion extends down the opposite 

side. At the back of his head a fringe of hair appears at the bottom of the headdress. An 

ornament decorates his ear. 

The fleshiness of the sitter constitutes the most notable characteristic of this 

portrait. The sculptor suggested a large fat cheek by modeling a broadly arcing line to 

create the side of the face. Also, another boldly carved curving line defines the mouth and 

adds fleshiness to the jowls. Another curving line suggests a portly visage through the 

articulation of the chin and jaw-line. Little distinction is made between his face and neck. 

Another indicator of heftiness is the hand, which Yuk extends near his chin, which is also 

composed of a series of rounded forms to suggest the back of the hand and digits. 

Other components of Yuk’s portrait include a thick brow-ridge, visible above his 

eyelid. His eyelid is almond shaped and small, exhibiting very precise and uniform 

carving. The nose extends outward gently, and has a supplement, which only fills in the 

space at the brow-ridge and then recedes as it extends down the nose. The wing of the 

nose is carved to suggest a nearly circular shape. Below the nose, Yuk’s thick mouth 

includes small lips, which are pursed together and turned downwards. Below his mouth, a 

curving chin runs into the jaw-line. 

A final feature of Yuk’s portrait consists of delicately carved elements at the side 

of his cheek, below his ear ornament and eye. A horizontally oriented bar appears with 

three dots below it. The bar and dots combine to indicate the number eight. Another 

embellishment of the portrait appears directly below the turban at the top of Yuk’s 

forehead, where thee dots appear adjacent to the profile of the forehead. The indication of 

the number eight and the dots may have been the result of scarification or tattoos. Given 

the fact that the series of dots appears to extend from the plane of the forehead, it more 

likely is the result of scarification since it is raised. 
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Yuk, South band of the Sarcophagus lid, western side 

A second portrait of Yuk appears on the western side of the southern band of the 

sarcophagus lid (Fig. 4.8c, d). He wears the same turban-style headdress and ear 

ornament as he wears on the northern band. Yuk has an exceptionally round face that 

suggests fat. A deeply carved curving line outlines a furrow around his mouth. His chin 

and curving jaw-line corroborate his portliness, and may suggest age. As in the portrait 

on the northern side, his face simply looks fat. He has a thin profile supplement. The top 

of the nose is fleshy, and a curving line defines the wing of the nose. Yuk has a shallow 

eye-socket, with the upper boundary, or the brow-ridge carved with deeper modeling. 

Within the eye-socket, crisp lines define eyelids. Yuk has thin lips, in a closed position, 

which turn downward at the edge. A horizontal bar is inscribed in the region of the 

cheekbone, with three dots appearing below it. In addition, thee small dots appear on 

Yuk’s forehead. 

 

Yuk, northeast leg of Sarcophagus 

A final portrait of Yuk is appears on the northeast leg of the sarcophagus. This portrait 

seems to be rough-hewn and the high degree of finish seen the portraits of Yuk on the 

sarcophagus lid (Fig. 4.8e). It is possible that sculptors failed to complete this portrait. 

Despite the lack of polish, the portrait contains important information. Once again, Yuk 

wears a headdress resembling a turban, from which a large folded element extends. A 

roughly incised set of lines on his cheek reveals the outlines of the same earflare, which 

appear in his other portraits. Yuk’s nose clearly exhibits both the natural profile line and 

the cosmetic supplement, and his nose shows the same curvature of modeling describing 

its edge. The face lacks detail, but the general contours match other portraits of Yuk, as 

does the curving jaw-line. An inscribed circular shape suggests Yuk’s eyelid. The bar and 

dots suggesting the number eight along with the triple dot motif at the forehead are 

conspicuously absent in this image. 
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Yuk, Synthesis 

Common features in Yuk’s portraits include an incredibly fat face (Fig. 4.8). The extra 

flesh on his face is suggested by a number of features, including deeply carved curving 

lines creating boundaries between the cheek and the nose, an additional line encircling 

the mouth, and the curve of the jaw-line. Compared to the other sitters represented on the 

bands of the sarcophagus and the legs of the sarcophagus, Yuk has the portliest 

appearance, and many of the lines that describe his fleshiness may also indicate that he is 

advanced in age. 

Other consistent features observable in Yuk’s portraits include a particular angle 

of the nose, which is supplemented minimally by a narrow cosmetic device. Both his real 

and false profile lines are the same in all three portraits. These profiles may be observed 

even in the portrait on the leg of the sarcophagus. A series of gently curving lines 

composes the bottom of Yuk’s nose and Yuk’s mouth exhibits small lips and a downward 

expression. His eye-sockets are shallowly carved, with the upper portion, or brow-ridge 

offering thick definition. His eye is unusually small, and takes on the shape of an almond. 

In two of the three portraits, Yuk has symbols expressing the number on the side of his 

face, near his cheekbone and he also has three small dots appended to his forehead, atop 

his false profile. 

Yuk bears no close resemblance to anybody else pictured at Palenque. A few 

similarities, however, exist between his portraits and those of the early Palenque king, 

Kan Bahlam I  (Fig. 1.11). Kan Bahlam I appears on the east side of the sarcophagus (see 

Chapter 1) and his portrait also exhibits an extremely portly visage, including a thick, 

double chin, fat cheek, and dramatically curving jaw-line. Kan Bahlam and Yuk also 

share similar eye-sockets, eyelids, and thick brow-ridges. Their noses and mouths, 

however, are dissimilar. Also, Kan Bahlam has a goatee, and Yuk always appears with a 

clean-shaven face. The similarities of portraits may be attributed to the possibility that the 

same sculptor executed both portraits, and simply relied on conventions, or it is possible 

that the shared features are intentionally rendered in an attempt to show a relationship 

between Yuk and the past Palenque king. 
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Jawless Jaguar 

At Palenque numerous censer stands bear the portraits of nobles and kings. One noble, 

whose nickname might be described as Jawless Jaguar, seems to have been a lord of 

modest status, as his Ajk’uhuun title indicates (Miller and Martin 2004: 225). 

 

Jawless Jaguar, censer stand 

A limestone censer stand dating to around 664, within the reign of K’inich Janab Pakal, 

presents a portrait of Jawless Jaguar (Fig. 4.9).149 This sculpture comes from the Palenque 

region (Easby and Scott 225; Miller and Martin 2004: 225). The portrait includes at least 

two portraits, if not three. A complete head and face comprise the lower half of the 

stand’s front, while the headdress includes a portrait from the cheekbones up, and a third 

potential portrait existed in the form of a small figure who sits atop a jaguar medallion at 

the center of the headdress. This figure, however, lacks its head. 

The primary portrait (or most intact one) rests its chin atop of a jaguar head, 

which is cropped directly above its jaw. This jawless jaguar parallels the hieroglyphic 

inscription labeling the sitter through two glyphs that tentatively provide the nickname 

“Jawless Jaguar” as identified by Miller and Martin (ibid.).150 Circular discs, carved with 

holes at their centers, frame Jawless Jaguar’s egg-shaped head. A haircut composed of a 

series of neat steps frames the top of the head, while longer steps create sideburns above 

his ears. The sitter has small eyes, set close together, which are carved with straight lines 

forming the upper lids and gently dipping curves comprising the bottom lids.  Jawless 

Jaguar’s nose exhibits a prosthetic supplement, which extends the top of the nose nearly 

to the top of the forehead. The tip of the nose and regions defining the wings, nostrils and 

other details are not discernable, either because they were never finished or perhaps 

because these details have suffered to erosion. The forehead of Jawless Jaguar gradually 

                                                
149 Miller and Martin (2004: 225) date the creation of the censer stand depicting Jawless Jaguar to 664 
based on the hieroglyphic inscriptions, which indicates both the name of a later relative of Jawless Jaguar 
and the date 664. Other events recorded in the text include the death of Jawless Jaguar in 657 and an event 
involving tomb re-entry in 659 (ibid.).  
150 See Easby and Scott (1970: entry 175) for photographs of the hieroglyphic inscriptions on the sides of 
the stand and Miller and Martin (2004: 225) for drawings of these texts. 
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flattens, while the lower part of the face retains its smooth roundness. Equally delicate 

modeling defines gentle cheekbones and smooth cheeks. Below his mouth, Jawless 

Jaguar has a small mouth, with small closed lips and a small rounded chin. 

Martin and Miller (ibid.) point out that the style of carving exhibited on the censer 

stand is typical of Palenque’s sculpture, yet the sitter might not be a Palenque native.  

Hieroglyphs carved on the back of the sculpture recount certain contemporary goings on 

at the site, including the visit of a king from Santa Elena within days of dates recorded in 

the text. The sculpture, therefore, might record the image of the visiting elite lord or king. 

Regardless of the sitter’s native land, the sculpture serves as a unique portrait in the sense 

that no other person represented at the site shares the same facial features. 

The headdress worn by Jawless Jaguar may portray yet another individual sitter; 

perhaps a relative of Jawless Jaguar, since the shape of the eye is so similar, although 

they are much wider set. The headdress of this sitter includes a frontally positioned 

medallion that takes on the form of a jaguar. 

 

Synthesis: Non-Ruling Elites 

Each of the non-ruling elite sitters pictured on monuments created during the reigns of 

K’inich Janab Pakal and his sons exhibit highly individualized faces, both in terms of the 

form of the face and its surface decorations. Markings apparently applied atop the skin 

may be observed in the portraits of all of the sitters, with the exception of Jawless Jaguar. 

Ix Tz’ak Ajaw and the three nobles pictured along with Pakal on the lid of the 

sarcophagus wear prosthetic noses creating uniquely shaped profiles. Yuk exhibits tattoos 

or scarification in the form of small dots on his brow-ridge and a design resembling the 

Maya convention for writing the number 8 on the side of his face. All non-ruling sitters, 

except for Ix Tz’ak Ajaw exhibit faces suggesting age, especially visible through extra 

lines and sagging flesh. Signs of old age are especially apparent in the portraits of Chak 

Kan, Yuk and Mut. The specificity of these images may suggest that artists rendered their 

portraits while they still lived, therefore, fixing certain components of their appearance at 

a particular moment in time. 
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Three of the sitters considered here possessed the Ajk’uhuun title, a title of office 

indicating their supporting position within the court, possibly as an overseer, keeper of 

books, guardian, or someone who obeys (Jackson and Stuart 2001; Stuart 2006a: 31-32). 

The format of the monuments, which bear each sitter’s portrait, reiterates the sitters’ roles 

as supporters of the ruler or court. On the sarcophagus lid, both Kan Chak and Mut have 

portraits that appear on the legs of the Sarcophagus, which literally support the massive 

limestone monument’s weight. The sajal Yuk, who lacks the specific Ajk’uhuun title, 

also works to the benefit of the ruler in a similarly supporting manner, as his portrait also 

appears on one of the sarcophagus legs. In addition, the personage represented on the 

incense stand, Jawless Jaguar, also possesses the Ajk’uhuun title carried the burden of the 

incense bowl, which would have rested atop his head. 

Other sculptures at Palenque show human subject that appear to serve the king a 

supporting manner. The sculpted legs that had held throne below the Oval Palace Tablet 

bear relief carvings depicting kneeling men. Each leg represents a man kneeling, with one 

hand raised above the shoulder, appearing to lift a water lily, while the other arm rests or, 

gains leverage by pressing on a features of the underworld landscape. The better 

preserved of the pair of supports, known as the Madrid Stela, retains sculpted details of 

the sitter’s netted headdress.151 In addition, the chin of the man is marked by a series of 7 

dots, executed in a precise series. While most literature describes these subjects as 

Bacabs or representations of God N, because they carry out the task of continually 

hefting burdens, I believe that the idiosyncratic facial markings on the Madrid Stela, 

along with the sitter’s uniquely modeled false nose, cue the viewer to fact that the subject 

is a subsidiary lord, perhaps dressed as God N.152 The roles of these temporal attendants 

may be celebrated through these portraits that metaphorically speak of their service to the 

king. 

 

 
                                                
151 See Easby and Scott (1970: 172) and M.G. Robertson (1985b: Figs. 96-99). 
152 See Taube (1992a: 92-99) for descriptions of God N and discussions of this deity’s significance in Maya 
religion. 
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Captives 

During the reigns of K’inich Janab Pakal, K’inich Kan Bahlam II, and K’inich K’an Joy 

Chitam II, artists created and installed a number of relief sculptures representing the 

captured enemies of war. Oftentimes scribes documented the names of subjugated 

prisoners and celebrated the captors by recording their names in conjunction with special 

titles. Some titles denoting persons skilled in capturing enemies include Ah Baak (aj 

b’aak) “Captive-taker” and Baah Pakal (b’aah pakal), “Head Shield” (Miller and Martin 

2004: 27). The invention of high-status titles for successful captors combined with the 

vast investment in recording the portraits of some captives suggests that the ancient 

occupants of Palenque placed great importance on the harvesting and display of human 

tribute. 

At many Usumacinta-region sites courtyards and staircases served as preferred 

locations to exhibit such portraits. At Palenque captive portraits appear on the sides of 

staircases and on balustrades. Unlike some neighboring kingdoms, the designers of 

Palenque’s visual programs never picture the captives on the treads or risers of stairs (as 

can be seen at Tonina, for example). Captives appear along the sides of staircases, or 

carved into alfardas, along the foundations of some of the buildings of the Palace.  

Hieroglyphic glosses are inscribed on stairs describing the events of war. At Palenque, 

sculptors embellished the East Court of the Palace with a multi-figural program of 

captive portraits. Dating to 661, Houses C and A form the western and eastern boundaries 

of the open courtyard. The creation of the East Court falls within the reign of K’inich 

Janab Pakal (Martin and Grube 2000: 164). 

 

Captives House C (west side of East Court) 

House C of the Palace likely served as a hall for receptions and elite social gatherings (M. 

G. Robertson 1985b: 61; Miller and Martin 2004: 203). Flanking the staircase of House 
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C’s facade, artists installed a series of six carved orthostats against the foundation. 153 The 

carving on each panel reveals the image of a captive shown in positions indicative of 

subjugation. The irregular edges of the stones, combined with the various shades of stone 

may serve as evidence that the panels were recycled from a different context.154 Opposite 

House C in the East Court, House A’s ground level is similarly adorned with a series of 

relief panels representing nine captives, making the East Court a sort of exhibition space 

of captured and subjugated individuals (Fig. 4.10). 

Texts from the East Court help to flesh out a context in which the images of 

captives participate. The stairs that allow access to House C contain hieroglyphic 

inscriptions on their risers, telling of Palenque’s struggles against the magnate enemy 

kingdom Calakmul (Martin, Zender, Grube 2002 II: 25; Miller and Martin 2004: 203). 

Martin and Miller (ibid.) point out that the story expressed on the stairs glosses, or recast, 

the episodes dealing with Calakmul in terms more favorable to Palenque, omitting the 

details of Calakmul’s supremacy. Also included in the text on the House C steps are the 

names of the six figures that kneel about the foundation of the house, each of whom 

seems to come from a region involved in battles between Palenque and Calakmul on the 

Tabasco plain. Corroborating their identities, scribes incorporated four-glyph 

hieroglyphic captions with the portraits. A third device assisting in the communication of 

identity is the inclusion of personified hieroglyphs from their name, which appear in their 

headdresses (M. G. Robertson 1985b: 68-69; Schele 1994; Van Stone 1996: 49-50; Miller 

and Martin 2004: 203). Each of the figures represented on the substructure of House C in 

the East Court appear only once at Palenque. Although each of their names can be located 

in the hieroglyphic captions near their portraits, epigraphers remain uncertain as to the 

exact decipherment of all of their proper names. Accompanying the troupe of six 

captured prisoners on the façade of House C, each of the two alfardas exhibits a captive. 

                                                
153 For consistency I employ M. G. Robertson’s (1985b: 61) system for labeling the eastern figures of the 
East Court: numbering from one to six from right to left. Similarly, I refer to the figures appearing on the 
exterior of House A, or western side. 
154 D. Robertson (1974: 106). Miller and Martin (2004: 203) add that the ill matched stones may indicate 
that such building materials were shipped from different regions as a form of tribute. 
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Although the details of some are lost, each wears a necklace and pectoral 

decorations, and each captive wears fabric threaded through the hole, which undoubtedly 

substitutes for the earflares they had worn before their capture. Each of the six captives 

wear beaded bracelets and similarly decorated loincloths, which drape their midsections. 

The loincloths are worn low on the hips, allowing the viewer to observe their bellies, and 

navels in cases of good preservation. All captives have similar hairstyles, especially in 

the matching treatment of the back of the head. Each has a shaven portion at the back, 

with a strip of short hair defining the bottom of the head. The sides and front of the 

hairstyles vary from figure to figure. Figures 1, 2, and 3 turn their heads to their left, 

facing in the direction of the central staircase of House C, and Figures 4, 5, and 6 appear 

with their heads turned over their right shoulders, also facing the stairs. All captives, 

therefore, directly address the viewer as they ascend the staircase. 

 

Figure 1, House C, west side, East Court 

The first of six captives, appears on the far left when viewing the façade of House C 

(Figs. 4.10a, 4.11).155 Figure 1 is more accurately described as “Captive 1” since he 

kneels in a position of subjugation. He crosses his wrists in front of his chest, partially 

obscuring a pectoral worn from the neck. His headdress contains a ma sign, which also 

forms part of his hieroglyphic name, which appears in a caption on the substructure and 

the stairway (Robertson 1985b: 68; Schele 1994: Fig. 4). 

Although erosion and a large crack through the face make it difficult to see, 

Figure 1 possesses a highly distinctive portrait. He has a full cheek and lower jaw-line 

that curves in a manner to suggest fullness. Although badly damaged, his thin eyelid is 

still discernable. His profile is unique, and exhibits a break where his forehead meets his 

nose. His nose flattens significantly as it reaches its tip. His upper lip is damaged, but his 

lower lip appears to extend outward, before receding to a sunken, yet round chin. 

                                                
155 Each of the six captives appearing along the substructure of House C measure from 135 cm to 140 cm in 
height and are about 56 cm wide (M. G. Robertson 1985b: 67). 
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Compared to the other five captives, he possesses the most round face and is the only one 

with an awkwardly opened mouth. 

 

Figure 2, House C, west side, East Court 

The individual termed Figure 2 holds his left hand across his body in a position indicating 

his submission (M. G. Robertson 1985b: 68) (Figs. 4.10b, 4.12). The person’s other hand 

droops uncomfortably down his side and his fingers awkwardly clench. In portraying this 

captive, the sculptor emphasized the corpulent qualities of the sitter’s lower body, yet 

chose not to describe the captive’s shoulders, chest or upper arms with the same degree of 

massiveness. Additionally, the captive’s stomach swells over the top of his loincloth, and 

his legs are thick. The captive lacks the appearance of physical fitness. 

The headdress of Figure 2, House C contains a large anthropomorphic skull 

possessing two large teeth. From the back of the head ornament fibrous strips loop and 

extend outwards. A strip of fabric hangs through the pierced hole in his ear. The captive 

wears a necklace, which may contain a medallion composed of a skull (ibid.). 

The captive’s head pivots atop his thick neck. Large vertical cracks in the 

sculpture mark the eye and cheek of the sitter. The profile of Figure 2, from the tip of the 

nose upward runs along a nearly vertical line, and angles back sharply towards the top. 

The false profile extends drastically from the head, especially at the forehead. This 

striking profile is achieved through a cosmetic device, and the line of the natural profile is 

visible. The bottom of the captive’s nose is sharply pointed in, and the wing of his nose is 

small, and carved with sharp edges. He has thin, carefully carved lips, with obviously 

discernable contours. Below his lips, his chin is shown at a right angle and the jaw-line 

extends back only a short distance, before the angle swoops up to define the back of the 

jaw. Overall, the captive’s head is extremely long and narrow, with sharp edges. A large 

crack in the panel obscures most of the eye, but it seems as though it had been comprised 

of a shallowly carved socket. The sharpness of this captive’s face contrasts with the 

shapelessness of his body. Despite the arresting quality of the massive bound body, the 
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face still remains the focus of this sculpture, as its highly specific and nuanced features 

demand the attention of the viewer. 

 

Figure 3, House C, west side, East Court 

Figure 3 of House C seems to pose in the same manner as Figure 2 (Figs. 4.10c, 4.13). 

The eroded central portion of the panel obscures his left hand and arm, which crosses 

across the captive’s body. The figure’s right hand, however, hangs limply, terminating in 

an anxiously clenched fist. This captive wears a headdress with composed of elements 

now lost to us except for the upper portion of a creature with serrated teeth, an eye, and 

fabric, which extended from the side of the headdress backwards, behind the head. 

Except for the hair at the back of his head, no hair emerges from the side of the 

headdress. 

Figure 3 also possesses a large neck, which nebulously merges with his shoulders. 

The sitter’s head is exaggerated in scale, and turned to the side to reveal fabric, which has 

been drawn through the piercing in his ear. The profile of his nose is nearly straight, until 

it reaches the region of the brow-ridge, where the angle gently curves backwards to 

define the forehead. An incised line appears above the profile line, carved enigmatically 

within the background of the panel. This line begins at the brow-ridge and curves back 

and meets the second tooth of the headdress. It is unclear if this line is indicating a 

manipulation of the profile, or some other element of the figure’s adornment. Erosion of 

the nose and eye hinder precise description, but it seems as though the nose is long, 

straight, and without much carving to define the region where it meets the face at the 

cheek. Below the nose, Figure 3 has thick open lips, and a square-shaped chin and 

straight jaw-line. Delicate modeling around the chin and at the edge of the mouth 

suggests fullness in this part of the face, whereas the cheek appears to be broad and flat. 

His eyes are eroded, but the suggestion of an upper boundary of an eye-socket is 

indicated, and his eyelid seems to have been composed of a straight line indicating the 

upper lid and a curving line to suggest the bottom. 
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Figure 4, Ayiin Chan Ahk, House C, west side, East Court 

Figure 4 represents a captive from Pipa’ whose name has been deciphered as Ayiin Chan 

Ahk, or “Caiman Sky Turtle” (Martin and Grube 2000: 165) (Figs. 4.10d, 4.14). K’inich 

Janab Pakal captured Ayiin Chan Ahk in AD 659 in a raid in which he successfully 

subjugated this individual along with five other lords (ibid.).  Ayiin Chan Ahk wears a 

headdress formed of a caiman-monster head with a large snout and jaw (M. G. Robertson 

1985b: fig. 68). Small sections of hair extend in neat clumps near his ear and at the 

forehead. A skull marks his pectoral. Spots, perhaps jaguar markings, decorate the top 

frontal portion of his loincloth and he wears a band around his left upper arm. 

Ayiin Chan Ahk has a round-shaped face, composed of a curving chin. He too 

seems to lack a proper neck. The captive exhibits a curving nose and forehead. Even his 

eye-sockets are gently carved to form a round brow-ridge in which thin, slanting eyelids 

are incised. His lips are closed, and the bottom lip extends beyond the top one. His nose 

appears to be thin, and careful modeling defines its shape. His ear is stylized, with the 

upper portion depicted in a square shape. In addition to having a round head, the forehead 

of Ayiin Chan Ahk extends back to meet his headdress. Ayiin Chan Ahk’s portrait 

resembles none of the other captives pictured at Palenque. 

 

Figure 5, House C, west side, East Court 

Figure 5 wears a headdress composed of a large Jaguar God head (M. G. Robertson 

1985b: 69) (Figs. 4.10e, 4.15). Within the headdress, the Jaguar God wears an ear 

decoration of a dangling leaf and ajaw sign. A large band forms the bottom of the 

headdress, which is tied, and extends from the back. 

Figure 5 holds his right hand across his chest, in a pose that parallels the pose of 

Ayiin Chan Ahk, in Figure 4. A large circular emblem decorates the top of his loincloth, 

and his hairstyle includes a wide region of hair near the ear, or wide sideburn. The face of 

Figure 5 seems to be massive and portly. Extra flesh may be detected in his cheeks, jaw, 

chin, and mouth. Deep modeling around the bottom and wing of the nose suggest a 

plump visage. His lower thick lip and fleshy mouth extend out above the corpulent chin. 
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A line extending from the tip of his nose runs upwards at a continuous angle to define his 

nose and forehead with a slight outward curve to define the brow-ridge. No second 

profile line is indicated. His eye is ill preserved but slight incisions indicate the top and 

bottom lids. Figure 5’s head is longer than Ayiin Chan Ahk’s, but is not the longest of the 

series. 

 

Figure 6, House C, west side, East Court 

Figure 6 wears a well-preserved headdress, but sadly the sitter is missing most of its face 

(Figs. 4.10f, 4.16). His headdress is composed of a large head bearing a k’in sign at the 

back, from which and dangling element extends. He has a rounded ear with a small 

indication of a sideburn in front of it. The back of his jaw-line is visible and suggests a 

rounded lower face. A slight indication of the eyelid can barely be seen. Although not 

visible in photographs today, M. G. Robertson’s contour drawing of the figure shows him 

as having thick lips, a curving chin, and a large nose and straight profile-line. No 

indication of a second profile line, or false, nose is visible. 

 

Captive, House C, South alfarda 

Artists installed another set of carved alfarda sculptures in the House C of the Palace. 

Adjacent to the staircase on House C’s façade, two large alfardas represent additional 

portraits of elite lords likely captured from other sites during military campaigns (Figs. 

4.17). These sculptures slant backwards at a forty-five degree angle, offering beholders 

ascending the staircase optimal views of the individuals carved upon their surfaces. Two 

human figures, shown in a scale larger than life, serve as the subjects of both architectural 

sculptures. 

On the south side of House C’s staircase kneels a lord facing north, in the 

direction of the stairs (Fig. 4.17a). This person’s arms are folded in front of the body. He 

wears a pectoral with a long tubular bead at its front. His costume includes dangling 

earplugs and a basic headdress worn at the back of his head. He also has a long loincloth 
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decorated with a series of knotted motifs. In Maya iconography, knotted motifs 

oftentimes appear in contexts in which ritual bloodletting plays a role in the content. 

The profile of this figures face is emphasized, because it forms the edge of the 

alfarda. He has a gently sloping forehead, which is flat. A continuous line extend 

downward to define the nose. The figure’s eyes are closed, which may suggest his death. 

The edge of his mouth and lips form a vertical edge, as his mouth is shown closed. Poor 

preservation of the face prevents specific details from being observed, however, he 

appears to possess a lean visage and has a straight jaw line and a pointed chin. 

The identity of this figure is unknown. Given the sitter’s kneeling position, with 

his knees upon a ground line that corresponds to the plane of the East Court’s surface, his 

status as a captive is suggested. This option also seems plausible because the other 

figures shown along the foundations of the buildings in the East Court also represent 

captives.  

 

Captive, House C, North Alfarda 

Opposite the South Alfarda on the façade of House C, the North Alfarda exhibits a 

pendant figure (Fig. 4.17b). With even poorer preservation than the alfarda opposite it, 

fewer details of this individual’s visage can be noted. The sitter represented on the North 

alfarda lacks a head, but still preserved within the carving is the loincloth, representing 

five stacked knotted motifs with flaring elements at the bottom. The series of knots, again 

may suggest bloodletting or other sacrificial offerings. 

The alfarda sculptures flanking the stairway suggest high status captives. They 

appear in the most conspicuous position flanking what is arguably the most important 

staircase in the East Court, an assumption rooted in the fact that the staircase exhibits 

hieroglyphic writing. In addition, the better-preserved figure on the south side retains 

certain costume elements speaking of his high status, such as his headdress, pectoral, 

earflare and loincloth. Additional evidence alluding to their privileged status may be 

inferred by scale, as they are much larger than the other six captives installed along the 

substructure of House C. 
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Synthesis, House C Figures 

As the text on the staircase recasts the outcomes of Palenque’s struggles against 

Calakmul, the captives carved on the orthostats and alfardas serve as specific visual and 

corporeal corroborations of this proclamation. Rather than focusing on Calakmul’s 

military and political prowess, Palenque’s artists focus on the successful capture of elite 

lords, perhaps as a strategy to distract from a bigger darker picture. 

Given the content of the staircase’s inscriptions, the portraits shown in association 

with House C likely represent high-status slaves, whose images were recorded after their 

capture and transportation to Palenque. Each of the captives shown on the west side of 

the East Court possesses individual physiognomies, especially notable in their profiles. 

The portraits, although not well preserved in many cases, stress specific parts of each 

sitter’s face. Profiles, the thickness of chins, jaw-lines, necks and cheeks also exhibit 

incredible variety. Their headdresses and adjacent glyph blocks reiterate their individual 

identity. Despite their unique faces and individuality, all of the captives remain 

expressionless.156 Rather than suggesting fear, anxiety, or other intense emotions, which 

the viewer might imagine a captive to experience, none of these emotions register on the 

faces of the court’s captured sitters. 

As Van Stone (1996: 49-50) discussed in his analysis of headdresses, the captives 

pictured along the foundation of House C only appear once at Palenque, therefore no 

established conventions exist for their portrayal. Similarly, no precedents of portraiture 

defined limits for the representation of the captives’ faces. I believe this situation 

furnished sculptors with great freedom, which they perhaps manifested through the 

exuberant exploration and recording of differences, thus emphasizing the idiosyncrasies, 

exaggerations, and oddities of each subject. I believe that the designers of the courtyard’s 

sculptural program intended the series to express the presence of specific high-status 

captives. On another hand, I think that the underpinning motivation behind their 

                                                
156 Houston (2001) examines the roles of emotions in relation to Classic Period art.  Artists rarely suggest 
emotional states in their representation of Maya sitters, but in some cases the faces, body positions, and 
gestures of captives reveal intense distress and fear (ibid.: 209-16). 
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representation lies in the desire to broadcast, in dramatic terms, Palenque’s success in 

battle. 

 

Captives House A (east side, East Court) 

House A forms the boundary of the east side of the Palace’s East Court. House A’s 

façade also served as the backdrop for a complicated program of sculptures representing 

lords subjugated by Palenque (Fig. 4.18). The execution of these portraits dates to either 

the reign of K’inich Janab Pakal or K’inich Kan Bahlam II (Martin and Grube 2000: 164) 

Installed along the façade of House A, nine humiliated captives, carved larger 

than life, strike extreme poses indicated their submission (Miller and Martin 2004: 203-

204). These captives are substantially larger than those appearing on the opposite side of 

the East Court. Sculptors organized the captives into groups, with a series of four 

displayed on the north side of the stairs, and five captives on the south side of the stairs. 

Artists represented the collection of captives using an inconsistent scale (Robertson 

1995b: 63), which contributes to their awkwardness. Each of the figures exhibits 

evidence of cropping at the top of their head and headdresses, probably so achieve a 

uniform height (M. G. Robertson 1985b: 63). Kneeling on a ground line, which 

approximates the plane of the East Court’s surface, their incompatible scale and awkward 

positions and close proximity to the audience focus attention to their bodies and 

physicality. 

 

Figure 1, House A, east side, East Court 

Figure 1 occupies the end position of the group of captives that appear on the north side 

of the stairs of House E (Figs. 4.18a, 4.19). Of the group of four, Figure 1 is the only 

captive with his face shown over his right should, facing north. He is also unique because 

of his stature; Figure 1 appears to be drastically smaller in scale than the other sitters 

represented in the program. The body of Figure 1 stands in ¾ view, a convention only 

rarely employed at Palenque. His head turns in profile. Decorating his body, he wears a 

loincloth, a string of round beads, an earflare composed of beads and an ajaw sign, and a 
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segmented headband, which binds his hair and strips of fabric. His hair is cropped with a 

shaven portion at across the back of the head. 

Figure 1 appears to lack a chin. The contours that describe the mouth seem to run 

directly into the sitter’s curving jowl and jaw. His mouth is crudely indicated by a 

downward curving incision. His nose is large, extending significantly from the mouth. A 

straight line describes the nose and meets the forehead without interruption. Damage 

suffered to the figure’s eye and cheek and makes it impossible to determine if the sitter 

wore a false nose. Despite the poor preservation of the captive’s face, the sitter appears to 

be plump. 

 

Figure 2, House A, east side, East Court 

Figure two stands in profile, facing in the direction of the staircase (Figs. 4.18a, 4.20). 

The profile view of Figure 2 allows for close examination of his proportions, especially 

the thickness of his chest, leg, and ankle. M. G. Robertson (1985b: 64) suggests based on 

the gross inconsistencies in scale, the large excessively large legs and thighs, along with 

the outwardly projecting chest, that Figure 2 represents a dwarf. Dwarfs would have been 

typical members of Maya royal courts (Miller and Martin 2004). Like the other captives, 

Figure 2 has oversized feet (M. G. Robertson 1985b).  From his thick chest, the captive 

wears a medallion, a loincloth with a long frontal apron, a headband, a bracelet, and a 

dangle through his ear. 

The hairstyle is composed of a typically shorn back section with a sideburn. 

Another small section of hair falls over the top of the forehead. Large sections of hair 

along with streamers of fabric, extend from the top of the head, and are bound by a 

headband. Inscribed with a thin line, the artist executed Figure 2’s eye in the shape of an 

oval with a point at the outer edge. The large eye appears within a shallow eye-socket. 

The sitter’s nose takes on a naturalistic angle and no false cosmetic addition can be 

discerned. A deeply carved curving line defines the wing of the nose. Below the nose the 

captive’s mouth parts to reveal his teeth. His mouth extends outwards from his face, 

creating the illusion of a sunken chin. 
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Figure 3, House A, east side, East Court 

Conspicuously large in scale, compared to its neighboring captives, Figure 3 takes up 

more lateral space than Figure 1 and Figure 2 combined (M. G. Robertson 1985b: 64) 

(Figs. 4.18a, 4.21). Seated upon his legs in what may be a cross-legged position, his foot 

extends from beneath his derriere. The bottom portion of Figure 3 appears in profile view 

and the upper body turns towards the viewer. Sculptors represent the figure’s head in 

profile view. 

This corpulent captive has no indication of a neck. His large head tilts upward. 

His hair is pulled through a headband and a long bound shank droops over the front of the 

head. Sprouting through the top of the headband, a series of short feathers line its 

perimeter. The captive wears an earflare in the shape of the ajaw sign, a pair of wristlets, 

a simple loincloth, and a beaded necklace, embellished with a medallion. Behind him, 

jagged zigzagging lines suggest a fibrous swag, perhaps suggesting a cape (ibid.). 

The broad head of Figure 3 exhibits an open mouth, which reveals teeth. The 

figure’s eye is closed and an incised line defines the closed lid. Figure 3 is the only figure 

on the east side of the East Court represented with a closed eye. The profile of the sitter 

extends outward, and careful modeling defines lips. Through the lips, the sitter’s teeth are 

visible. A significant distance of the mouth is visible before the chin rounds. The lower 

jaw is modeled in a fashion suggesting a full lower face. Below the shallow eye-socket, 

sculptors suggested the sitter’s cheekbone. The figure has a large nose, with broad 

curving line suggests the side. A nostril is also suggested. The profile of the nose curves 

inward gently, at the point of the brow-ridge and then transitions into another gentle 

curve until it meets the headband. No false nose is visible. 

 

Figure 4, House A, east side, East Court 

Figure 4 kneels with his hands positioned across his body (Figs. 4.18a, 4.22). Installed 

next to the staircase, this figure occupies a position easily visible to viewers ascending 

the staircase of House A. Perhaps because of his privileged position, his loincloth bears a 

hieroglyphic inscription. The frontal position of Figure 4 exhibits the awkwardness of the 
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body position and conspicuously displays inconsistencies in the sitter’s body. The captive 

has a massive lower body, thick midsection and comparatively narrow shoulders. The 

oddest irregularity of the body can be seen in the arms. Figure 4 has a massive forearm on 

the left, with a diminutive bicep.  A draped section of fabric fails to disguise this gross 

inconsistency. The left arm also is large on the bottom and thinner towards the top. Each 

hand tensely clenches, resembling the hand positions of persons who suffer from acute 

arthritis. His right hand is much larger in scale than the left. Captive 4 also seems to lack 

a proper neck, and has a neck that appears to have been wrenched upward. His severely 

contorted head looks as though it rests directly atop meager shoulders and an 

insubstantial chest. 

Matching the other captives, Figure 4 wears a headband, an earflare, necklace and 

wristlets. His hair, parallels his neighbors, and is pulled through the headband. Figure 4’s 

face is stylized and linear. He has an abnormally thick lower lip, carefully delineated 

teeth, and a thick upper lip. His chin is small and acutely angled. The chin transitions into 

and a relatively sharp jaw-line.  The sitter has a broad eye-socket, with bold brow-ridge. 

Within the socket, the eye is clearly discernable straight upper lid and dipping lower lid. 

The sitter’s nose is straight, mirroring the straightness of the jaw-line. From the tip of the 

nose to the base of the headband, the straight line defining this boundary hardly changes. 

It only lifts slightly to describe the brow-ridge. The nose is nearly straight, gentle bump at 

brow-ridge. The bottom of the nose is sharply carved with a deep nostril and edge of the 

nose’s wing. No false nose is visible. Generally, the portrait of Figure 4 has angular and 

lean qualities not shared with other figures of east side of East Court. 

 

Figure 5, House A, east side, East Court 

On the opposite side of the staircase of House A, another program exhibiting five figures 

embellishes the foundation of the facade. Opposite Figure 4, Figure 5 flanks the staircase 

(Figs. 4.18b, 4.23). Similar to Figure 4, this figure kneels frontally, looks in the direction 

of the staircase (north), and positions his hands in a similar manner. His loincloth also 

bears a hieroglyphic text. The oddness of body proportions also mirrors Figure 4, with 
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especially awkward proportions visible in the arms, shoulders and lower body. Other 

ornaments on his body, including his earflare, necklace and wristlets match his 

companion on the opposite side of the stairs. His headdress also includes a headband, 

which contains masses of hair and perhaps fabric. 

Figure 5 tilts his head upward in an awkward position. He possesses a sharp jaw-

line, composed of two angles. He has a pointed chin, exceptionally thick lower lip, and 

large upper lip. His nose is also straight and breaks only slightly at the region of the 

brow-ridge. Figure 4 has a large upper brow-ridge, which is deeply modeled. Deep 

carving may also be seen in the definition of the lower nose and nostril. The other region 

with the most severe modeling creates a sharp crease between the mouth and the chin. 

The face of Figure 5 closely resembles Figure 4. 

 

Figure 6, House A, east side, East Court 

Even more awkwardly posed than previously described portraits, Figure 6 of House A 

contorts into a kneeling and twisting position (Fig. 4.16b, 4.24). His legs appear in profile 

view and his upper body in three-quarter view. His legs cross at the ankles, revealing the 

bottom of his left foot. His right hand stretches downward and his left arm bends across 

his weak looking chest. One hand splays painfully and the other is tightly clenched. Gross 

inconsistencies appear in the scale of the limbs, which accentuate the discomfort 

communicated through the image. M. G. Robertson (1985b: 65) suggests that this 

awkwardness suggests that the figure is attempting to rise to a standing position. The 

captive wears a simple loincloth, a necklace with a medallion, and beaded wristlets 

(ibid.). The sitter dons a thin headband that contains several sections of hair, which 

extend in a mass of disarray at the back of the head. Another shank of hair flops over the 

top of the headband, over the face of the sitter. 

Figure 6 faces in the opposite direction of the staircase. The acutely angled lips 

and position of the mouth, nose and eye-sockets create a portrait that is marked with 

sharpness. The sitter has an exceptionally large eye-socket, with a slightly protruding 

eyelid. The thin lips of the mouth open widely. The sitter has a curving jaw-line and a 
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rounded chin. The lower portion of his face appears to be larger than the upper portion of 

the face. Figure 6 has a severe profile, with a sharp nose, acutely angled brow-ridge and 

an exaggerated forehead that dips inward as it meets the headband. Compared to the 

body, the captive’s head is exceptionally large. 

 

Figure 7, House A, east Side, East Court 

Figure 7 kneels frontally and turns his face in profile view (Figs. 4.18b, 4.25). The figures 

lower body is extremely elongated compared to the upper body. His shoulders are not 

level, with his right shoulder higher than the left one. A long loincloth falls across the 

front of his body. He also wears simple wristlets, a beaded necklace, an ajaw earflare, 

and a cap-like headdress. 

The face of Figure 7 exhibits a unique profile and jaw-line. The profile of the nose 

and forehead is created through the supplement of the false nose. The new profile curves 

outward severely, with the nose described as a vertical line that extends outward at a 

region of the brow-ridge, and then pulls back drastically at the forehead. The jaw-line 

also curves boldly. The curving profile and jaw-lines create a face that is round in 

appearance. The roundness of the face is unmatched by the rest of the head, as the crown 

is much narrower at the top. The base of the nose is wide and its edge is shallowly 

carved. The mouth of sitter seven extends outward severely and thick lips open to reveal 

his teeth. Sunk behind the lower lip, the sitter has a diminutive chin. Hints of his 

cheekbone are visible, and his cheek appears to be lean. Above the angled cheekbone, a 

slightly bulging eye-lid is represented by an oval-shaped incision with sharp angles at the 

corners. 

 

Figure 8, House A, east side, East Court 

The penultimate captive installed within House A’s façade stands in profile, with his arm 

folded across his body (Figs. 4.16b, 4.26). M. G. Robertson (ibid.: 65) describes this 

figure as a dwarf. Since dwarfs served important roles in Maya courts, they would have 
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served as highly prized captives. However, the overall lack of consistency in scale seen in 

the program of captives makes it difficult to use scale as a determiner of dwarfism.157 

The face and head of Figure 8 appears within the same scale as others in the 

program, despite the fact that he stands, rather than kneels like many of the others. 

Erosion has claimed most of the figure’s face, but the captive’s mouth remains. The 

bottom lip juts outward drastically from the face and appears disproportionately large 

compared to the upper lip, calling attention to the open position of his mouth. Above the 

mouth, a lengthy philtrum may be observed before the base of his nose begins. A portion 

of a round chin remains. Although most of his cheek, jaw-line and eye is missing, it still 

seems as though is face was round and pudgy. 

 

Figure 9, House A, east side, East Court 

Figure 9, the final captive of the House A series, presents a number of oddities in the 

representation of the sitter (Figs. 4.18b, 4.27). While the other portraits present images of 

subjugated captives, Figure 9 is more explicit in the sacrificial nature of the figure. His 

head turns to the side, looking south, but his body is presented frontally to the viewer. 

Small portions of his upper arms are visible, indicating that his arms are bound behind his 

back and hidden from view. A deeply carved hole marks the center of Figure 9’s chest, a 

hole that is intentional, and not the result of erosion (ibid.). M. G. Robertson (ibid.: 66) 

also observes that this figure lacks all jewelry and adornment, and that the removal of 

such items was common when someone was about to become a sacrificial victim. The 

most overt reference to the humiliation of Figure 9 is the display of his over-scaled 

genitals marked with diagonal slash marks. The loincloth has been pulled away to 

emphasize the exhibition of this humiliation. Again, given the inconsistent scale 

employed in the representation of all of the captives in the east court, the large scale of 

                                                
157 Dwarfs commonly appear in Late Classic art in both temporal (V. Miller 1985) and supernatural 
contexts (Houston 1992). V. Miller (1985: 148) points out that artists often depict some dwarfs wearing 
luxurious garb, such as jaguar pelts and jade, typically associated with costumes of the highest classes of 
Maya society. Given the possibility that dwarfs possessed high ranks and frequently appear in courtly 
settings, they probably would have been seen as high-status captives, if captured in war.  
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the phallus cannot be taken at face value as evidence for gigantisms. Rather, the enlarged 

phallus likely shows the captive as a sexualized being who has acceded all control to his 

captors.158 

The oblong head of Figure 9 tilts upward. The sculpture is badly eroded in the 

region of the mouth, but well preserved in other areas. Resting within a well-described 

eye-socket, the sitter has a wide eye, cleanly incised in oval with pointed edges. A carved 

line clearly defines the contour of the real nose, but a false nose is shown creating a 

profile consisting of a continuous line running from the forehead to the base of the nose. 

The base of the nose is distinctive, and oddly carved with deep regions of stone 

subtracted in the description of the underside, nostrils and the area around the wing of the 

nose. The mouth is damaged, but the vandalism falls short of erasing what would have 

been a drastically protruding lower lip and mouth. The lower portions of the mouths seen 

in the other captive portraits installed along House A’s façade (with the exception of 

Figure 1) fail to exhibit this drastic feature. The figure’s chin is round, and slightly 

sunken. The jaw-line gently curves, suggesting a face that appears neither lean nor fat. 

Gentle modeling below the eye suggests a cheekbone and cheek. The figure has a small 

ear, which lacks ornamentation. 

A few slash marks appear on the face: one extends from the edge of the eye-

socket, another mark appears at the side of the cheek, and a few are visible at the eye-

socket. Several other cuts appear on other parts of the body. It is possible that such lines 

represent actual marks of mutilation inflicted on the body of the sitter, or they may have 

been applied to the sculpture at a later date. 

 

Captive, House A, Pier C, right figure 

Another captive, whose name is unknown, appears at Palenque along the façade of House 

A. Carved upon Pier C, this figure accompanies Ix Sak K’uk’ and K’inich Janab Pakal 

(Fig. 4.28). Sitting cross-legged upon a ground line formed of a skyband, the captive 
                                                
158 Rosemary Joyce (2000) offers a contrasting interpretation of the display of genitals in ancient Maya art. 
Designed for male audiences, Joyce contends (ibid.) that exposed male genitals stress the beauty of the 
male body.  
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wears a beaded belt and a string of beads from his neck. Most of his face is lost, but a 

portion of his jaw remains, which appears to be broadly curving. Also remaining is his 

round, slightly sunken chin, and drastically extending lower lip. M. G. Robertson (1985b: 

fig. 38) reconstructs his nose and forehead in a way that echoes the curves of the lower 

face. Unfortunately, little of the upper half of the face remains. However, his hairstyle, 

consisting of a mass of his hair swept atop his head, extending wildly forward with a 

band, is a style worn on other occasions by captives. M. G Robertson (1983a: 37) 

describes this as the “Humility Cut” SS-10. 

 

Captive, Temple of Inscriptions, East Alfarda 

Two carved alfardas flank the stairway of the Temple of Inscriptions. These low relief 

carvings bear the portraits of two sitters (Fig. 4.29a,b). Workers installed the alfardas at 

an angle, providing optimal views of the figures to the viewer as they ascend the 

staircase. The people represented on each alfarda are nearly identical. Each appears from 

the knee up, in a frontal position with their heads turned to gaze in the direction of the 

stairs.159 They wear the same costumes, consisting of a decorated loincloth, earflares, a 

pectoral ornament, and large headdress featuring the head of a zoomorphic monster. Each 

figure holds a hieroglyphic sign indicating a number. The exact status of the sitters shown 

on the sculptures remains unclear. Their costumes may suggest they held elite status, yet 

their body positions suggest they occupy a low-status position. 

Damage to the east, or left, alfarda has erased the figure’s headdress and upper 

portion of his face. However, the figure possesses a relatively large ear, an open eye-lid 

and nose. Deep modeling describes a furrow marking the fleshiness of the mouth. His 

mouth is opened and the lower lip protrudes severely, while his chin is sunken. 

 

 

 
                                                
159 M. G. Robertson (1983b: 90-91) suggests that the alfarda sculptures were added to the Temple of the 
Inscriptions at a later date and that the sculptures were perhaps reused. This could explain why the figures 
exhibit odd cropping.  
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Captive, Temple of Inscriptions, West Alfarda 

The figure kneeling on the west side or the staircase offers a more intact face (Fig. 4.29c, 

d). He also gazes in the direction of the stairs. The west figure possesses a thick neck, a 

fleshy chin, and a profile that is extremely circular. His upper lid is straight and the 

bottom lid curves. The roundness of his face suggests fatness. 

The day signs and numbers held by each alfarda figure reference important events 

surrounding the reign of K’inich Janab Pakal’s reign. The figure on the east holds the day 

sign for the number 6 and the west holds the number 13. These dates may refer to events 

involving the successful harvest of captives (see below discussion of House C’s alfardas) 

and the subsequent visit of a foreign lord, Bak-Chak, the king of Tikal who was forced to 

flee because of threats by Calakmul (Schele and Mathews 1998: 101). The visit of this 

dignitary happened on 13 Kaban (ibid.). 

The series of knots appearing on the front of each of the loincloths of the alfarda 

figures may suggest sacrifice (M. G. Robertson 1983b: 91). However, as previously 

mentioned, the exact status of the figures is unclear. They may be high-status bearers of 

dates. Although there is no direct evidence to suggest it, they have certain qualities, 

which overlap with images of captives. The conventions of representing captives will be 

described below. 

 

Captive from Temple 17 Tablet 

The panel installed within Temple 17 exhibits the ruler K’inich Kan Bahlam II standing 

before a subjugated captive (fig. 3.35).160 The captive crouches in an uncomfortable pose. 

Also communicating his distress, his hands are wrapped in front of his chest, and bound 

with cords around his biceps. The slave’s head is slightly over-scaled, with his head 

appearing especially exaggerated in relation to his body (Fig. 4.30). He wears his hair in a 

style indicating subjugation, with ruffs around his forehead, and the remaining hair tied 

                                                
160 The Temple 17 Panel likely dates to the reign of K’inich Ahkal Mo’ Nahb III (Stuart 2006a: 183-185. 
See Chapter 3 for an extended discussion of the Temple 17 Tablet and the portrait of K’inich Kan Bahlam  
II. 



 172 

into a single group, which is bound at the top of his head. This style corresponds to M. G. 

Robertson’s (1983a: 37) “Humility Cut” SS-10. 

The Temple 17 Panel captive exhibits a profile line modified by a cosmetic 

supplement. His real nose is indicated by an incised line within the false nose. The false 

nose flattens the sitter’s profile, providing a nearly straight line from the tip of his nose to 

his exaggerated forehead. Atop his forehead two small dots appear. The sides of his nose 

are vaguely described by gentle modeling. Below his nose, the sitter possesses a large and 

long philtrum. His mouth is opened slightly and he has a big lower mouth too. Below his 

mouth a sharply indented chin is marked by a series of vertically curving striations 

suggesting a goatee. His mouth curves back gently and meets a neck that appears to be 

thick. The captive’s eye is carefully incised in the shape of an almond, and his upper eye-

socket arches high above the lids. He displays no earflare, and instead wears a portion of 

fabric, or perhaps paper, in its place. 

 

CONCLUSIONS 

During the reigns of K’inich Janab Pakal and his sons the creation of portraits that 

pictured non-ruling subjects flourished. In this time period the extent corpus of 

identifiable portraits, numbering 33, portray 23 different sitters. Ix Tz’ak Ajaw and Chak 

Kan serve as the most frequently portrayed subjects (four portraits each) followed by 

Mut, and Yuk, the lords whose images appear thee times on the sarcophagus of Pakal. 

Another elite, perhaps called Jawless Jaguar, appears once in the imagery at Palenque.  

Artists also portrayed 18 captives. 

The conventions employed in the representation of elite lords closely parallel 

traditions described in the portraiture of K’inich Janab Pakal, and his sons. As 

demonstrated in the representations of contemporary rulers, the nobles shown at Palenque 

look the same in the portraits that bear their images. For example, all of the portraits of Ix 

Tz’ak Ajaw portray a consistent image of her, with particular features including a false 

nose, a full and round lower face, which narrows near the top, thick lips, a sunken chin, 

and squinting eyes (Fig. 4.5). She always appears with a false nose. Deviating from royal 
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traditions, however, Tz’ak Ajaw never exhibits scarification, on her cheek as revealed in 

the portraits of Ix Yohl Ik’nal and Ix Sak K’uk. In addition to suggesting a consistent set 

of features in her portraiture, I propose that Ix Tz’ak Ajaw bears a close resemblance to 

her sons, especial Kan Bahlam II who has the same face shape, projecting lower lip, eyes, 

and chin (cf. Figs. 4.5, 3.38, and 3.39). 

Of the nobles whose portraits appear on the sarcophagus of K’inich Janab Pakal, 

each image of the same sitter also exhibits remarkably uniformity. All of Chak Kan’s 

portraits show him wearing the same up-swept pompadour, a false nose with an 

exceptionally round, deeply curving chin and jaw-line. All of Mut’s portraits, on the other 

hand, exhibit slender proportions and a cosmetic supplement that extends his profile in a 

way that mirrors the profile of K’inich Janab Pakal (cf. Figs. 4.7 and 3.15). This detail 

along with the angle of his delicate mouth and small chin may communicate that Mut and 

Pakal share a blood relationship. Artists also represented Yuk with great regularity. He 

always appears with a turban-style headdress that anticipates those worn by nobles shown 

on the Temple 19 platform (see Chapter 6). Yuk has a monumental face, broad curving 

cheeks, a round chin and he wears a false nose. Unlike any other sitter included in this 

category, his portraits display bars and dots tattooed on the side of his face. The portraits 

of this time reveal artists rendered images of elites members of Palenque’s society, such 

as the spouses of kings and other high-class nobles in ways quite similar to the ways in 

which they represented rulers. 

While poor preservation of the sculptures prevents accurate reading of all of the 

important minutiae of the face, it seems as though only a handful of the captives wear 

obvious devices to manipulate their profiles. Only Figure 2 of House C, Figure 7 of 

House A, and the captive shown on the Temple 17 Tablet portray large false noses. Some 

of the captives, perhaps, appeared with more subtle versions of nosepieces, which are 

now impossible to see. In addition, no captives exhibit tattoos, body paint or facial hair, 

with the exception again of the person shown on the Temple 17 Tablet who has a goatee. 

The oddity of this captive probably relates to the fact that this Tablet was created 

posthumously, during the reign of Ahkal Mo’ Nahb III. I only include it here since he 
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appears with K’inich Kan Bahlam II. False noses, therefore, seem to be common, 

although not ubiquitous in the representation of Palenque’s captives, but scarification, 

tattoos, and facial hair appear only rarely. 

Of the 32 portraits created showing non-rulers from the period of Palenque’s 

apogee, 18 sculptures represent individuals whose body positions, accoutrements, and 

locations of exhibition suggest that they represent captives. The sitters exhibit incredibly 

specific faces and diverse faces. None of the sitters appear to be represented twice, 

focusing the beholder’s attention to the large number of captives, the individuality of the 

sitters, and their physicality. The program of captives installed within the East Court 

reveals an intense interest in suggesting a mass of humiliated men captured through 

battle. Variations of scale, inconsistencies in the distribution of the body’s mass, and 

poses that force the viewer to imagine the physical sensation create a visceral viewing 

experience. The tightly packed conglomeration of the figures along the east side of the 

East Court coupled with the small size of the courtyard position the viewer within a 

situation of immediate contact with the degraded captives. The “prismatic” nature of the 

panels emphasizes the irregularities, contrasts, and inconsistencies of the stone itself, 

thereby infusing the captive portraits with an underlying quality of elemental 

crudeness.161 In addition, the captives struggle, writhe, bend, and strain within the same 

physical space of the viewer, since no pedestal or platform removes the captives above 

the viewer’s level. Surprisingly, the discomfort suggested through the captive’s bodies 

and the composition of program itself, their faces remain emotionless. 

To the ancient Maya sight act of seeing was considered to be an active and 

powerful process. Houston, Stuart, and Taube summarize the indigenous view of the 

eye’s potential: 

 

                                                
161 D. Robertson (1974: 106) first describes the “prismatic” quality of the carving of the East Court and 
points out that some of the rock’s natural contours are retained and used to describe some of the captives’ 
forms. I think it useful to compare this brute style of representation to other examples at Palenque, which 
offer stark contrasts. Other monuments at the site, including the Oval Palace Tablet and the Palace Tablet, 
along with a host of other carvings from the Palace, demonstrate that sculptors could adroitly disguised 
limestone media to create fluid and refined works. 
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What is crucial here is that the eye is procreative. It not only receives images from 

the outer world, but positively affects and changes that world through the power 

of sight—in short, it behaves as an ‘emanating eye’ that establishes communion 

between internal will and external result” (Houston, Stuart, and Taube 2006: 167). 

 

In the case of the East Court, the sculptors could be acknowledging that vision itself 

becomes distorted in the face of fear and that people want to look away from the anxiety-

inducing imagery. Manipulating proportions of normal human bodies, skewing expected 

body positions, and intensifying differences, therefore, become strategies to acknowledge 

that vision is distorted. The terrifying nature of the visual program of the East Court 

could be deliberately built into the portraits of the captives. This possibility echoes ideas 

forwarded by Elkins (1996) about the powerful responses that some classes of imagery 

incite, because of the agentive nature of looking.162 Visitors of the courtyard probably 

experienced a sense of relief as they ascended the staircase and entered into the elevated 

comfort of the houses of the Palace. 

The portraits of non-ruling subjects play a critical and powerful role in the visual 

landscape during the reigns of K’inich Janab Pakal I, K’inich Kan Bahlam II, and K’inich 

K’an Joy Chitam. A handful of select elite lords appear in the record of portraits in ways 

that closely parallel the ways in which kings are portrayed.  Subjects lacking freedom, on 

the other hand, appear with a huge number of body positions and with highly 

individualized face, leaving audiences struck by their numbers and their physicality. 

 

                                                
162 See the introductory chapter of this research for a discussion of the work of Elkins and other theories 
dealing with the phenomenon of viewer works of art. 
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PART III 

 

Chapter 5: 

 

Portraits of the Late Rulers: K’inich Ahkal Mo’ Nahb III and Upakal K’inich 

 

INTRODUCTION 

In 711 AD political tensions in the Usumacinta region heightened as Tonina launched a 

paralyzing attack on Palenque. As described in Chapter 3, the 66-year old king, K’inich 

K’an Joy Chitam II, fell victim to Tonina’s military forces. Monument 122 at Tonina 

memorializes this famous capture through its form and hieroglyphic inscriptions: the 

sculpture presents the Palenque king’s portrait, bound as a subjugated prisoner, and the 

inscription records his name, the date, and a hieroglyph indicating a war event (Fig. 

3.43). 

The exact repercussions of this tumultuous event evade precise understanding. 

Tonina warriors evidently captured K’inich K’an Joy Chitam II in 711, yet questions 

about the exact fate of the fallen king persist. It seems unlikely that Tonina lords 

immediately killed their royal prisoner, but the capacities in which K’inich K’an Joy 

Chitam II functioned and the power he wielded in determining the course of Palenque’s 

government after 711 remain unresolved. Stuart (2003, 2006a: 155), based on epigraphic 

evidence, asserts that K’inich K’an Joy Chitam II continued in the role of ruler at 

Palenque, but in a position subordinate to Tonina, at least for some time. This theory 

makes sense of the fact that hieroglyphic texts at Palenque, inscribed after 711, record 

K’inich K’an Joy Chitam II’s explicit participation in certain rituals. Stuart’s hypothesis 

also elucidates why no new king officially ascended to the throne at Palenque until 721. 

In this chapter, I address the portraits of the rulers in the years following the momentous 

711 capture of K’inich K’an Joy Chitam II. 
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I attempt to address the body of portraits representing individual sitters 

chronologically, beginning with those that picture K’inich Ahkal Mo’ Nahb III, the king 

who took the throne in 721, a decade after Tonina allegedly detained K’inich K’an Joy 

Chitam II. After examining the portraits of this king, I explore the portraits representing 

U Pakal K’inich, who may have been the son of the previous king.163 

I seek to describe and characterize the conventions of each sitter’s portraits, the 

ways in which they change, and the ways in which they reference other individuals 

through their faces. I compare portraits of these kings to other sovereigns and elites 

represented at the site, including previous rulers, parents, other illustrious relatives, and 

members of Palenque’s dynasty that serve as namesakes. 

 

ANALYSIS OF RULER PORTRAITS 

K'inich Ahkal Mo' Nahb III 

Presumably, K’inich K’an Joy Chitam II (Sun-Faced Turtle-Macaw Lake), who may 

have wielded some degree of control between 711 and 721, left no heir. A new king, 

K’inich Ahkal Mo’ Nahb III (678-?), took the throne on 9.14.10.4.2 9 Ik’ 5 K’ayab, or 

721, and ruled until at least 736 (Berlin 1968; Mathews and Schele 1974; Martin and 

Grube 2000). K’inich Ahkal Mo’ Nahb III descended from a lord called Tiwol Chan Mat, 

who never served as ruler, but possesses, nonetheless strong links to the ruling dynasty 

since Tiwol Chan Mat was probably a son of K’inich Janab Pakal (Stuart 2006a: 148, 

152). 

Installed after a period of warfare and chaos, K’inich Ahkal Mo’ Nahb III worked 

to stabilize the political climate of Palenque. Under the auspices of this new king, 

Palenque engaged in a number of successful military campaigns. Accompanying the 

ruler’s apparent military success, K’inich Ahkal Mo’ Nahb III engaged in numerous 

building projects at Palenque, including the construction of Temples 18, 19, 20 and 

                                                
163 Bernal Romero (2002a, 2002b) suggests that Upakal K’inich ruled Palenque following the reign of 
K’inich Ahkal Mo’ Nahb III. Stuart (2006a: 40) proposes that Upakal K’inich was the younger brother of 
K’inich Ahkal Mo’ Nahb III, which explains his possession of the baah ch’ok title, indicating his position 
in line to rule, despite his relatively mature age. 
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sculptures erected in other temples, such as Temple 21(Stuart 2004: 262). Future 

archaeological investigations at Palenque may reveal additional projects undertaken by 

this king. 

 

K’inich Ahkal Mo’ Nahb III, Tablet of the Slaves, central figure 

On the so-called Tablet of the Slaves, artists present K’inich Ahkal Mo’ Nahb III’s 

coronation in 721 (Wald 1997).164 Rather than narrating the ritual in which the new king 

receives the implements of rule from his parents, the hieroglyphic text inscribed on the 

tablet deals with the exploits and military successes of an important Palenque noble and 

military official, known as Chak Suutz. No previous accession monuments communicate 

such disparate information through their texts and images. 

K’inich Ahkal Mo’ Nahb III sits in the center of the scene as he receives a royal 

headdress from his father, Tiwol Chan Mat, and a war emblem from his mother, Ix 

Kinuw Mat (Fig. 5.1).165 Long quetzal feathers extend from the now familiar jade crown, 

which K’inich Ahkal Mo’ Nahb III receives. The feathers within the headdress extend 

upwards into the space between the heads of K’inich Ahkal Mo’ Nahb III and his father. 

The feathers disappear, in part, behind the hieroglyphs that indicate the new king’s name, 

thus reasserting his royal identity (ibid.). K’inich Ahkal Mo’ Nahb III’s pose directly 

quotes the positions recorded in past accession scenes, specifically the Oval Palace Tablet 

and the Palace Tablet, which represent the accessions of K’inich Janab Pakal and K’inich 

K’an Joy Chitam II respectively. Perhaps revealing the rocky span of time preceding the 

installation of this king, bound slaves serve as throne supports in place of jaguars. 

On this shallowly carved tablet, however, we see a new kind of sovereign 

substituted into a now codified accession format (Fig. 5.2). K’inich Ahkal Mo’ Nahb III 

wears his hair in the SS-6, “Royal Ceremonial” hairstyle (M. G. Robertson 1983a: 37) 

                                                
164 Mathews and Schele (1979) proposed that the Tablet of the Slaves represented the coronation of Chak 
Suutz’, the central figure, because of the numerous references to this individual in the text inscribed on the 
panel. Wald (1997), however, based on new analyses of the texts and image, proved that the central 
personage represents K’inich Ahkal Mo’ Nahb III, shown at his accession to the Palenque throne. 
165 The father of K’inich Ahkal Mo’ Nahb III, Tiwol Chan Mat never held the title of ruler, yet Tiwol Chan 
Mat was likely a son of K’inich Janab Pakal (Stuart 2006a: 148). 
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rather than the typical style worn by previous kings during their coronations.166 

Furthermore, when examining K’inich Ahkal Mo’ Nahb III’s face, it resembles no 

previous king. Instead of the expected gently sloping profile line, a sharp hook marks the 

transition from his nose to his forehead. This unnatural and rectilinear profile is clearly 

achieved through the donning of a prosthetic device. Above the nose, the sitter’s forehead 

is drastically elongated. His nose is long, and he possesses exceptionally thick lips. The 

outline of his eye is sharply incised within a gently modeled hollow, yet the brow-ridge is 

deeply carved. Thick carving also defines the contour of the wing of the nose. K’inich 

Ahkal Mo’ Nahb III possesses an angular chin and straight jaw-line. 

The artist introduces additional changes in portraying the king’s body. A solidly 

rotund belly and fleshy arms and legs replace the slender graceful bodies characteristic of 

past ruler’s physiques at Palenque. It will be demonstrated that these striking 

physiognomic details observable in the face and the massive body persist in all of the 

known portraits of K’inich Ahkal Mo’ Nahb III. 

On the Oval Palace Tablet and the Palace Tablet, artists strove to demonstrate 

commonalities of appearance between those who offer the Palenque crown and those who 

receive the crown (cf. Figs. 1.16, 3.11, 5.1). When examining the portraits of K’inich 

Ahkal Mo’ Nahb III and his father on the Tablet of the Slaves, this convention dissolves. 

Instead, the artist stresses the differences between the two men. In terms of scale, K’inich 

Ahkal Mo’ Nahb III dwarfs his father and occupies a position higher in the composition. 

In terms of their profiles, K’inich Ahkal Mo’ Nahb III’s acutely angled brow-ridge 

contrasts with his father’s smoothly sloping forehead. In addition, the son’s portrait 

celebrates the sitter’s weight and solid form whereas his father’s image exhibits slender 

proportions and gradually curving lines. Whereas portraits of kings from Palenque’s past 

involved the deliberate quoting of biological relationships through the face, the portrait of 

K’inich Ahkal Mo’ Nahb III seem to deemphasize their blood connection. 

                                                
166 M. G. Robertson (1983a: 37) explains the typical features of the SS-4 “Coronation Special” hairstyle, 
which is worn by rulers on the Oval Palace Tablet, Palace Tablet, Dumbarton Oaks Panel. 
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Comparison of the portraits of K’inich Ahkal Mo’ Nahb III and his mother, on the 

other hand, reveal that both sitters share a few significant facial features (cf. Figs. 5.2 and 

6.2). The portraits of both Ix Kinuw Mat and her son depict full jaws, round chins, and 

extra flesh around the mouth. Both mother and son have massive heads, but K’inich 

Ahkal Mo’ Nahb III’s head is blocky in shape and Ix Kinuw Mat’s head takes the form of 

an oval. The tips and wings of their noses appear to be remarkably similar. Ix Kinuw 

Mat’s mouth is closed, and turns downwards, whereas the mouth of K’inich Ahkal Mo’ 

Nahb III opens slightly. Both sitters exhibit shallowly carved eye-sockets, with the top 

portions exhibiting extreme stylizations. The biggest difference in their portraits appears 

in the treatment of their profile lines. K’inich Ahkal Mo’ Nahb III has a straight nose and 

sharp edge at the level of the brow-ridge, but Ix Kinuw Mat’s portrait lacks this feature. 

The portraits of K’inich Ahkal Mo’ Nahb III and Ix Kinuw Mat certainly fail to suggest 

exact likeness, but the resemblance between these sitters is much stronger than 

similarities between K’inich Ahkal Mo’ Nahb and his father, Tiwol Chan Mat. 

A final peculiarity surrounding this accession scene centers on the location where 

the Tablet of Slaves was exhibited. In 1950, workers discovered the Tablet of the Slaves 

by the road near Group 4, a set of buildings that rests to the west of both the Palace and 

Temple 11 (Ruz 1952b). Scholars believe that the structures comprising Group 4 served 

as the residence of Chak Suutz’, perhaps along with other elite lineages.167 The display of 

the coronation of K’inich Ahkal Mo’ Nahb III outside of the Palace in a location 

associated with non-rulers marks a vast aberration in the tradition of accession 

monuments at Palenque. 

 

K’inich Ahkal Mo’ Nahb III, Bundle Sculpture 

Excavated from Temple 16, a carved panel now known as the Bundle Sculpture portrays 

K’inich Ahkal Mo’ Nahb III (González Cruz and Romero 2000) (Fig. 5.3). The date 

inscribed on this small tablet marks April 1, 731, placing the sculpture’s creation squarely 

                                                
167 In their investigations of Group IV, B. C. Rands and Rands (1961: 87) discovered a number of burials, 
leading them to suggest that Group IV served as a large private area for a high-status group of inhabitants. 
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within the reign of K’inich Ahkal Mo’ Nahb III, whose name is also carved on its surface 

in bands near the sitters’ heads.168 Hieroglyphs indicate the king’s name and label his 

attendants. One assistant, shown standing behind the king, is possibly named Aj Sul 

(Stuart 2006a: 124-125). 

The image represented in low relief features K’inich Ahkal Mo’ Nahb III standing 

between two attending lords. All three figures participate in the collaborative task of 

hefting a large bundle. Portions of the lower corners of the sculpture, now broken off, 

likely contained imagery to clarify the context of the event. However, inscribed 

horizontal lines remain in the background, behind the three men, which may indicate the 

setting of a stairway, a likely location for the display of tribute. The partial inclusion of a 

human face on the lower left-hand portion of the tablet supports this theory, as lower 

ranking persons, often captives, occupy such spaces in scenes involving the presentation 

of tribute. 

K’inich Ahkal Mo’ Nahb’s face turns to his left (Fig. 5.4). He wears an unusual 

headdress for a king. This headdress, often seen on elites, is composed of a tall conical 

element encircled with lengths of fabric and other ornaments. The front of the headdress 

portrays an open-mouthed god head, perhaps representing K’awiil.169 Beside the 

headdress, the king wears wristlets, an earspool, a simple necklace and a loincloth. 

The face of K’inich Ahkal Mo’ Nahb III reveals the same portliness of other 

portraits. The small size of the figure makes many details difficult to ascertain, but the 

sitter possesses a large, deeply carved brow-ridge. The sitter has an open mouth, and 

thick lips are visible. In addition, K’inich Ahkal Mo’ Nahb III is shown with a broadly 

curving chin and jaw-line that suggests a full lower face. The false nose seen in other 

portraits of K’inich Ahkal Mo’ Nahb III, including the sharp angle at the level of the 

                                                
168 The Bundle Sculpture measures 40 cm in height and 29 cm in length (Schmidt, de la Garza, and Nalda 
1998: entry 427, pp. 626-627) 
169 Peter Schmidt, Mercedes de la Garza, and Enrique Nalda (1998: entry 427, pp. 626-627) note the date 
inscribed on the monument and describe the head extending from the front of K’inich Ahkal Mo’ Nahb 
III’s head as God K. 
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brow-ridge, does not appear in this image, although it may have broken off of the 

monument. 

 

K’inich Ahkal Mo’ Nahb III, Panel from Temple 21 Bench 

A brilliantly carved and painted platform from Temple 21 serves both as a bench and a 

location for the display of a royal group portrait. K’inich Ahkal Mo’ Nahb III 

commissioned the Temple 21 platform in 736, but the patron is not featured as the 

primary focal point (González Cruz and Bernal Romero 2003, 2004) (Fig. 5.5). Rather, 

the sculpted composition on the bench’s facade features K’inich Janab Pakal as the 

centrally enthroned ruler. K’inich Ahkal Mo’ Nahb III sits on Pakal’s right-hand side, 

while Upakal K’inich appears opposite him, on Pakal’s left-hand side. Curiously, both 

K’inich Ahkal Mo’ Nahb III and his brother, Upakal K’inich, turn their faces and bodies 

away from Pakal. Two additional figures, revealing rat-like faces, kneel at the far ends of 

the panel.170 Hieroglyphic inscriptions, interspersed between the figures and framing the 

ends of the scene, delineate spaces between each of the five figures represented on the 

platform’s face. The scene may represent a historical moment in which K’inich Janab 

Pakal and his grandsons, K’inich Ahkal Mo’ Nahb III and Upakal, lived. Miller and 

Martin (2004: 232) propose a possible window of time, between 678-683, when such a 

ceremony may have taken place.171 

New to the costume repertoire of Palenque, both K’inich Ahkal Mo’ Nahb III and 

Upakal K’inich wear foliage or feather-bedecked capes. These capes in no way resemble 

costumes worn by previous kings or elites at the site. K’inich Ahkal Mo’ Nahb III’s hair 

is arranged into the SS-6 “Royal Ceremonial” style (M. G. Robertson 1983a: 37). This 

style consists of hair gathered at the top of the head with thin bindings. From the front of 

                                                
170 Miller and Martin (2004: 232) point out that the anthropomorphic figures represented on the far ends of 
the bench’s face carry priestly titles despite their rodent-like faces. Miller and Martin (ibid.) suggest that 
these figures represent masked priests. Arnoldo González Cruz and Guillermo Bernal Romero (2004: 266) 
indicate that both figures carried the name of xak’al miht tu-muuy ti-ch’o. I omit these individuals from my 
discussion of portraits since their faces show few human features. 
171 Miller and Martin (ibid.) point out that the inclusion of the ch’ok title, “youth,” appears in conjunction 
with Ahkal Mo’ Nahb III, indicating his youthfulness in comparison to the senior K’inich Janab Pakal. 
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the sitter’s elongated forehead springs a forelock of hair, and at the rear of his head a 

ponytail falls down his back. This is the same hairstyle worn by Ahkal Mo’ Nahb III on 

the Tablet of the Slaves. A narrow band encircles K’inich Ahkal Mo’ Nahb III’s head and 

fastens a water lily from the back of the head, and it also seems to secure the short 

vegetal ornaments to the front and side of his forehead. The scrolling frontal decoration 

also overlaps the top of the king’s false nose. Perhaps the strap assists in securing the 

prosthetic device to his face. 

The headdress and minimal ornamentation of the hair worn by K’inich Ahkal Mo’ 

Nahb III contrasts with the scale and heaviness of the face. Despite the drastically 

elongated forehead, which we would expect to slenderize the head’s appearance, the mid 

and lower portion of K’inich Ahkal Mo’ Nahb III’s face suggests obesity. He has a thick 

neck, a broad and curving jaw-line, a cheek exhibiting much flesh, and a massive brow-

ridge. Even his lips appear to be plump. Below the king’s open mouth, incised curving 

lines along with extra modeling describe a double chin. 

Accompanying K’inich Ahkal Mo’ Nahb III’s typical massiveness, he wears a 

false nose, which creates a sharp corner at the location of the brow-ridge. Artists make no 

attempt to disguise this apparatus, but rather seem to celebrate it through the precise 

recording of its shape and contours. From the top of the nose, a single straight line 

describes the profile. The sitter obviously wears the enhancement atop his real nose and 

forehead, and as mentioned above, the band shown spanning his forehead may represent 

a decoration that simultaneously holds the attachment in place. With little attempt to hide 

the transition of the prosthetic nose and the conspicuous cord that spans the forehead, it 

stresses the artificiality of the profile. 

Rather than mirroring the great patriarch K’inich Janab Pakal in pose, costume or 

in details of portrait, on the Temple 21 platform, K’inich Ahkal Mo’ Nahb III drastically 

breaks with conventions established in earlier monuments. 
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K’inich Ahkal Mo’ Nahb III, Temple 19 platform 

A second low platform, located in Temple 19, bears relief carvings along three of its 

sides. The shallowly carved surfaces represent a multi-figural scene, in which K’inich 

Ahkal Mo’ Nahb III sits among a bevy of elite lords, one of whom hands the king a royal 

headband, signifying his accession into a royal office (see Chapter 6 for discussions of 

the other sitters’ portraits) (Fig. 5.7). Sculptors carved the images of seven individuals on 

the south side of the platform and included their names in hieroglyphic bands. Scribes 

also included a Long Count date of 9.15.5.0.0 within the monument’s inscriptions, dating 

the monument to 736, which is the same date recorded on the Temple 21 platform (Miller 

and Martin 2004: 232). 

The hieroglyphic texts inscribed on the platform describe the accession of 

important Maya gods and the rituals they undertook, which facilitated the rebirth of GI of 

the Palenque Triad (Stuart 2006a: 119-123, 173-74). 172 Stuart (ibid.: 174) explains  that 

the inscriptions and imagery recorded on the Temple 19 platform express that “the new 

Palenque ruler is a re-embodiment of GI in his earliest phase, before the Triad existed.” 

K’inich Ahkal Mo’ Nahb III, therefore, is shown as the deity GI. 

In the center of the platform’s south face, K’inich Ahkal Mo’ Nahb III sits cross-

legged in front of a broad cushion. Artists represented his body from a frontal view, but 

his head, in typical Maya fashion, turns to look over his right-hand shoulder, in the 

direction of a subsidiary lord labeled as Janab Ajaw, who proffers the king a royal 

headband (Stuart 2006a). K’inich Ahkal Mo’ Nahb III wears a beaded necklace 

displaying a long tubular bead at the chest, wristlets and anklets, along with a simple 

loincloth. The king wears a complicated, yet fragmentary, headdress consisting in part of 

an assemblage of feathers, woven elements, and a frontal ajaw medallion, displayed 

directly above the forehead. From the ajaw sign, a long thin bird neck and head curve out 

in front of the sitter’s head. This water bird grasps a fish in its sharp beak (ibid.: 121). 

The water bird and fish serve as icons closely associated with GI of the Palenque Triad, 
                                                
172 Stuart (2006a: 119) explains that the inclusion of the phrase u baah-il ahn, or “impersonation” appears 
before the names of both K’inich Ahkal Mo’ Nahb III and Janab Ajaw, who extends the headband to the 
king. 
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the god which K’inich Ahkal Mo’ Nahb III personifies on this monument (ibid.). The 

uppermost portion of the headdress and hairstyle are lost. 

The face of K’inich Ahkal Mo’ Nahb III closely resembles that of his portrait on 

the Tablet of the Slaves and the Temple 21 platform (Fig. 5.8). Two features are 

especially striking: first, the king exhibits an extremely fleshy face, and secondly, the 

false nose appended to his profile creates a right angle at the location where it merges 

with the “real” face above the brow-ridge, and creates a straight line until it terminates at 

the nose’s tip. Additionally, K’inich Ahkal Mo’ Nahb III exhibits an elongated and 

straight forehead, a drastically carved brow-ridge which is thick in appearance, and a 

large, fat and rounded chin. The corpulent quality of his face is matched by the fatness 

and stoutness of the king’s body. 

This portrait of K’inich Ahkal Mo’ Nahb III closely matches other portraits of the 

same sitter. The unique features of his visage appear to be emphasized just as precisely as 

in all other examples. Although hieroglyphic analyses clearly establish that K’inich 

Ahkal Mo’ Nahb III impersonates a deity (Stuart 2006a: 119-123), the face and body of 

K’inich Ahkal Mo’ Nahb III show no evidence of this transformation. The sophisticated 

construction of the hieroglyphic texts stress archaic rituals performed by gods, but the 

image of K’inich Ahkal Mo’ Nahb III stresses that this king, in his temporal form, 

participated in such rituals. 

 

K’inich Ahkal Mo’ Nahb III, Temple 19, Stone Pier 

The image of K’inich Ahkal Mo’ Nahb III appears with prominence on a stone pier 

within Temple 19 (fig. 5.9).173 Conspicuously located within the entryway of Temple 19, 

this supporting pier displayed the portraits of K’inich Ahkal Mo’ Nahb III flanked by two 

attendants of Muwaan Chanul Ahn (?) and Yok (?) Tal.174 These attendants assist the 

king in donning a gigantic bird costume. The king also wears a lavish collar composed of 

several courses of round beads, presumably of jade. Below the collar an elaborate 
                                                
173 Alfonso Morales excavated Temple 19 and unearthed this pier. 
174 Stuart (2006a) identified the names of figures flanking K’inich Ahkal Mo’ Nahb III on the stone pier of 
Temple 19. 
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pectoral ornament consists of a long tubular bead, from the ends of which emerge heads 

of open-mouthed monsters. From the bottom of the bead, additional beads hang 

vertically. K’inich Ahkal Mo’ Nahb III also wears a fringed shirt, with a belt and narrow 

decorated apron. Additional danglers hang from the apron and from his and anklets, 

creating what must have been a noisy costume. 

Hieroglyphs inside of the caption indicate K’inich Ahkal Mo’ Nahb III’s name. 

Some of the frontal portion of the headdress is damaged, but remaining components 

reiterate the king’s name. His portrait offers a third method of announcing the sitter’s 

identity. 

Within the finely grained limestone, the sculpture preserves, with incredible 

detail, the king’s portrait (Fig. 5.10). As seen in other representations of K’inich Ahkal 

Mo’ Nahb III, the face of the king exhibits rounded contours suggesting his massiveness. 

A large earflare and counterweight cover the lower portion of the cheek and jaw-line, but 

reveal enough of the face to communicate the sitter’s portliness. In addition, the profile of 

the nose reveals the same characteristics seen in previous examples. The false supplement 

creates a perfectly straight line from the brow-ridge down to the tip of the nose. The 

sharply angled portion, which is typically visible at the top of the cosmetic enhancement, 

has broken off, but careful observation of the monument reveals the exact location where 

this piece initially fit. The brow-ridge is similarly carved to create a thick upper eye-

socket. K’inich Ahkal Mo’ Nahb III has thick lips, with the bottom lip angling 

downward. The sitter’s upper teeth are also clearly visible. In front of the sitter’s 

carefully carved nostril, a small circle, or nose bead rests in between the bottom of the 

nose and the upper part of the mouth. This circle likely represents precious breath essence 

(Houston, Stuart, and Taube 2006). 

Amazing details remain in this portrait that other subjects either lost over time or 

never included. The eye, for example, is deeply carved with the upper lid crisply 

described as a straight horizontal line and lower lid languidly curving downwards before 

terminating on the edge of the lid with a sharp angle. Sculptors suggest the iris and 

deeply carved pupil of the eye, a detail that few other sculptures can boast. In carving the 
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nose, sculptors lavished attention to the precise shape of the wing of the nose and the 

nostril. 

 

Synthesis, K’inich Ahkal Mo’ Nahb III 

The known images representing K’inich Ahkal Mo’ Nahb III share a number of features 

making his portrait one of the most easily recognizable at Palenque (Fig. 5.11). Portraits 

of this king exhibit an extreme corpulence of the face, neck, and body. In addition to his 

heftiness, K’inich Ahkal Mo’ Nahb III possesses a distinctive profile, achieved through 

the addition of a cosmetic supplement. The resulting effect is one that emphasizes the 

straightness of his nose and sharp corner that marks the top of the nose, where it meets 

the brow-ridge. All of his portraits, with the exception of “The Bundle” sculpture, clearly 

show this detail. Additionally, the forehead of the king always exhibits exaggerations in 

its length and it slopes backwards at a dramatic angle. The forehead and crown of the 

head consistently appear to be unbalanced, with the massiveness of the lower portion of 

the face outweighing the more slender and angled upper portion of the king’s head. In 

addition, K’inich Ahkal Mo’ Nahb III regularly appears with unique eye-sockets, where 

sculptors suggest a thick brow-ridge. The eye of K’inich Ahkal Mo Nahb III is acutely 

angled at the side of the lid. His nose is delicately curved at its base and around the wing. 

He possesses a broad and round chin, and his jaw-line also suggests his corpulence. 

The above-mentioned features may be discerned in each portrait of K’inich Ahkal 

Mo’ Nahb III. Other similarities in his portraits appear in the style of carving, where 

incisions, contours, and manners of modeling the stone tend to emphasize the 

individuality of the features that the lines describe. Using this style of representation, the 

idiosyncrasies visible in this king’s portraits seem to be exaggerated, and verge on 

caricature. 

Along with a new style to represent the image of the king, the designers of royal 

monuments inserted the portrait of K’inich Ahkal Mo’ Nahb III into both old and new 

formats. K’inich Ahkal Mo’ Nahb III’s accession scene, for example, represented on the 

Tablet of the Slaves, relies on established models of accession imagery. Its design 
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conspicuously quotes the Oval Palace Tablet and the Palace Tablet. In these coronations 

scenes, ruling parents proffer the Palenque crown to the new sovereign. On the other 

hand, the sculpted platforms in Temples 19 and 21, in which the king appears among elite 

lords, breaks with traditions of royal portraiture. No other Palenque king appears in such 

contexts. Similarly, the Bundle Sculpture portrays the king engaged in an activity in 

which no other Palenque king or noble has been shown before. The sculpted pier in 

Temple 19 serves as a kind of hybrid monument, merging old and new facets of royal 

portraiture. Past kings have appeared in contexts flanked by kneeling lords: however, 

none of these examples show the king in such intimate proximity with the attendants nor 

do past images show the king grasping the hand of a kneeling underlord.175 The types of 

portraits of that represent K’inich Ahkal Mo’ Nahb III demonstrate incredible variety. 

Because he is neither the offspring nor sibling of a king, K’inich Ahkal Mo’ Nahb 

III’s accession broke with typical patterns at Palenque. An unusually diverse and 

powerful constituency, therefore, must have promoted his path to the throne. 

Conceivably, elites and military generals supported and fostered K’inich Ahkal Mo’ 

Nahb III’s accession. I believe that the instability of Palenque’s political climate 

preceding the accession of K’inich Ahkal Mo’ Nahb III, including the problems 

associated with the roles played by K’inich K’an Joy Chitam II, preconditioned this 

aberration of accession and simultaneously promulgated the need for new modes of 

imagery to display royal identity. Through this portrait, artists attempt to insert the image 

of K’inich Ahkal Mo’ Nahb III into a strongly dynastic framework, even though the 

format needed to be modified in order to acknowledge atypical circumstances. At the 

same time, his portraits demonstrate a variety of new roles in which the king and elites 

operate. 

While no neighboring sites can boast artistic traditions that closely parallel the 

approaches and achievements undertaken at Palenque, it should be noted that during this 

time period other Usumacinta-region sites also initiated artistic programs that represent 

kings and elites in unprecedented ways. Some examples of highly innovative 
                                                
175 Polychrome vases from the Late Classic include scenes in which attendants help to dress Maize Gods. 
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compositions pairing kings with elite lords may be observed at Yaxchilan, Piedras 

Negras, Bonampak, and Tonina, just to name a few. Further analysis of the conventions 

that guide the creation of imagery at these locations will certainly enrich our 

understanding of how the mounting political pressures of the final decades of the Late 

Classic period shape approaches to the representation of identity and status. 

 

U Pakal K'inich 

K’inich Ahkal Mo’ Nahb III died by around 740 and his younger brother, Upakal 

K’inich, “The Sun God’s Shield” succeeded him as king of Palenque (Bernal Romero 

2002a, 2002b; Stuart 2006a: 40).176 Upakal K’inich likely ruled from about 740 to 750.177 

When he ascended the throne, he took the name K’inich Janab Pakal. Stuart (2006a: 40) 

explains that later in his life, this king modified his name to Upakal K’inich Janab Pakal, 

as a way to celebrate his connection to his famous grandfather K’inich Janab Pakal, of the 

previous century. We know little about the reign of Upakal K’inich, but an inscription 

dating to 742 indicates that he oversaw the official installation of an elite lord into a 

secondary office (Martin and Grube 2000: 174). 

 

Upakal K’inich, Temple 19 Pier, stucco panel  

In Temple 19, an elaborate stucco sculpture adorned the western side of the central pier. 

This stunning low-relief carving represents Upakal K’inich (Martin and Stuart [as cited in 

Morales 1998: 2-3], Bernal Romero 2002a; Stuart 2000a; 2006a) (Fig. 5.12). The 

hieroglyphic text describes the young king-to-be as a baah ch’ok, indicating his official 

status as primary heir to the throne (Stuart 2002a). In addition, the text records a rope-

taking ritual, which probably constituted an important rite of passage for youths in their 

path to become king (ibid. 2002a, 2006a.). In this portrait, Upakal K’inich is likely 

portrayed as an adolescent (ibid.). 

                                                
176 Translation of the name of Upakal K’inich drawn from Stuart (2006a: 38). 
177 Mathews (2005). The latest date to record an event involving K’inich Ahkal Mo’ Nahb III is 736 (ibid.). 
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In this image, Upakal K’inich stands in profile view, a vantage point that allows 

the artist to present stunning layers of detailed ornaments interspersed within the icon-

rich outfit. Adding further embellishment to the image, touches of the red and blue 

pigment remain. The dramatic costume consists of an enormous back-rack that takes the 

format of a water bird’s open serrated beak. A fish dangles from the upper portion of the 

large beak.178 A bunch of feathers extend from the top of the complicated attire. 

Accompanying the back-rack, Upakal K’inich wears other items befitting a royal subject, 

including a beaded collar and wristlets, a kilt and belt, and also shoes and anklets. The 

costume also involves yards of twisted fabric, which may serve as an analog for the rope-

taking hieroglyph in the text, which describes the ritual (2000a). Shrunk within the bulk 

of the costume (the costume doubles the height of Upakal K’inich) the smallness of the 

sitter seems to be emphasized. Upakal K’inich’s small proportions probably suggest that 

this portrait represents him while he was of a youthful age, before he became king (Stuart 

2002a). 

Upakal K’inich wears a hairstyle in which his hair is gathered atop his head in 

short sections. Most sections fall forward, but a rogue spray of hair springs to the back 

(Fig. 5.13). The cropped sideburn and shaven patch at the back of the head, bordered by 

the short horizontal band of fringe at the base of the head, resemble several other royal 

hairstyles. However, the forward trajectory of the bunch of hair at the top of the crown 

makes this hairstyle unique at Palenque.179 From the front of his jade-ornamented 

headband, a small god head extends above the sitter’s forehead. 

Careful carving (and exceptional reconstruction) reveals a highly distinctive face. 

Like the portraits of K’inich Ahkal Mo’ Nahb III, Upakal K’inich’s head has a blocky 

quality, but the rounded planes making up its features soften the bluntness of its shape. 

Upakal K’inich exhibits a flattened and elongated forehead, and a gentle rounded bump 

                                                
178 The fish within the beak of a water bird functions alongside iconography related to GI of the Palenque 
Triad (Stuart 2006a). 
179 The closest style is the SS-2, “Pakal Special” which is worn by K’inich Janab Pakal on Stucco Head 1 
(see M. G. Robertson 1983a: 36). However, the styles exhibit deviations. For example Pakal’s hair does not 
have a shank extending from the back. 
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describes the brow-ridge, or the transition from his forehead to his nose. Upakal 

K’inich’s eye-socket is smoothly modeled and subtly modeled planes describe his high 

cheekbone and pudgy cheek. The eye is damaged, but the crispness of the contours 

indicating its form contrasts with the gradual transitions of modeling that describe the 

surfaces of the sitter’s flesh. The ample cheeks combined with an extra crease below the 

chin suggest the plump face of a youth. The tip of his nose has broken off, but no false 

nose can be discerned. Below his nose, Upakal K’inich’s mouth extends slightly and 

sculptors defined thin lips. The lower lip turns downward and teeth may be seen between 

the slightly parted lips. Below the rounded chin, a gently curving jaw-line marked by 

furrows suggest extra flesh. The king’s head, however, rests upon a relatively slender 

neck. 

 

Upakal K’inich, Temple 21 platform 

A second portrait of Upakal K’inich appears on the platform within Temple 21. As 

previously described, the central figure on the façade of this bench depicts K’inich Janab 

Pakal. Upakal K’inich appears on Pakal’s left-hand side, opposite his brother, K’inich 

Ahkal Mo’ Nahb III (Fig. 5.5). Sitting cross-legged, Upakal K’inich holds his arms 

across his body. His fluffy cape, decorated with hanging fibrous elements, is tied about 

his shoulders in a large knot. The king leans away from K’inich Janab Pakal and turns his 

head in the opposite direction. 

Upakal K’inich wears long hair, which is tied at the crown of his head into a 

ponytail (Fig. 5.14). He lacks a headdress and few decorations embellish his hairstyle. 

Similar to the head’s treatment in the pendent portrait of K’inich Ahkal Mo’ Nahb III, a 

thin strap wraps around the crown of his head and secures short curving vegetal 

ornaments to his forehead and temple. 

Upakal K’inich possesses an extremely elongated forehead, the angle of which 

extends downward to form the profile of the nose. The profile line exhibits little 

interruption where the nose and forehead meet. The king’s nose is long, and it curves at 

the tip. Below the obtrusive nose, the king’s mouth extends from his face and exhibits 
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small down-turned lips. Under the mouth the sitter exhibits a bulbous chin, with its 

roundness emphasized by curving lines. Deep carving also defines the wing of the nose 

and suggests a boundary between the nose and the fleshy cheek. Despite the plumpness 

of the cheek, artists still suggest a high cheekbone. The king’s eye is relatively small, as 

is the eye-socket. As in the youthful representation of Upakal K’inich, he wears no false 

nose in this image. 

 

Upakal K’inich, Bodega Panel 

A final sculpture to portray Upakal K’inich comes from a fragmentary panel found long 

after its extraction from its original context (Fig. 5.15).180 As was the case in the two 

portraits previously described, Upakal K’inich appears in profile view. Although many 

details of the headdress and hair are broken off, the hairstyle closely resembles the style 

worn by the same sitter on the Temple 19 pier, where he appears as a youth before his 

accession. Most of his hair is gathered into sections and angled toward the front, while a 

single lock of hair falls in the opposite direction. A beaded band ornaments his head. At 

the top of the assemblage a medallion bearing an ajaw sign may be discerned and a larger 

circular embellishment constitutes the back of the headband. 

The king’s face exhibits an exaggerated forehead and a gently curving profile at 

the location where the forehead meets the top of the nose. Upakal K’inich’s portrait 

includes a large, downward oriented mouth. The king’s nose is long and sculptors clearly 

indicated the nose’s wing. A shallow circular basin forms the sitter’s eye-socket and 

sculptors suggested the eye-lid with deeply carved lines. Overall, the portrait closely 

resembles the portrait of Upakal K’inich as seen on the Temple 19 pier. As is the case 

with his other portraits, Upakal K’inich’s nose and forehead appear au naturale, without 

the addition of a false nose. 

                                                
180 The pieces of the Bodega sculpture representing Upakal K’inich were found at different locations at 
Palenque. One fragment of the sculpture emerged from the rubble near the Temple of the Foliated Cross, 
while three additional pieces were discovered near the northern part of the Palace (Schele and Mathews 
(1979: entry 81; Mathews, Who’s Who, “Upakal K’inich”). Freidel, Schele, and Parker (1993) identified 
this figure as K’inich Janab Pakal, but the expanded corpus of inscriptions and decipherments indicate it 
actually represents Upakal K’inich (Bernal Romero 2002a). 
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Upakal K’inich, Synthesis 

An exaggerated and sloping forehead, a long and large nose, a pendulous and rounded 

chin constitute shared features in each of the portraits of Upakal K’inich (Fig. 5.16). 

Representations of this ruler exhibit shallowly carved eye-sockets with deeply incised 

eyelids, which terminate sharply at the corners. This sovereign’s face appears to be 

fleshy, and deeply carved lines define the wing of the nose and create the illusion of a 

plump cheek. In addition, his forehead and nose are described with straight contour lines, 

with only a gently curving line marking their connection. None of Upakal K’inich’s 

portraits show him wearing a false nose. 

Although his exact pedigree is not entirely secure, Upakal K’inich likely 

descended from Tiwol Chan and Ix Kinuw Mat, the same parents of K’inich Ahkal Mo’ 

Nahb III (Cf. Figs. 5.16, 6.1, 6.2). Upakal K’inich shares select features with each parent, 

yet he does not particularly resemble either of them. Like his father, Upakal K’inich 

possesses an extremely long nose, which appears without any supplemental device 

modifying its form. In addition, variations of modeling suggest high and pronounced 

cheekbones in the portraits of both sitters. Compared to Ix Kinuw Mat, both sitters 

exhibit an excessively fleshy bulbous chin, with lines inscribed around the mouth that 

highlight its ampleness. 

Compared to the portraits of K’inich Ahkal Mo’ Nahb III, Upakal K’inich has 

lighter proportions (cf. Figs. 5.11 and 5.16). He lacks the massiveness of K’inich Ahkal 

Mo’ Nahb III, yet he still appears to be slightly pudgy. His nose is longer than his 

predecessor’s and because he never wears a false supplement, his nose appears to be less 

rectilinear than K’inich Ahkal Mo’ Nahb III’s. Upakal K’inich’s nose is longer, his chin 

is rounder and his neck is thinner. The portraits of Upakal K’inich seem to contrast 

portraits representing the king who immediately preceded him, even though they likely 

share a fraternal link. 

While his adopted post-accession name references his illustrious grandfather 

K’inich Janab Pakal, the portraits of Upakal K’inich bear little resemblance to this 

famous ancestor. Whereas K’inich Janab Pakal’s visage is elegant and thin, Upakal 
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K’inich has a blockier head with heavier proportions (cf. Fig. 3.15 And 5.16). Portraits of 

Upakal K’inich exhibit a broad, nearly sagging jaw-line and he has thick cheeks. K’inich 

Janab Pakal, on the other hand, appears with a thin, almost triangular face. In addition, 

K’inich Janab Pakal wears a false nose. 

Despite the lack of obvious resemblance between Upakal K’inich, his father, or 

K’inich Janab Pakal, his portraits still operate in ways that celebrate his position within 

the ruling dynasty. He appears next to his grandfather, K’inich Janab Pakal, for example 

on the Temple 21 platform, and the other two portraits of this sitter likely represent him 

as a youth, perhaps documenting his undertaking of heir apparency rituals. The portrait 

Upakal K’inich in Temple 21 celebrates his taking of a special title, cementing his right 

to the throne (Stuart 2006a: 40). Portraits representing Upakal K’inich, therefore, may be 

seen tools that participate in fortifying his position in Palenque’s ruling dynasty. 

It is unknown exactly when Upakal K’inich died, or when he relinquished the 

throne of Palenque. Towards the end of his reign, however, it seems as if troubles with 

Palenque’s long-time enemy Tonina flared again (Martin and Grube 2000: 174, 187). 

 

CONCLUSIONS 

Following Upakal K’inich’s tenure as king of Palenque, only two additional kings are 

known, K’inich K’uk Balam II (764-783) and Wak Kimi Janab Pakal III (799-?) (Martin 

and Grube 2000: 174-75; Mathews 2005). K’inich K’uk Balam II served as the last king 

to commission large-scale artistic projects, including the Tablet of the 96 Glyphs, the 

Creation Tablet and possibly the mural of House B (Martin and Grube 2000:173-174). 

Despite his service as patron of these outstanding artworks, no known portrait of K’inich 

K’uk Balam II survives.181 Of the monuments commissioned during the reign of K’inich 

K’uk Bahlam II, a linear quality abounds that in some ways parallels the style in which 

the portraits of K’inich Ahkal Mo’ Nahb III and Upakal K’inich are executed. The last 

                                                
181 It has been suggested that the stone portrait head wearing a headdress with jaguar ears and quetzal 
feathers represents K’inich Kan Bahlam II (Martin and Grube 2000: 174). Following Stuart (in Miller and 
Martin 2004:230), I believe that this represents the earlier king by the same name. See Chapter 1 for a 
detailed discussion of this portrait. 
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known king of Palenque, Wak Kimi Janab Pakal III, similarly left no known portrait of 

himself. With the exception of a small inscription on a black vase, archaeological work at 

Palenque has revealed no further mention of this king. 

Of this last phase of Palenque’s Classic period apogee, the portraits of kings 

continue to serve as important tools to demonstrate the kings’ right to rule. From this 

relatively brief terminal era, eight portraits of kings are known, five representing K’inich 

Ahkal Mo’ Nahb III and three bearing the image of Upakal K’inich. While the portraits 

themselves do not explicitly resemble others fashioned at the site, the formulaic ways in 

which the portraits appear recall long-standing traditions of portraiture at Palenque. 

Added to these established ways of showing the kings, the final days of representing 

kings also saw new innovations in the kinds of scenes in which they participate. 

Following the trend demonstrated in the preceding chapters, sculptors represented 

portraits of the same sitter with consistency. K’inich Ahkal Mo’ Nahb III’s most notable 

features include a massive face and body. He wears an obviously articulated nosepiece, 

which creates a distinctive profile, including a right angle at the level of the brow-ridge 

and an extremely straight nose. Upakal K’inich also exhibits a fixed set of characteristics 

in his portraiture. Upakal K’inich has a small bulbous chin, a long nose, high cheekbones, 

a blocky head with gently rounded contours, and may generally be described as pudgy. 

He never wears a cosmetic supplement on his nose. Also consistent with patterns of royal 

portraiture, neither K’inich Ahkal Mo’ Nahb III nor Upakal K’inich appear with face 

paint, tattoos, or scars upon their faces. 

At the same time that sculptors adhered to longstanding traditions of portraying 

rulers, the portraits of K’inich Ahkal Mo’ Nahb III and Upakal K’inich reveal different 

interests. New to the portraiture of this era is a method of carving that seems to focus on 

the description of contour. Lines seem to outline many elements of portraits, encouraging 

the exaggeration of the idiosyncratic features of the face. The description of portions of a 

sitter’s face using this crisp and precise approach allows for details to be clearly 

communicated. 
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This fluid and linear approach, which describes the visages of kings in sculpture, 

parallels contemporary trends employed by scribes in the execution of hieroglyphic 

inscriptions.182 Through her description of the style of writing exhibited on the Tablet of 

the 96 Glyphs, M. Miller (1999: 117-118) adroitly characterizes the nature of writing 

during Palenque’s final epoch “…The Tablet of the 96 Glyphs demonstrates Maya 

calligraphy at its most remarkable, for the sorts of lines one achieves with a brush have 

been transposed to stone, where they flow like a silken thread, denying the inherent 

stoniness of the matrix.” 183 I believe that this style of carving serves an especially 

important role in contemporary portraiture, because it efficiently directs viewers to the 

most relevant information needed to identify the sitter. During this time period, the vast 

majority of portraits probably represent contemporary living sitters. 

Accompanying the innovative and highly expressive style of representation of this 

era, the designers of sculptural programs exhibited portraits in new and unexpected 

places at Palenque. Royal portraiture from pervious ages focused on the Palace and 

surrounding structures, whereas the portraits created during the reigns of K’inich Ahkal 

Mo’ Nahb III and Upakal K’inich appear in different locations, including Group 4, 

Structure 16, and Temples 19 and 21. 

New approaches to describe images of rulers combined with innovative kinds of 

compositions may indicate a shift in the functions and audiences of portraits during the 

final decades of the kingdom. Given the irregularities involved in K’inich Ahkal Mo’ 

Nahb III’s path to the throne and the high-status positions that contemporary non-rulers 

achieved, perhaps a kind of portraiture that referenced past traditions of royal authority 

while highlighting specific qualities unique to individual rulers offered many benefits. 

Employing this approach in portraiture allowed kings to draw from powerful traditions of 

                                                
 
183 De la Fuente (1965: 142) observed similarities of subject matter and style of carving in many of the 
monuments that date to this late period, including the Tablet of the 96 Glyphs, The Creation Tablet, two 
incised throne legs known as the Palace Intaglios, and the Scribe and Orator Panels. Porter (1994) also 
analyzes the quality of carving exhibited on these monuments.  Miller and Martin (2004: 124, 221-22) offer 
recapitulations of the fine calligraphic quality of sculpted inscriptions during the last phase of Palenque’s 
occupation. 
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rulership while celebrating personal identity. Portraiture with this kind of flexibility likely 

appealed to rulers during the final epoch of Palenque, who were plagued with 

unprecedented challenges and crises. 



 198 

Chapter 6: 

 

Portraits of the late Non-Rulers during the Reigns of K’inich Ahkal Mo’ Nahb III 

and Upakal K’inich 

 

INTRODUCTION 

In the final phase of Palenque’s Classic-period apogee the portraits of several non-ruling 

individuals appear on sculpted monuments. These representations take the form of group 

portraits, where gatherings of elite lords accompany kings.  

The majority of the portraits that represent elite sitters appear on a small number 

of monuments. Nearly all of the examples participate in the adornment of the interior of 

Temple 19, and therefore date to the reign of K’inich Ahkal Mo’ Nahb III. Within this 

narrow window of time, I attempt to organize the corpus of portraits based on the date of 

their execution. Most of the individual Maya lords pictured during this late phase of 

Palenque’s history appear only once, resulting in a body of imagery that exhibits startling 

diversity.  

A second type of portrait explored in this chapter includes imagery in which 

single sitters appear on panels. Their crouching position and accoutrements suggest that 

they represent captives, a status often corroborated by hieroglyphic inscriptions. 

Paralleling trends in the depiction of elites, portraits of prisoners celebrate the diverse 

appearances of the sitters. Unlike the elite portraits, which are focused within Temple 19, 

and to a certain extent Temple 21, portrayals of slaves embellish disparate locations 

throughout the site. 
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ANALYSIS OF NON-RULER PORTRAIT 

Tiwol Chan Mat 

Tiwol Chan Mat, the father of king K’inich Ahkal Mo’ Nahb III, serves as the first non-

ruling sitter of this era.184 Tiwol Chan Mat never served as king, but he likely held an 

important status, since he possessed a biological link to K’inich Janab Pakal. Tiwol Chan 

Mat was presumably the youngest son of K’inich Janab Pakal, and brother to K’inich 

Kan Bahlam II and K’inich K’an Joy Chitam II (Bassie-Sweet 1991: 247-248; Ringle 

1996; Stuart 2006a: 26, 152). The date of Tiwol Chan Mat’s birth is unknown, but Stuart 

(2006a: 152) explains that this elite lord died when K’inich Ahkal Mo’ Nahb III was only 

a child of two years, making this a posthumous portrait.185 Also testifying to Tiwol Chan 

Mat’s high status is the appearance of the ch’ok title, signifying that he was a “junior 

lord” or  “emergent one”  (ibid.: 32).  

 

Tiwol Chan Mat, Tablet of the Slaves, left-hand figure 

The Tablet of the Slaves represents the coronation of K’inich Ahkal Mo’ Nahb III. 

Following past models of accession images, portraits of the king’s parents flank the 

newly enthroned ruler. Tiwol Chan Mat appears in the position of prominence, to his 

son’s right side (Figs. 5.1, 6.1).186 A crouching anthropomorphic figure serves as the 

throne upon which Tiwol Chan Mat sits.  

Tiwol Chan Mat wears a simple kilt, wristlets, a beaded necklace, and an ear-

flare. His hairstyle closely resembles the SS-4, “Coronation Special” hairstyle, so 

categorized by M.G. Robertson (1983a) because of its ubiquitous appearances in 

accession scenes at Palenque. However, this seems to be a variation of the style, because 

it lacks the diagnostic forelock. Generally speaking, Tiwol Chan Mat’s coiffure exhibits 

minimal ornamentation. Around his forehead a thin band secures a water lily, which 

extends above his forehead. At the top of the headdress a “shell-winged dragon” motif 

                                                
184 Ringle (1996) identified the hieroglyphs that indicate the name of K’inich Ahkal Mo Nahb III’s father. 
185 The date of 9.12.8.9.18 7 Etz’nab 6 Muwan records the death of Tiwol Chan Mat (Stuart 2006a: 152). 
186 Wald (1997) identified the central sitter as K’inich Ahkal Mo’ Nahb III and the left-hand sitter as his 
father. Stuart (2006a: 148) reads the left-hand sitter’s name as Tiwol Chan Mat. 
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appears.187 A slightly thicker band secures the upper bunch of sprouting hair, while 

zoomorphic creature, which merges attributes of a bird with snake, decorates the top of 

the coiffure. 

A carved furrow creates a separation between the bottom of Tiwol Chan Mat’s 

mouth and the beginning of his small chin. In addition, the deep carving around the wing 

of the nose suggests its wide form. Contrasting the bold carving around the nose, 

sculptors hollowed a shallow basin to describe the sitter’s eye-socket and carefully 

incised a set of lines to create the eyelid. The bottom lid droops in the center and a 

straight horizontal line forms the top lid. The lids meet sharply at the outer corner.  

Tiwol Chan Mat exhibits a long and broad nose, which extends outwards well 

beyond the plane of his tiny mouth and lips. A single angle describes the contour of 

Tiwol Chan Mat’s forehead and nose. Near the brow-ridge, an additional short vertical 

line appears just within the contour of the profile. This line does not resemble a cosmetic 

device added to the face; instead this incision suggests the extension of the top of the 

nose into the region of the forehead, furnishing Tiwol Chan Mat with a head that 

naturally resembles the heads of Maize Gods. 

As described in the previous chapter, the portrait of Tiwol Chan Mat starkly 

contrasts with the portrait of his son, K’inich Ahkal Mo’ Nahb III. Tiwol Chan Mat 

exhibits a slenderer visage than the king to whom he extends the crown (cf. Figs. 5.2, 

6.1). Whereas K’inich Ahkal Mo’ Nahb III’s head is massive and blocky in shape, his 

father possesses a gracefully elongated head executed with much leaner proportions. 

Artists indicated no extra curves or contours to suggest weight and the sitter possesses an 

appropriately slender neck.  

A much closer comparison, I believe, lies in the portraiture of Tiwol Chan Mat’s 

father, K’inich Janab Pakal (cf. Figs. 3.15, 6.1). Both sitters possess large sloping 

foreheads and noses. Tiwol Chan Mat appears without a false nose, yet his profile is 

strikingly similar to his father’s. Both father and son exhibit high cheekbones, small 

                                                
187 M. G. Robertson (1991: 68) notes the presence of this particular icon and points out its appearance in the 
southeast room of House B of the Palace. 
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mouths, and delicate chins. In addition, Tiwol Chan Mat and K’inich Janab Pakal exhibit 

graceful and slender proportions. Their lean frames and faces combined with the smooth 

appearance of their skin offer viewer’s glimpses of their youthfulness. The portraiture of 

both sitters encourages illusions to Classic Maya Maize Gods. 

 

Ix Kinuw Mat 

The mother of K’inich Ahkal Mo’ Nahb III also makes one appearance in the surviving 

artworks from this era. She serves as the only known female represented during this 

period of time. Although little is known about Ix Kinuw Mat’s origins, her family seems 

to exert some degree of power within Palenque’s court, since her brother also appears on 

monuments dating to the reign of K’inich Ahkal Mo’ Nahb III. Her name is recorded 

with the title “Aj Uxte’ k’uk, translating as she “of the three Gods” (Stuart 2006a: 131). 

 

Ix Kinuw Mat, Tablet of the Slaves 

Sitting opposite Tiwol Chan Mat on the Tablet of the Slaves, K’inich Ahkal Mo Nahb 

III’s mother appears (Fig. 5.1). On this panel, a hybrid creature that morphs features of a 

human and a deer supports the vast body of Ix Kinuw Mat. Atop the zoomorphic throne, 

Ix Kinuw’s massive body rests. Sitting cross-legged, she extends a shield that is covered 

with a flayed skin and personified flint. 

Ix Kinuw Mat’s face exhibits a massiveness that is echoed by her short neck and 

stout body. Her face is blocky, exhibiting heaviness in the cheek, chin, and jaw (Fig. 6.2). 

She possesses an elongated forehead and wears a false nose, which appends to her natural 

nose. This supplement is thin, and creates only a soft edge above her brow-ridge. The 

base of her nose is composed of a series of square shapes, with gently curved edges. The 

nose’s square shape becomes especially evident when considering the lines that describe 

its wing. Ix Kinuuw has a fleshy mouth, with the top lip appearing much thinner than the 

lower drooping lip. The low relief carving suggests no cheekbone, which also heightens 

the impression of the sitter’s corpulence.  
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Matching the decoration of the head in the pendent portrait of Tiwol Chan Mat, 

the portrait of Ix Kinuw Mat features a band that secures a water lily to her forehead. She 

also displays the same “shell-winged dragon” icon at the top of her headdress (M. G. 

Robertson 1991: 68). A second tie gathers her long hair atop her head, before it falls 

down her back.  

 In terms of pose, action, and hairstyle Ix Kinuw Mat resembles Ix Tz’ak Ajaw, 

the mother of K’inich Kan Bahlam II and K’inich K’an Joy Chitam II, but her face 

resembles no other woman pictured at Palenque (cf. Figs. 4.5, 6.2). As described in 

Chapter 5, however, the portrait of Ix Kinuw Mat offers similarities to portraits of her 

son, K’inich Ahkal Mo’ Nahb III, although the resemblance is not exact (cf. Figs. 5.11, 

6.2). Like her son, Ix Kinuw Mat possesses an immense face, a thick short neck, and a 

weighty body. She also exhibits a down turned mouth, a large chin, and a large nose.  

 

Yohl Mat Ich Baak 

An individual named Yohl Mat Ich Baak, whose name translates as “the center (or heart) 

of the mat bird,” makes a single appearance in the art of Palenque (Stuart 2006a: 114).188 

Accompanying the inscription of his name on the Temple 19 platform, this individual 

possesses the “banded bird” title (ibid.: 115). This designation, although not entirely 

deciphered or understood, served as an important title that indicates an elite rank (ibid.: 

133-36). In addition, the banded bird title bears close associations to iconography 

associated with GI of the Palenque Triad (Stuart 2006a). Several of the sitters pictured 

within Temple 19 possess this title. 

 

Yohl Mat Ich Baak, Temple 19 platform, (Portrait A) 

Within Temple 19, Yohl Mat Ich Baak appears on the left-hand side the platform (Figs. 

5.7, 6.3). Sitting atop crossed legs, the lord gazes in the direction of the centrally 

positioned king. He wears a costume consisting of a cape drawn about his neck, a circular 
                                                
188 Stuart (2006a: 114) notes the link between the bird element in Ich Mat Ich Baak’s name and the 
prominent bird costumes that appear on the Temple 19 sculpted and stucco pier, representing K’inich 
Ahkal Mo’ Nahb and Upakal K’inich respectively. 
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ear ornament, a beaded cord that hangs down his back, and a beaded pectoral ornament. 

His headdress features a tall conical-shape at its center top, which is decorated with large 

feathers. A broad band, which bears a woven pattern on its surface, appears below the 

fabric bindings. All but the fringe of hair at the base of the sitter’s head is obscured 

within the tied headdress. 

The face of Yohl reveals a false nose that transforms the natural profile line into a 

new shape. The resulting contour is perfectly straight from the middle section of the 

forehead all the way down to the tip of the nose. A sharp angle marks the top of the 

forehead, and right angles define the lower and upper lips. The chin is broad and curving, 

suggesting abundant fat on the lower parts of the face. The top of the eye-socket is deeply 

carved and curves dramatically. Yohl Mat Ich Baak opens his mouth widely revealing his 

upper teeth. No other portraits of this sitter are known making comparison impossible. 

 

Chen Ajaw 

A lord named Chen Ajaw, or “4 Ajaw” participates in the gathering of elites represented 

on the Temple 19 platform (ibid.: 115). This individual’s name derives from a position 

within 260-day calendar employed by the Maya. Stuart (ibid.: 117) offers the possibility 

that artists at Palenque, and artists at other nearby sites, took personal names derived 

from positions of the calendar. 

 

Chen Ajaw, Temple 19 Platform (Portrait B) 

Seated immediately in front of Yohl Mat Ich Baak, Chen Ajaw matches the other noble 

lords in costume and orientation. He also sits with his head facing the king. Chen Ajaw’s 

face exhibits acutely angled features including a sharp chin, lips, nose, and brow-ridge 

(Fig. 6.4). In front of his eye-socket, a false nose is clearly visible, which extends his real 

nose and creates a straight profile line from the tip of the nose to the forehead. At the 

location of the brow-ridge, however, the prosthetic attachment bends abruptly and 

continues up the forehead until it disappears within the lower band of the headdress. 

Sculptors seemed to compose the profile of Chen Ajaw’s face through as a series of right 
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angles. The sitter’s sharp appearance is enhanced by the extension of incised lines at the 

edge of his eye and at the edge of his lip.  

Contrasting with the angular qualities of Chen Ajaw’s portrait, he possesses a 

perfectly circular eye-socket, carved so evenly that it seems to be schematized. In 

addition to his unique profile, other distinctive qualities observable in Chen Ajaw’s 

portrait include a series of tiny circular shapes carved on the bottom of his chin and jaw. 

These dots appear to be carved in higher relief than the rest of the chin, giving the 

impression that the dots lift up from the skin. This probably suggests the process of 

scarification to mark the skin’s surface rather than tattooing. Another peculiarity involves 

the sitter’s possible baldness. Typically, the portraits of Maya sitters include a short 

fringe of hair that peeks out of the bottom headdresses and sideburns, but in this portrait 

no hair can be observed. 

 

Janab Ajaw 

A non-ruling elite named Janab Ahaw figures prominently in the hieroglyphic 

inscriptions and artworks of Palenque. Janab Ajaw may have been the grandson of the 

famous king, K’inich Janab Pakal, and a cousin of K’inich Ahkal Mo’ Nahb III (Stuart 

2003a: 2; Stuart 2006a: 119). His dynastic position probably fostered his elevation to 

particular high-status offices at Palenque’s court. Janab Ajaw is listed among a group of 

junior lords on a panel discovered in Structure 16, now called the “K’an Tok Panel” 

(Bernal Romero 2002; Stuart 2003: 2). The hieroglyphic inscriptions on the panel 

describe his accession into a junior office through a ritual overseen king K’inich Kan Joy 

Chitam II.189 

 

 

 

                                                
189 Stuart (2003:2) reconstructs the date of the installation as 9.14.7.0.15 6 Men 13 K’ank’in. This falls two 
years after the enigmatic kidnapping of K’inich K’an Joy Chitam II, as suggested by the text and image of 
Tonina Monument 122. Stuart uses this text as evidence that K’inich K’an Joy Chitam II continued to 
possess governing powers at Palenque, even after his apparent abduction.  
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Janab Ajaw, Temple 19 platform, (Portrait C) 

In the third position on the south side of the platform in Temple 19, Janab Ajaw directly 

interacts with the K’inich Ahkal Mo’ Nahb III (Fig. 6.5). Sitting in the position of 

prominence, he presents the royal headband, which is laid across his extended hands. Of 

the bevy of royal attendants, Janab Ajaw, possesses the highest degree of importance 

(Stuart 2006a: 117). 

The caption accompanying the image of Janab Ajaw includes special features not 

shared by the other sitters on the Temple 19 platform. Appended to his name, scribes 

included a glyphic collocation telling of the impersonation of a deity (Houston and Stuart 

1996; Stuart 2006a: 118). In this case, the name of the deity Yax Naah Itzamnaaj follows. 

The Principal Bird Deity, seen in Janab Ajaw’s headdress, is known to have represented 

the bird aspect of the deity Itzamnaaj.190 Thus, the text accompanying Janab Ajaw’s name 

indicates his guise of Itzamnaaj, and his headdress provides a visual cue of his 

impersonation. In addition, the hieroglyphic inscription on the Temple 19 platform 

records the participation of Itzamnaaj in an accession event of GI of the Palenque Triad 

(Stuart 2006a: 118). Finally, the name of Janab Ajaw includes the “banded bird” title and 

the name ajaw, probably indicating his senior status within this particular position (Stuart 

2006a: 118). 

The costume worn by Janab Ajaw closely resembles those donned by the other 

men in the scene, but his headdress exhibits additional ornamentation, in the form of the 

Principal Bird Deity’s head (Fig. 6.5). This bird possesses a large eye with a square pupil, 

along with a long beak.191 Sculptors also included a series of ajaw heads embedded 

within the band atop the Principal Bird Deity head. The ajaw heads reference his status 

and recapitulate the sitter’s name. 

                                                
190 Stuart (2006a: 118) identified the particular avian appearing in Janab Ajaw’s headdress as the Principal 
Bird Deity. Hellmuth (1987) initially described the Classic-period deity, God D, as the earlier version of 
Itzamnaaj. Taube (1992b) identified the Principal Bird Deity as the zoomorphic version of Itzamnaaj, and 
indicated Itzamnaaj’s vast power, along with the aged god’s attendant skills of writing and divination. 
191 See Guernsey (1997) for the importance of the Principal Bird Deity in relation to kingship and cosmos 
in the Preclassic period. 
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The image of Janab Ajaw shows s bald man (unless his hair is hidden beneath his 

headdress) who possesses a long nose. The sitter’s nose extends well beyond his mouth. 

Sculptors rendered the wing of the nose in a fashion that emphasizes its bulbous contours. 

Janab Ajaw wears no false nose to modify his profile. His forehead curves slightly and 

the profile of his nose dips inward slightly at the point of his eyes. His incised eyelids are 

deeply carved within perfectly round eye-sockets. Rather than having a straight line to 

define the top his eyelid, which is observable in the portraits of a number of others elites, 

Janab Ajaw’s upper eyelid curves slightly and the end, and the line extends beyond both 

edges of the lid. The sitter has a thin upper lip, which swells slightly at its center, and a 

lower mouth with a square profile. Janab Ajaw’s mouth opens slightly, revealing portions 

of his upper teeth. Below his mouth, Janab Ajaw has a full curving chin and the angle of 

his jaw-line sweeps broadly to the back of his head. The modeling of the jaw-line and 

chin suggests plumpness of the lower region of the face, a possibility reinforced by the 

fact that he seems to have an extremely short neck. 

In this portrait, Janab Pakal bears little resemblance to his famous grandfather, 

and namesake, K’inich Janab Pakal (cf. Figs. 3.15 and 6.5). K’inich Janab Pakal exhibits 

a lean triangular face and he always appears to wear a false nose. Compared to Janab 

Pakal “The Elder,” few similarities emerge. The more ancient Pakal, whose portrait 

appears on the side of K’inich Janab Pakal’s sarcophagus, possesses a massive false nose, 

wears a beard, and exhibits a bar-shaped decoration at the side of his mouth (cf. Figs. 2.2 

and 6.5).  

Compared to the contemporary ruler K’inich Ahkal Mo’ Nahb III, whom Janab 

Ajaw faces on the Temple 19 platform, his cousin offers a vastly differing face  (cf. Figs. 

5.11 and 6.5). The king’s modified profile creates a sharp hook at the brow-ridge, and he 

possesses a longer face, a sharper chin, and a different mouth. In addition, the portrait of 

Janab Ajaw fails to suggest correspondences with the portrait of Tiwol Chan Mat (Fig. 

6.1, 6.5). With the present corpus of known portraits, Janab Ajaw shows no close 

similarities to anybody at Palenque. 
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Yok (?) Tal 

A person whose name appears a number of times in the hieroglyphic texts in association 

with Temple 19 possesses the name Yok (?) Tal.192 This person may have served a 

special role in relation to Temple 19 and the rituals that took place within it. Stuart 

(2006a: 123) proposes that he played a role as an officiator of rituals. In addition, his 

name always appears with the Yajaw K’ak’ title, or “Lord of Fire” (ibid.: 123). 

 

Yok (?) Tal, Temple 19 platform, (Portrait E) 

Yok (?) Tal’s image is featured on the south side (Portrait E) of the platform in Temple 

19 (ibid.: 30-32, 123) (Fig. 5.7). Oddly, he sits with his body facing the front, with his 

arm across his chest. He turns his head over his right shoulder in order to face the king. 

From this position we can see that he wears a beaded necklace and a pectoral 

accoutrement consisting of a long cylindrical bead with dangling elements coming from 

the end. Rather than wearing the large circular ear flares, as seen in the portraits of Yohl 

Mat Ich Baak, Chen Ajaw and Janab Ajaw, on the opposite side of the king, Yok (?) 

Tal’s ear ornament consists of a circular element from which a long bead hangs, with a 

counterweight hanging from the back of the ear (Fig. 6.6). His earring matches those 

worn by K’inich Ahkal Mo’ Nahb III.  

Shortly cropped hair is visible at the back of his head, and in front of the ear he 

has a sideburn. Yok (?) Tal’s headdress includes tufts of short and tall feathers gathered 

with thick bands, which are looped and tied into a knot at the crown of the head. A plated 

headband extends around the bottom portion of the headdress. 

Yok (?) Tal’s face exhibits an obvious cosmetic device, manipulating the contour 

of his profile. This supplement creates a continuous straight line running from the tip of 

his nose to the middle of his forehead, where the angle gently curves and disappears 

beneath the headdress. This profile lacks the sharp hook that accompanies the portraiture 

of K’inich Ahkal Mo’ Nahb III. His eye-socket is extremely shallow, with only the upper 
                                                
192 The exact reading of this individual’s name is unknown, but Stuart (2006a: 123) isolated the 
components of his name: yo-ko-?-TAL, or Yok ? Tal. For this study I refer to this lord as Yok (?) Tal. His 
name appears on the alfarda of Temple 19, on the sculpted pier and on the platform within Temple 19. 
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portion showing an obvious gradation of plane. Within the socket, the artist describes the 

lid with a faintly carved line that takes on a sketchy quality. Lightly carved, yet obviously 

visible, lines mark the area above the sitter’s cheekbone and other carefully carved lines 

delineate the contours of the nose. Below his nose, in the region of the philtrum, no lines 

separate the sitter’s lips from his mouth. However, a single carved line indicates the space 

between his pursed lips. The lower portion of the mouth extends out beyond the sitter’s 

sunken chin. Upon his jaw, near the chin, Yok (?) Tal’s face is marked with a series of 6 

small dots. 

 

Yok (?) Tal, Temple 19, Stone Pier, right figure 

A second portrait of Yok (?) Tal appears in a position of prominence in Temple 19, 

where sculptors represent his visage on the sculpted stone pier panel along with K’inich 

Ahkal Mo Nahb III and another elite lord (ibid.: 30-32) (Figs. 5.9, 6.7). Positioned on his 

knees, on the right-hand side of the king, Yok (?) Tal grasps the hand of K’inich Ahkal 

Mo’ Nahb III. The headdress worn by Yok (?) Tal contains elements of his status as a 

Fire Lord (Lopez Bravo 2004:258; Stuart 2006a: 124). The large circular “goggles” 

presented before rows of short feathers and banded with square beads resembles other 

headdresses worn by lords possessing the Yajaw K’ahk’ title, such as Aj Sul, who appears 

on a censer stand from Group IV (Stuart 2006a) (See fig. 2.3).193 

Yok (?) Tal’s face exhibits a false supplement appended to his nose. The tip of the 

sitter’s nose curves gracefully. At the nose’s base, deeply carved lines articulate the 

delicate wing and nostril. The sitter’s lower lip appears to be far larger than the upper lip, 

and the bottom portion of the mouth extends outward, well beyond the plane of the chin 

(Fig. 6.7). Yok (?) Tal’s chin sinks slightly. The soft roundness of the jaw-line echoes the 

roundness of the chin.  The most striking part of the portrait, however, exhibits 

exceptionally deep carving; sculptors rendered Yok (?) Tal’s eyelids, iris, and pupil with 

startling precision and clarity.  

                                                
193 See Chapter 2 for a discussion of Aj Sul’s portrait. 
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The portrait on the Temple 19 stone pier looks remarkably similar to the portrait 

of Yok (?) Tal sculpted on the platform. Both portraits show the same angle of nose and 

profile supplement, the same eye, mouth and chin. Finally, both portraits show the sitter 

with a series of dots sculpted upon the lower portion of his face, just behind the chin. In 

the case of the Temple 19 pier, sculptors depicted five dots, whereas on the platform 

portrait, six small dots appear.  

 

Yok (?) Tal, Bundle Sculpture, left figure 

A final portrait of Yok (?) Tal may appear on the so-called Bundle Sculpture. Stuart 

(2006a: 125) proposes the possibility that the figure shown on the left-hand side of the 

tablet, who stands behind the king, K’inich Ahkal Mo’ Nahb III, may represent Yok (?) 

Tal. Stuart points out (ibid.) that the fragmentary glyph appearing on the lower left hand 

side (behind the figure’s forearm) may read as yo-OK-?, forming part of Yok (?) Tal’s 

name. 

The small size of the tablet and the grainy texture of the stone prevent the 

discernment of many of the portrait’s details (Fig. 6.8). However, I believe that many 

similarities exist in the portrait of the left-hand sitter and the two known portraits of Yok 

(?) Tal. Shared features include the shape and angle of the nose, the outward extension of 

the lower part of the mouth, the sunken chin, and curve of the jaw-line. In addition, the 

person represented on the bundle sculpture may have a series of dots marking the side of 

their jaw. Yok (?) Tal would also be an appropriate sitter, since he appears in two other 

cases as an attendant to the king, K’inich Ahkal Mo’ Nahb III. 

 

Synthesis, Yok (?) Tal 

The known portraits of Yok (?) Tal represent him with a consistent set features (fig. 6.9). 

Yok (?) Tal has an obvious cosmetic device worn on his face. The line defining the real 

and false parts of his profile appears with clarity. In two of the three portraits, the false 

supplement extends his nose to the top of his flat forehead. This sitter has a shallowly 

carved round eye-socket. He has small lips where the lower part of his mouth is larger 
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than the upper portion. The lower region of his mouth extends out from his small sunken 

chin. Yok (?) Tal consistently appears with a relatively thick neck. Finally, a series of 

carefully carved dots marks his chin. 

 

Individual represented in Portrait F 

Reading from the left to the right, the individual occupying the sixth position of the 

platform’s southern face appears with a hieroglyphic caption indicating his name. Stuart 

(ibid.: 126) reads the following hieroglyphic components YAX-sa- ja la ma-ka-ba-TE’, 

however the exact ways in which these signs combine and the translation of their 

meaning remains unresolved. One part of the name ya-YAX, probably relates to the color 

green.194 Within the texts inscribed on the Temple 19 platform, this individual lacks a 

title, which may indicate junior status in comparison to the other lords represented in the 

scene (ibid.). Until clearer decipherment of his name comes to light, I simply refer to him 

as “the sitter of Portrait F”. 

 

Individual represented in Portrait F, Temple 19 platform 

The headdress worn by the individual represented in Portrait F conforms in some of its 

basic features to many other headdresses represented in the scene (Fig. 6.10). It consists 

of groups of feathers bound atop the head with large portions of cloth. The sitter wears 

his hair in a style that involves a shorn section at the back of the head, or perhaps his hair 

is hidden in his headdress. Sections of his hair are visible amid the panaches of feathers 

and fabric. In addition, he has a sideburn. 

Like the other individuals represented on the Temple 19 platform, the face of 

Portrait F presents a number of highly specific features, making it far from a generic 

rendering. For example, the sitter of Portrait F exhibits an odd nose. Two incised lines on 

its side, in the region of the lateral cartilage, suggest a cosmetic device, yet it is 

impossible to determine where the cosmetic device ends and where the “natural” face 

begins. Regardless of where the false part of his nose ends and begins, the final visible 
                                                
194 See Stuart (2006a: 126-127) for a discussion about the translation of this individual’s name. 
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profile is highly naturalistic. Also unique to this portrait, distinctively rounded lines 

describe the wing of the nose and the nostril.  

Below his nose, the sitter represented in Portrait F has small lips, with the bottom 

lip turned downward. The philtrum, or the region between the nose and mouth, extends 

outward. Beneath the mouth, a vertical contour oriented to form a right angle suggests a 

square-shaped chin. The jaw-line curves slightly near the dangling earring, suggesting the 

presence of extra flesh or sagging skin. The sitter shown in Portrait F also exhibits a 

distinctive eye, including a shallowly carved socket and brow-ridge. The top lid of the 

eye droops slightly in a fashion not seen on the eyelids of the other people shown on the 

monument. At the lateral canthus of the eyelid, the line that describes the angle extends 

beyond the lid itself.  

Artists represent the person pictured in Portrait F with idiosyncratic surface 

treatments marking his face. Sculptors indicate a series of five dots at the bottom of his 

square chin. These marks likely portray facial embellishments achieved through the 

application of scars or tattoos. A second series of small dots outlines the sitter’s earlobe. 

Also, on the sitter’s cheek, in front of the earlobe, artists represent a thin bar. This small 

bar resembles the sign employed in Maya writing to indicate the number 5. Given the 

interest in modifying the sitter’s appearance by marking the surface of the skin, perhaps 

the lines seen on the side of his nose, that suggest a false appendage, represent lines 

applied to suggest a cosmic manipulation even when none exits. This might be the case 

here, since the resulting profile appears to be relatively naturalistic. In addition, this sitter 

wears a goatee. He is the only individual on the Temple 19 platform shown with a facial 

hair on his chin. 

No other person represented at Palenque looks like the sitter shown in Portrait F, 

nor can we observe any other individual who appears with the exact same modifications 

or decorations to the skin’s surface. However, similarities may be observed when 

comparing his portrait to an earlier elite lord, who bears a similar name. Stuart (ibid.: 

126) points out that an important lord from the time of K’inich Janab Pakal shares the 

name as the sitter of Portrait F. Yuk Sajal’s portrait appears on the sarcophagus from the 
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Temple of Inscriptions in three different locations (Figs. 4.7). Sculptors represented Yuk 

Sajal’s image on the northern and southern bands of the sarcophagus lid and on the 

northeast leg (See Chapter 4).  

Stuart (ibid.: 126) proposes the possibility that Yuk and the sitter shown in 

Portrait F were relatives of some sort. Their portraits, however, offer few similarities. 

Yuk consistently appears with an exceptionally fat face and he’s always clean-shaven 

with stylized almond-shaped eyes. However, both Yuk and Portrait F possess external 

modification to their faces, including false noses and either scars or tattoos. Yuk is shown 

with a bar and three dots on the side of his face near his ear and Yuk also appears with 

three small dots on his forehead. The sitter of Portrait F, on the other hand appears with a 

bar on the side of his face hear his ear, and five small dots on his chin. Both subsidiary 

lords exhibit modifications to their faces. Since both sitters served their kings as 

subsidiary lords, the external modifications may speak of the particular office they hold. 

 

Muwaan Chanul Ahn (?) 

A person known as Muwaan Chanul Ahn (?) served as an elite courtier during the reign 

on K’inich Ahkal Mo’ Nahb III. The reading of the last portion of this individual’s name 

remains unclear, however muwaan translates as “hawk” and chanul may translate as 

“animal” or “guardian” (ibid.: 127). Muwaan Chanul Ahn (?) was probably the brother of 

the king K’inich Ahkal Mo’ Nahb III’s wife, Ix Kinuw Mat (ibid.: 33). He bears no 

identifiable title  (ibid.: 127). I believe that three portraits of represent Muwaan Chanul 

Ahn (?). 

 

Muwaan Chanul Ahn (?), Temple 19 platform, (Portrait G) 

On the Temple 19 platform, Muwan Chanul Ahn (?), or Portrait G in Stuart’s 

designation, sits on the extreme right-hand side of the platform’s façade (Fig. 5.7). His 

marginal position combined with the fact that Muwaan Chanul Ahn (?) lacks a title 

indicates his low position compared to the other elites represented in the scene (ibid.: 

127). 
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In some ways the headdress worn by Muwaan Chanul Ahn (?) resembles the 

headdresses worn by his noble companions in the scene, but sculptors also introduce new 

features. As observable in other examples, feathers sprout from the crown of the hat and a 

thick fabric sash encircles the headdress at the crown of the head and forms a large knot. 

Unique to this headdress, however, the bottom edge of the headdress exhibits a fringed 

edge, formed from either short feathers or another shaggy material. Muwaan Chanul Ahn 

(?) wears the same kind of ear ornament that is worn by the king, Yok (?) Tal, and the 

sitter represented in Portrait F. This ornament consists of a spool and large dangling 

element. 

 The face of Muwaan Chanul Ahn (?) exhibits an obviously discernable cosmetic 

supplement, which fills the natural dip between his real nose and forehead, creating a 

relatively straight contour (Fig. 6.11a). Below his nose, Muwaan Chanul Ahn (?) has 

thick lips and a short moustache covers the top of his mouth. His eye-socket is carved in a 

fashion that emphasizes the largeness of his brow-ridge and the sitter’s eyelid exhibits 

two short parallel incisions on the inside corner. His portrait reveals deeply carved and 

curving furrows around the nose to define wing, nostril and medial crus. Below his 

mouth, which is described by a deep furrow, his jaw is angled at 45 degrees.  

A boldly modeled line, which almost appears to be beveled, describes the sitter’s 

jaw. Muwaan Chanul Ahn (?) appears to have no neck. Instead, it looks as though the 

face’s extra flesh hangs directly atop his shoulders and upper arm. Two delicately incised 

diagonal lines mark the jaw, suggesting folds, or extra flesh of the chin. This rotund elite 

has no tattoos or scars, yet another distinctive element of this portrait is his hand, which 

looks awkwardly proportioned and positioned. This oddity led Stuart (ibid.: 33) to 

propose that the sitter had a genetic disorder, an idea that has been explored through the 

analysis of portraits from the site (M. G. Robertson, Scandizzo, and Scandizzo 1976). In 

addition, the body of Muwaan Chanul Ahn (?) is much fatter in the midsection than the 

other represented on the platform.  
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Muwaan Chanul Ahn (?), Temple 19, stone pier, left figure 

Another image representing Muwaan Chanul Ahn (?) may be seen on the carved stone 

pier in Temple 19, where he kneels before K’inich Ahkal Mo’ Nahb III. Muwaan Chanul 

Ahn (?) appears in the position of honor, to the king’s right side (Figs. 5.9, 6.11b). The 

subordinate lord places his hands beneath a gigantic bird mouth, which forms part of the 

king’s costume. Muwaan Chanul Ahn (?) physically assists the king in his dressing ritual.  

Miller and Martin (2004: 210) interpret the close proximity of the figures and the 

physical contact between each of the attending lords as evidence of “unresolved erotic 

tension” within the scene. While eroticism infuses Classic Maya art in certain classes of 

imagery (Joyce 2000), new discoveries from this late phase of Palenque’s occupation 

may elucidate the ways in which erotic or sensual imagery operated during this time 

period. Despite the uncertainty about how to interpret the close physical connections 

between the sitters in this scene, it remains clear that the reign of K’inich Ahkal Mo’ 

Nahb III saw a plethora of new kinds of imagery emerge, which recorded kings and elites 

interacting in drastically new ways.   

This fragmentary carving includes the bottom section of the sitter’s face. The 

remaining portion of his nose shows the bottom edge of the false cosmetic attachment. 

Muwaan Chanul Ahn (?) wears a moustache and a small goatee. Muwaan Chanul Ahn (?) 

displays the same earflare as seen in the platform portrait. In the pier portrait, however, 

four dots mark his face on the side of his jaw. The bottom of his nose, including the angle 

of the tip, the shape of the nostril, and the curve of the wing match the nose represented 

in the portrait carved upon the platform. Stuart (2006a: 127) observes that Muwaan 

Chanul Ahn (?) possesses distinctive hands, with some digits missing fingernails. This 

peculiarity also appears in the portrait of Muwaan Chanul Ahn (?) displayed on the 

Temple 19 platform, and it may point to the presence of a genetic disorder.195  

Whereas Muwaan Chanul Ahn (?) seems to lack a discernable neck in his 

portraits that appear on the platform and Bundle Sculpture (see discussion below), on the 

                                                
195 Stuart (2006a: 33) cites a personal communication with Joel Skidmore, in which Skidmore pointed out 
the short fingers and lack of nails. 



 215 

Temple 19 pier sculptors suggest a wide, but short neck. This deviation from convention 

in Muwaan Chanul Ahn (?)’s portraiture probably resulted from the requirements 

embedded in the dressing ritual in which he participates. Both kneeling attendants flank 

the central sitter, K’inich Ahkal Mo’ Nahb III, and look upwards as they assist him in his 

donning of the large bird costume. In order to accurately represent the sitter’s pose, artists 

needed to represent a neck with typical proportions. 

 

Muwaan Chanul Ahn (?), Bundle Sculpture, right figure  

A final portrait that likely represents Muwaan Chanul Ahn (?) may be observed on the 

Bundle Sculpture of 731. Accompanying K’inich Ahkal Mo’ Nahb III and Yok (?) Tal, I 

believe that sculptors executed the portrait of Muwaan Chanul Ahn (?) on the right side 

of the panel (Figs. 5.3, 6.11c). The remaining hieroglyphic inscriptions fail to precisely 

indicate the name of individual, but his portrait and close proximity to the king within 

this composition indicates that he held an elevated status. Since the panel seems to 

represent a scene involving the movement of tribute, the lord represented in the scene 

operated in a context closely connected to the king’s court. Muwaan Chanul Ahn (?) 

would be an appropriate candidate. 

The elite sitter wears a conical headdress similar to those worn by his companions 

in the scene. He wears an ornament tied around his neck, and the long tail of his 

headdress drapes down his back. The large bundle obscures much of his kilt.  

In this group portrait the most distinctive component of the sitter’s appearance 

and the key to his identification rests on the representation of the sitter’s jaw-line and 

neck. The head itself appears to be roughly the same size as the heads of K’inich Ahkal 

Mo’ Nahb III and Yok (?) Tal. However, this portrait fails to exhibit an obvious neck. 

Instead, the sitter’s large blocky cranium rests directly atop his shoulders. Thick folds of 

flesh seem to hang from the bottom of the head and directly meet the sitter’s body. The 

manner in which sculptors suggest the roundness of the jaw-line and the thickness of the 

head match the exact same features seen in the Temple 19 platform portrait of the same 

sitter. No other portraits at Palenque reveal this type of jaw-line and neck.  
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It is impossible to determine whether the sitter wears a false nose, but the contour 

of the nose, along with the angles of the chin and forehead match the profiles seen in the 

other known portraits of Muwaan Chanul Ahn (?). The modeling between the lower lip 

and chin further delineates a specific shape. The manner in which sculptors suggest the 

upper lip recalls the mouth and lips in other portraits of the same sitter. Muwaan Chanul 

Ahn (?)’s plump face combined with his thick torso and body also recall conventions 

observed in the portraits of Muwaan Chanul Ahn (?) on the Temple 19 platform, and to a 

certain extent the Temple 19 pier portrait. Perhaps the massive face and portly body of 

Muwaan Chanul Ahn (?) serve as a device to link him to his sister Ix Kinuw Mat. 

 

Synthesis. Muwaan Chanul Ahn (?) 

The portraits of Muwaan Chanul Ahn (?) closely resemble each other. In all three 

portraits sculptors represent Muwaan Chanul Ahn (?) with a blocky head. The lower 

portions of his face and jaw-line exhibit extra flesh, and artists suggest his round mouth 

and thick lips with remarkable consistency. In addition, the profile lines in each of the 

three portraits closely match. 

The variable features of this noble’s portraits include surface decorations and the 

weight of the sitter. In two of the three portraits, the sitter wears a moustache. In the 

Temple 19 pier panel, the sitter also appears with four circular markings on his jaw. On 

the Tempe 19 platform and Bundle Sculpture, Muwaan Chanul Ahn (?)’s chubby face is 

matched by a rotund body. The Temple 19 pier portrait also exhibits a thick torso and 

belly, but not to the same exaggerated degree as seen in previous portraits. Perhaps the 

pier portrait represents the same sitter while he was more youthful. I believe that the 

variability of surface treatment combined with the heavier proportions of the pier 

sculpture can be explained by the possibility that the portraits record the image of the 

sitter at different times in his life.  
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The individual represented in Portrait H 

On the western side of the Temple 19 platform sculptors carved three portraits. The man 

occupying the left-hand side of the platform is identified by the hieroglyphic captions 

reading Aj-?-Ha’-la cho’o-ko ? (Stuart 2006a: 129). Stuart explains (ibid.) that one 

portion of the name indicates “water” and that the chok title suggests “youth,” or 

“emergent one.” The final glyph in his caption consists of a bird eating a fish. Given the 

difficulties of accurately reading this person’s name, I refer to him as the “individual 

represented in Portrait H”. 

 

Portrait H, Temple 19 platform 

The sitter shown in Portrait H faces away from the other two individuals pictured on the 

western side of the platform (Fig. 6.12). Instead of the fringed cape that drapes the 

shoulders of the other elite lords, the individual portrayed here wears no shirt, but instead 

has a large band of twisted fabric tied around his neck and knotted across his chest. He 

wears a larger headdress with a tall conical element in the center. An open-mouthed 

monster decorates the front of the elaborate headdress. Rather than the dangling 

earspools, the sitter of Portrait H wears circular ear ornaments. No hair is visible on his 

head, but he has a mustache. 

The sitter of Portrait H exhibits a profile that forms of a number of sharp angles. 

A false nose transforms a gently sloping nose into a straight line capped with a ninety-

degree angle at the top of the forehead. The sharpness of this edge approximates the angle 

visible in the portraiture of K’inich Ahkal Mo’ Nahb III, but this sitter’s drastic angle 

appears much higher on the forehead. The tip of the nose also exhibits acutely angled 

contours, as does the wing of the nose. Modeling at the side of the nose creates the 

illusion of a long and slender shape. Overall, the sitter has a long and lean face. 

The sitter’s moustache obscures the upper portion of his mouth, but sculptors 

represent a thin bottom lip and long chin. A furrow carved between the mouth and bottom 

of the chin separates the two regions. The sitter pictured in Portrait H displays a unique 

eye and eye-socket. The bottom portion of the eye-socket exhibits round and shallow 
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carving, whereas the upper section is deeply carved and precisely arched. Within the eye-

socket, faintly incised lines suggest eyelids. A single bar, either a tattoo or a scar, marks 

the bony chin of the sitter. 

 

Salaj Bolon 

Salaj Bolon appears to be a noble of great importance, and was probably a relative of 

K’inich Ahkal Mo’ Nahb III (ibid.: 99, 131). Artists suggest his elevated status through 

his portrait and through inscriptions. Within hieroglyphic texts, Salaj Bolon’s name 

appears with two titles. The first title involves the term okib, which may relate to the 

platform itself, as one meaning is “pedestal” (ibid: 129-131). More importantly, the okib 

designation also appears in alternative contexts where it indicates that the bearer of the 

title occupies a position in line to inherit the Palenque throne. K’inich Ahkal Mo’ Nahb 

III, for example, is described with this title before he acceded to the throne in 721. A 

second title appearing in conjunction with Salaj Bolon’s name is “Aj Uxte’k’uh, or ‘He 

of the Three Gods,’” a title that was also held by Ix Kinuw Mat, the mother of K’inich 

Ahkal Mo’ Nahb III (ibid.: 131). 

 

Salaj Bolon, Portrait I, Temple 19 platform 

A portrait of Salaj Bolon occupies the central position (Portrait I) of the western face of 

the Temple 19 platform (Fig. 6.13). His costume immediately cues the viewer of his 

unique status, in relation to the other lords pictured on the Temple 19 platform. Seated 

before a large circular cushion, Salaj Bolon holds and wears a triangular shaped mass of 

bound rope.  The rope extends around his shoulders, with the ends dangling from either 

side of the triangle’s corners. Stuart (ibid.: 129) relates this overt display of a rope with 

the “rope-taking” event, which the hieroglyphic texts on the Temple 19 platform record. 

Salaj Bolon’s headdress consists of a stark conical element wrapped with a thick woven 

band. The band is further embellished with twisted cords and other ornaments. With one 

hand Salaj Bolon holds the base of his rope bundle. With the other hand he gestures in the 

direction of the lord seated in front of him. 
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Salaj Bolon possesses no hair, unless his headdress hides it form view.  A circular 

earspool obscures the back portion of his face. He wears no false nose atop his natural 

profile. The elite’s portrait appears to be extremely naturalistic, with no obvious 

elongations of the head. He has little suggestion of upper or lower lips, but rather his 

mouth terminates in sharp angles. Delicately incised lines describe the wing of his nose 

and eyelid. Modeling at the center of his cheek suggests a prominent cheekbone. Salaj 

Balon’s face lacks tattoos or scars. 

The chin of Salaj Balon serves as the portrait’s most distinctive feature.  Artists 

carved the chin in a fashion to suggest its square shape and possible indentation at its 

center. It also seems as though the sculptor deviates slightly from the standard profile 

view, allowing the viewer a clear glimpse of the cleft and the square shape of the chin 

that surrounds it. The willingness of the artist to violate the longstanding tradition of 

showing sitters’ faces in strict profile-view may speak of the priority of capturing as 

many unique details as possible through the portrait. The artist privileges individuality 

over convention.  

 

Individual represented in Portrait J 

An individual represented in Portrait J of the Temple 19 platform also bears a personal 

name and title. The title ch’ok ajaw signifies his status as a junior lord (ibid.: 131).196 

 

Portrait J, Temple 19 platform 

The sitter represented in Portrait J appears frontally (Fig. 6.14). A thick cord loosely 

encircles his neck. The cord is drawn into a big knot at the level of his chest and the long 

tails of the cord twist down in front of the sitter’s body. The person represented in 

Portrait J holds his right hand across his body and clutches an incense bag. He wears an 

elaborate headdress consisting of tall conical component, decorated with a band and an 

elaborate monster head at the headdress’s front. A torch extends from the monster’s 

                                                
196 Stuart (2006a: 131) provides the transcription of the caption accompanying Portrait J as: YAX-?-na o-
la-AJAW ch’ok-ko SUUTZ’-AJAW. 
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forehead, foliage sprouts from its sides, and an ajaw sign decorates the top of the 

supernatural’s cranial decoration. A large round earspool decorates his ear. 

The sitter represented in Portrait J turns in profile-view, facing the central figure 

of the platform’s west side. He exhibits a broad round cheek. He wears no false nose, 

revealing a seemingly natural view of the subject’s profile. This profile consists of a 

series of large curving contours. The forehead swoops down at the brow-ridge, and a 

broadly curving line describes his nose. The sides of his nose are deeply carved, with the 

wings described with deep modeling. Sculptors suggest the sitter’s thick lips through 

similarly curving lines, and a large round chin completes the apparently well-fleshed 

visage. No tattoos or scars mark the sitters face.  

 

Synthesis, Elite Lords 

During the reign of K’inich Ahkal Mo’ Nahb III an unprecedented number of non-ruling 

elite lords appear in sculptural programs at Palenque. Sculptors portray 15 individual 

sitters through a total of 20 portraits. Of the 20 portraits considered in this category, only 

one represents a woman. All of the individuals represented during this era exhibit highly 

distinctive facial features. In addition, decorations applied to the face vary greatly, 

ranging from different kinds of facial hair, tattoos or scars, and the application of false 

noses. The variability and specificity of surface decorations and the suggestion of age 

may suggest that the portraits were executed during the lifetimes of the sitters. Such 

portraits probably documented their participation in particular rituals.  

 

CAPTIVES 

From this last period of Palenque’s Classic period occupation, artists rendered the 

portraits of a limited number of captives. Sculptors represent all known examples of 

prisoners in large-scale compositions. Examples of captives appear on the Tablet of the 

Slaves, the Tablet of the Scribe, the Tablet of the Orator, and on the Temple 21 Tablet. 
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Captive, Tablet of the Slaves, left figure 

The earliest captives shown at Palenque during the last phase of its Classic period 

occupation appear as throne supports on the Tablet of the Slaves (Fig. 5.1). Recorded in 

the act of physically supporting the massive body of K’inich Ahkal Mo’ Nahb III in his 

coronation monument, two awkwardly positioned individuals crouch back-to back on the 

ground. To date the names of the captives remain unknown, but the uniqueness of their 

features combined with the humiliating task in which they engage suggest that they 

represent specific people. 

The left-hand figure wears his hair bound atop his head (Fig. 6.15). The ends of 

the mass of hair fall in a shaggy spray. The captive wears a jagged length of fibrous 

material threaded through a hole in his earlobe. He exhibits an elongated straight nose, 

achieved through the donning of decoration appended to his real nose. This cosmetic 

device has three beads at the level of the brow-ridge. A design consisting of parallel 

curving lines marks the lateral edge of the nose. This decoration may be part of the 

prosthetic nosepiece, or the lines may represent tattoos or paint applied to the face. A 

second modification to the face’s surface appears near the sitter’s ear, where a series of 

concentric scrolling lines embellishes the skin. Below the nose, the captive has a 

moustache, which obscures much of his mouth. His lower lip is recessed, suggesting an 

overbite. Sculptors indicate wide eye-sockets and eyelids. Despite the disheveled 

hairstyle worn by the captive, he wears an orderly moustache and goatee. 

 

Captive, Tablet of the Slaves, right figure 

The right-hand slave, who works to support the throne of K’inich Ahkal Mo’ Nahb shares 

many features with the left-hand slave (Fig. 6.15). Both captives exhibit similarly shaped 

faces and hairstyles. As in the portrait of his companion, artists stressed the right-hand 

sitter’s subjugation by depicting a ripped strip of cloth through the hole in his ear.  

The shape of the sitter’s face roughly approximates shape of the pendant captive’s 

face. The portrait of this captive also exhibits a device supplementing the profile of his 

nose and forehead, which creates a slight projecting peak at the level of the brow-ridge. A 
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straight line describes the prisoner’s upper eyelid and a curving line articulates the lower 

lid. An incised line also marks the lateral edge of the sitter’s nose. The right-hand sitter 

wears a moustache, which appears to be shorter than his companion’s, and he also wears 

a short goatee. Above his eye, his forehead is marked with a series of dots arranged in a 

loose arching formation. 

The two slaves supporting the throne of K’inich Ahkal Mo’ Nahb III differ in 

noticeable ways even though their portraits share many features. The right-hand captive 

possesses sharper lips, a blunter nose, wider eye-socket, a unique profile, and a shorter 

goatee. Furthermore, the decorations applied to the surface of his skin in no way resemble 

the adornments to the left-hand slave’s skin.  

 

Captured Sajals from Piedras Negras 

Hieroglyphic texts at Palenque record the presence of two high-status captives bearing 

sajal titles (Martin, Zender, and Grube 2002: II-42). Originating from the neighboring 

site Piedras Negras, these elites likely served as subordinates of king Yo’nal Ahk 

(Martin, Zender, and Grube 2002: II-42). Mathews and Baudez (1979: 37) based on the 

sitters’ kneeling position, gesture, minimal attire, flexible ear ornaments, armbands, and 

knotted long hair proposed that the individuals represented on the Tablets of the Orator 

and Scribe are captives.197 The inscription on the tablet places the capture to May 7, 725 

(Marin, Zender, and Grube 2002: II-42). 

The capture of these elite lords was celebrated through the creation of the Tablets 

of the Scribe and Orator, which were originally exhibited in the Palace, on the south side 

of the Tower, where they flanked the sides of a mural (M. G. Robertson 1991: 76). This 

courtyard probably served as an elite location, its exclusivity supported by its small size 

and the presence of the Tablet of the 96 Hieroglyphs. In addition, audiences in this 

                                                
197Schele (1979, 1986) interpreted the Tablets of the Scribe and Orator as representations of high-status 
elites who were pictured in the act of performing blood-letting ceremonies.  Mathews and Baudez, on the 
other hand, (1979:37) identified the sitters as captives and noted the presence of the name glyph for Chak 
Suutz’. At the time it was thought that Chak Suutz’ was a king, rather than a high-status elite captor. 
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courtyard would have had a direct sightline to the Oval Palace Tablet, exhibited within 

House E. 

 

Captured Sajal from Piedras Negras, Tablet of the Orator 

Carved in extremely low relief, the “Orator” kneels on both knees as he reaches his hand 

to his mouth, a gesture that Mathews and Baudez read as an indication of his submission 

(1979: 37) (Fig. 6.16). Yards of cloth, folded and knotted, constitute the captive’s 

costume. He has long hair, which is bound at the back of his head. Through the hole that 

had displayed a jade earflare, a long piece of flexible fabric is threaded. 

Despite the low relief and missing portions of the broken tablet, critical 

information about the captive’s face can be observed (Fig. 6.17). He wears a cosmetic 

supplement on his nose, which modifies his profile. The supplement extends up above his 

brow-ridge and gradually meets the plane of his “natural” forehead. His brow-ridge, 

above his almond-shaped lid, is modeled to suggest that it projects slightly, creating an 

eye-socket. Above the brow-ridge, markings on the sitter’s forehead create a design. This 

tattooed motif incorporates a bar with a right angle, which resembles the number 7 laying 

on its side. Unfortunately, the remaining portion of this forehead decoration is missing. 

Gently modeled contours, carved nearly in the shape of a square, define the wing 

of the captive’s nose. He opens his mouth revealing small upper teeth. He also wears a 

short moustache.198 He has thick lips, with a boldly carved contour line the upper lip, 

perhaps indicating the bottom of his moustache. A large crack and sections of missing 

stone make analysis of the chin difficult. The sitter on the Orator Tablet may have had a 

short goatee. The specificity of the sitter’s image, captured through the details of his face, 

head, costume, and body position, situate the captive in a particular moment. 

Adding to the immediacy of this captive’s image, hieroglyphic inscriptions carved 

around the portrait employ the 2nd person ergative pronoun a, meaning “your” (Grube 

1998: 545). The captive lifts his hand in front of his mouth, in a gesture of address.  In 
                                                
198 Faintly carved striations suggesting a moustache are visible in M. G. Robertson’s rubbing of the Tablet 
of the Orator (see M. G. Robertson, Rubbings vol. 9, T23560). In addition, a small point at the bottom of 
the chin might suggest a sharply angled goatee. 
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addition, faint lines lightly incised into the background link the sitter’s mouth to the 

hieroglyphic captions (ibid.). The sitter, therefore, directly addresses the viewer. 

 

Captured Sajal from Piedras Negras, Tablet of the Scribe 

The Tablet of the Scribe pictures another Piedras Negras captive. This prisoner assumes a 

kneeling position as he raises an implement in his hand, which resembles a writing quill 

or stylus (Fig. 6. 18). A banner appears in his opposite hand, which exhibits holes, or cut-

away sections.199The sitter’s hair is bound in a lose ponytail at the back of the head and 

the hair extends upwards, and leans towards the front. Beyond the fabric wrapping 

around the ponytail, the captive wears no headdress. The scribe wears a band of fabric 

through his ear, which extends around the back of the head. The other end can be seen 

behind his chin. 

The captive exhibits an exceptionally long forehead (Fig. 6.29). Appended to his 

nose, a cosmetic device bearing three oval-shaped circles decorates his face. The 

supplement’s edges are visible, indicating that it only fills the region near the eye, but 

does not extend upwards or downwards very far. 

The bottom of the nose terminates in a gentle square shape, and sculptors 

executed the wing into soft curving forms. The upper portion of the mouth shows a gently 

carved philtrum. While certain drawings represent the awkward and thick upper lip as a 

moustache, close examination of the monument through photographs and rubbings (M. 

G. Robertson Vol. 9 T23559) reveals that artists carefully described the planes of the 

philtrum and philtral columns. The initial awkwardness of the top of the mouth actually 

has to do with the fact that the artist deviates slightly the usual profile-view. Instead, the 

captive turns slightly towards the viewer. Interest in describing the specific shape of the 

sitter’s mouth overrode the convention of showing the sitters in profile-view. Further 

support for this interpretation rests on the fact that no striations can be observed (even in 

the rubbing) to suggest the individual hairs of a moustache. 

                                                
199 M. G. Robertson (1991: 77) notes that the kind of banner held by the sitter on the Tablet of the Scribe 
recalls the same kind of fabric with holds cut away on Monument 108 at Tonina.  



 225 

 Below the mouth, the captive’s chin is exceptionally long and sharply curved. 

What initially appears to be a goatee probably represents a fuller view of the sitter’s chin. 

Just as artists displayed more of the philtrum, spectators may observe part of the front of 

the chin, because the captive turns slightly. The cavity near the chin’s base represents a 

cleft in its center. In the portrayal of Salaj Bolon on the Temple 19 platform, sculptors 

employed a similar device to highlight this distinctive feature of the noble’s appearance 

(Fig. 6.13). Sculptors suggest a square jaw through careful modeling.  

Final considerations of the sitter’s portrait include markings on his forehead and 

on the side of the face. Above the eye, artists carved a motif in the shape of an eye. This 

resembles the marking that appears on the forehead of the sitter shown on the Tablet of 

the Orator, but this example retains its complete form. The sitter also exhibits markings 

on the side of his face. This decoration involves series of small circles oriented in a 

scrolling organic design. Beginning near the captive’s ear, a line of circles extends from 

the side of his face and then forks into two directions. While the eye-shape indicated on 

the sitter’s forehead likely suggests the presence of a tattoo or scar, the series of small 

dots near the ear could also represent blood.200 

In looking at the captive’s foot, authors have offered the suggestion that the sitter 

has a sixth toes, perhaps as a result of the genetic disorder called polydactyly (M. G. 

Greene Robertson, Scandizzo, and Scandizzo 1976; Robertson 1991). I disagree with this 

interpretation because the sixth toe is not obviously rendered. Given the deviation from 

strict profile-view, the enigmatic toe probably represents a toe from the captive’s left 

foot. Additional support for this explanation rests on the fact that viewers can also see 

both of the captive’s knees. The dissolution of conventions dictating strict profile view 

serves as an important hallmark of works of art from the late phase of Palenque’s 

sculptural tradition.  

                                                
200 Stuart (1984, 1988) examines the representation of blood and rituals in which kings let blood as part of 
ceremonial performances. Blood represented in the portrayal of captives, on the other hand, tends to be 
inflicted during battle at the hands of non-rulers (Houston, Stuart, and Taube 2006a: 27-28). The murals 
from Bonompak offer clear representations of blood, represented by series of red droplets, accompanying 
the portraits of captives wounded in violent battle.  
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Captive, Temple 21 Tablet 

Carved in a style strikingly similar to that observable on the Tablets of the Scribe and 

Orator, the Temple 21 Tablet offers an image of a captive (Fig. 6.20). At present time, the 

name of the sitter remains unknown, but the monument dates to the reign of K’inich 

Ahkal Mo’ Nahb III. The Temple 21 Tablet originally decorated the west alfarda of 

Temple 21’s stairway (Schele and Mathews 1979: entry 555). 

Kneeling in a pose that heralds his subjugation, the captive carries a banner and 

displays a host of accoutrements typical of prisoners. Fabric sashes bind his hair, encircle 

his arms and wrist, loop around his neck, hang from his arm, bind his waist, and drape 

like an apron down his midsection. A section of cloth also appears to be threaded through 

the hole in his earlobe. The cloth banner attached to his staff exhibits piercing though its 

fabric.  

The sitter’s hair piles atop his head and thick sections extend wildly from its 

binding. The length of fabric that secures the coiffure in place also attaches a long sharp 

implement, which resembles a bone bloodletter, into the assemblage. The sitter holds a 

fan in his left hand. These items likely played a role in ritual performances in which the 

captive was forced to participate. 

The captive cranes his neck to look upwards and displays his face in profile-view 

(Fig. 6.21). The sitter’s forehead appears to be so drastically elongated that it curves 

inward, creating a concave arc. The size and shape of the prosthetic supplement worn on 

the face emphasizes the drastic angle of the forehead. This nosepiece creates a dramatic 

90-degree break at the intersection of the nose and forehead. The bottom of the nose is 

relatively square in shape. Contrasting with the bold nose and forehead. No suggestion of 

an eye-socket can be discerned and sculptors indicate the eyelid with extremely faint 

incisions. The profile of this portrait clearly serves as the focal point. 

Boldly carved right angles describe the contours of the lips. The philtrum above 

the upper lip exhibits shallowly incised short lines, which suggest a moustache. The 

upper lip extends well beyond the lower lip, and the captive’s mouth opens widely. 

Beneath the mouth, artists render a highly specific chin. Once again, the sculptor shows 
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more of the chin, including a cleft, than strict profile-view would allow, demonstrating 

the privilege placed on the representation of the face’s minutiae over the adherence to 

conventions. In addition, a variety of faintly incised short lines upon the slave’s chin 

suggest the presence of stubbly facial hair.201 No obvious tattoos or scars appear on this 

captive’s portrait. The individual represented on the Temple 21 Panel resembles no other 

person pictured at Palenque. 

 

Synthesis, Captives 

During the reign of K’inich Ahkal Mo’ Nahb III sculptors executed the portraits of five 

individual captives. In each of these portraits artists stress both the unique forms of each 

sitter’s face and the distinctive superficial treatments. In at least two cases, artists 

deviated from the convention of portraying sitters in strict-profile view in order to display 

idiosyncratic features of the chin and philtrum. In addition, yards of folded, draped and 

tied fabric decorate the bodies of captives represented during this era. Carefully costumed 

captives appear with specific implements suggesting their participation in the 

performance of rituals.  

 

CONCLUSIONS 

This chapter explored conventions of portraiture observable in images of non-rulers 

during the reign of K’inich Ahkal Mo’ Nahb III. This category included analyses of 20 

portraits of 15 individual sitters. Of the 20 portraits, 15 represent Palenque lords who 

possessed high status offices of some kind. Of these 15 elite portraits, only 11 individual 

sitters are represented, because Yok (?) Tal and Muwaan Chanul Ahn (?) appear multiple 

times. One of the portraits represents a woman, Ix Kinuw Mat. 

During this era, artists represent more elites than at any other time in Palenque’s 

history, compared to the number of kings. Only eight portraits of kings survive from this 

time period (see Chapter 5) compared to 20 portraits of non-rulers. Such elite renderings 

                                                
201 The faint lines suggesting facial hair may be observed in the high-resolution photograph by Linda 
Schele. See FAMSI’s website, Schele No. 20077. 
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represent heads and faces that exhibit great variation and uniqueness. Features that appear 

with immense variety and nuance include noses (both modified and natural) foreheads, 

eye-sockets, eyelids, mouths, lips, chins, cheeks, jaw-lines, and even necks. In addition, 

surface decorations infuse portraits with an even higher degree of specificity and 

uniqueness. 

Modifications to the face’s appearance can be tracked in the portraits of elites. 

Such features include presence of absence of profile supplements (or false noses) tattoos, 

scars organized to form a specific mark or pattern, and facial hair. Of the elites 

considered in this chapter, artists represent all but three of them with a cosmetic 

supplement, which modifies the face’s profile. Only Janab Ajaw, Salaj Bolon, and 

perhaps the individual represented in Portrait J lack false noses. Since kings never appear 

with visible tattoos or scarification, perhaps the elites with unmarked faces reveal their 

future ambitions as rulers through their lack of facial adornment.  

Scarification or tattooing, however, also appears on the faces of many elite 

individuals. Of the 11 sitters represented, four exhibit scars or tattoos.202 Facial hair, in 

the form of moustaches or goatees, embellishes the faces of some sitters. Of the 11 

Palenque elites shown, only two sitters, Muwaan Chanul Ahn (?) and the individual 

represented in Portrait H, appear with facial hair.  

Continuing the trend observable in all preceding phases of portraiture, artists 

render portraits of elites with great consistency. For example, in all three of Yok (?) Tal’s 

portraits, the general shape of his face remains the same. Matching features include a 

rounded chin and jaw-line, along with a broad cheek (Fig. 6.9). This elite exhibits a false 

nose in two of the three portraits.203 Similarly, the portraits of Muwaan Chanul Ahn (?) 

exhibit consistent features including a rotund lower face, the absence of a neck (in two of 

the three portraits), a specially shaped false nose, and a moustache (Fig. 6.11).  

                                                
202 In the cases of Yohl Mat Ich Baak and the right-hand figure on the Bundle Sculpture, I am uncertain 
whether the artist indicated scars or tattoos.  
203 The presence or absence of a cosmetic supplement is not discernable in the Bundle Sculpture portrait of 
Yok (?) Tal. Similarly, tattoos or scars cannot be established. 
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Artists at Palenque celebrate the kingdom’s courtiers not through independent 

portraits, but rather in multilingual group portraits that also represent K’inich Ahkal Mo’ 

Nahb III. In these group portraits hieroglyphs indicate many of the participants’ names 

and record specific titles. Furthermore, the portraits offer multiple points of 

differentiation, suggesting that Palenque’s artists had no generic elite type or formula for 

the depiction of high-status individuals, but rather they relied on the depiction of highly 

specific features to mark difference. Sculptors record the nitty-gritty details that 

differentiate one sitter from another. In some cases, artists stress and highlight certain 

details by the linear style of carving, which lent itself extremely well to the execution of 

portraits in which idiosyncratic details are celebrated.  

At no other time in Palenque’s history can viewers observe such an intense 

interest in manipulating superficial qualities of faces. At the same time, a number of 

specific titles enter into hieroglyphic inscriptions overtly indicating the name and status 

of the people whose images appear on the monuments of the era. None of the sitters 

considered in this chapter bear any close resemblance to other individuals represented at 

the site, with the exception of Tiwol Chan Mat, whom I suggests resembles K’inich Janab 

Pakal. The majority of portraits represent idiosyncratic facial forms and surface 

decorations. Given the specificity and variation observable within the portraits I believe 

that artists executed these portraits while the individual sitters still lived. This high degree 

of specificity attends the goals of contemporary portraiture. Contemporary portraits 

encoded the details of physiognomy and superficial decorations, and vividly recorded the 

participation of particular individuals in critical rituals.  

While I limit the scope of this project to Palenque, one cannot help but note the 

parallels trends observable in the murals from Bonampak. Executed during the last 

decade of the eighth century, the north wall of Room 2, for example, offers a multi-

figural scene of a king, elite lords and ladies, warriors, captives, musicians, and a host of 

other sitters.204 Displayed on a stage-like staircase, a startling variety of profiles, facial 

                                                
204 See the reconstruction painted by Heather Hurst and Leonard Ashby for the Bonampak Documentation 
Project, published in part, in Miller and Martin (2004: Plate 93). 
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forms, and surface decorations may be observed in portraits of the programs’ sitters. In 

addition, the participants strike drastically varying poses, they exhibit highly specific and 

individual hairstyles, and they wear diverse costumes. Paralleling trends at Palenque, I 

believe that artists at neighboring sites, such as Bonampak, also experimented with new 

conventions to represent individual sitters through contemporary portraiture.    

During this final phase of Classic Period portrait creation, five portraits represent 

high status slaves. The portrayal of individuals, therefore, was not limited to Palenque’s 

nobility, but also extended to lords, presumably of high status, captured from neighboring 

sites in bloody battle. Compared to the reigns of K’inich Janab Pakal and his sons, artists 

portray few captives during this era. In addition, they appear in different places, scattered 

throughout the site, rather than in dense programs at a single location. Some portraits of 

slaves embellish the Palace, one decorates the alfarda of Temple 21, and two slave 

portraits appear on the Tablet of the Slaves from Group 4. 

Of the five known portraits of slaves, five different individuals are represented, 

preventing comparison of portraits of the same sitter. All of the captives wear cosmetic 

devices appended to their noses to modify the profile. Each of the slaves also exhibits 

tattoos, scars, or paint on their faces, which appear either on their foreheads, sides of the 

face, or on their chins. Some of the slaves have moustaches or goatees, such as the slaves 

appearing on the Tablet of the Slaves, and the Temple 21 alfarda.  

Whereas the majority of elites from this era exhibit surface modification of the 

face, all of the slaves appear with some kind of manipulation of the face’s form or 

decoration of the skin. Artists represented all of the captives with various types of false 

noses. In addition, all prisoners appear with markings on the face suggesting tattooing of 

scarification.  

Some of the sculptures created at the neighboring site of Tonina offer interesting 

comparisons to those from Palenque, because Tonina’s artists also rendered a large 

number of slaves during the eighth century. Assuming positions that speak of their bound 

and subjugated state, sculptors carefully delineate specific details in the sitters’ portraits. 

The faces of the prisoners reveal the same interest in the precise recording of facial hair, 
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cosmetic supplements, and scarification or tattoos. On the same monuments, highly 

detailed headdresses and hairstyles adorn the sitters. The intense interest in capturing 

minutiae of high-status prisoners’ visages in permanent media, extends beyond the 

kingdom of Palenque during this time period. 

At Palenque, I believe that the close overlap of conventions employed to represent 

elites and captives rests on the fact that both classes of subjects possessed an elevated 

status. Only geographic location, and of course degree of freedom, separated the two 

positions. Sculptors only represented a limited number of captives during this era, and the 

designers of the sculptural programs probably selected, with great discrimination, which 

captives to portray in permanent media. By celebrating only the highest status slaves, the 

resulting portraits could effectively celebrate their elite captors. For example, 

archaeologists have yet to locate a portrait of the famous war captain, Chak Suutz’, yet 

images of his high status captives, represented on the Tablets of the Scribe and Orator, 

bolster his image and celebrate his success in battle.  

Accompanying the interest in highlighting idiosyncratic details of the face, the 

designers of visual programs introduced new ways of exhibiting portraits of non-rulers 

during the reign of K’inich Ahkal Mo’ Nahb III. The elites portraits known thus far are 

focused around Temples 19 and 21. Stuart (2006a) proposes that rituals involving rope-

taking events underpin the creation of Temple 19, where elite lords officially received 

endorsement for future promotions. The Temple 19 platform, which celebrates the 

portraits of many elite lords, appears in a large room in which the elites of Palenque 

gathered. The images of slaves, on the other hand, appear in disparate places around the 

site, including the Palace and Group 4. Audiences of portraits representing non-ruling 

elites, therefore, included both rulers and high-status nobles. 

Through this examination of the portraits of Palenque’s non-rulers from its final 

phase of power, I suggested that elite lords played more important roles than at any 

preceding time. During the eighth century, Palenque and its Usumacinta neighbors faced 
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tremendous political challenges.205 Palenque’s rulers needed to manage a complicated 

system or overlordships, or the management of vassal sites. In addition, this century 

witnessed violent clashes between Palenque and many neighboring sites, including 

Tonina, a site within the kingdom of Piedras Negras called K’ina, and other host of other 

locations (Martin and Grube 2000: 173). The frequent mention of the military general and 

“Fire Lord,” Chak Suutz in the inscriptions from this time testifies to the political 

uncertainties that threatened the kingdom. 

Explanations for the plethora of high-status nobles and the great variety in their 

appearances rest on the circumstances that brought K’inich Ahkal Mo’ Nahb III to the 

throne. Installed after a long period of political and economic chaos in the kingdom, 

K’inich Ahkal Mo’ Nahb III became king in a time in which elite lords held vast 

responsibly and power. Individual Palenque lords probably oversaw and held high 

positions of power in the administration of the site during this time of uncertainty. 

With the possible absence of a strong king during the tumultuous years 

immediately proceeding the reign of K’inich Ahkal Mo’ Nahb III, elites and nobles 

forwarded K’inich Ahkal Mo’ Nahb III’s rise to power. A type of portraiture that 

celebrated specific features and the personal identity of such elite sitters resonated with 

audiences whose individual merits, offices, and statues participated in navigating the 

course of the kingdom. Portraits that celebrated individual differences, therefore, served 

as important tools for proclaiming the importance of the individual elite lords. 

 

 

                                                
205 See Martin and Grube (2000: 168-174) and Miller and Martin (163-173) for detailed summaries of the 
complicated political circumstances that characterized the Usumacinta region during the eighth century. 
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Chapter 7: 

Conclusion 
 

INTRODUCTION 

With this research I set out to probe the significance of portraits created at Palenque 

during the Classic period. Working from the position that portraits represent individual 

people, I initiated a study that examined the formal qualities of such images in an attempt 

to better understand their conventions and purposes. Through systematic description and 

analysis of observable facial features, I attempted to characterize the conventions 

employed by artists in the portrayal of the site’s ancient inhabitants. I strove to identify 

patterns of representation and to locate the components of images that served as keys in 

the ascription and communication of identity. Additionally, I sought to address the 

relationship between the status of the sitter and modes for expressing identity. Finally, I 

strove to determine whether parallels existed between specific political circumstances and 

approaches to the portrayal of rulers, elites, and captives. 

Anchored by the accession of particular kings and queens, I divided the rich body 

of portraits, numbering 115, into three parts. The first category consisted of the portraits 

representing the earliest rulers of Palenque through Ix Sak K’uk’ along with portraits 

showing other elite individual sitters from the same time period. The second part of this 

study encompassed portraits of K’inich Janab Pakal and his two sons K’inich Kan 

Bahlam II and K’inich K’an Joy Chitam II and their contemporary non-rulers. The third 

portion of this study focused on the epoch defined by reigns of Palenque’s late kings 

K’inich Ahkal Mo’ Nahb III and Upakal K’inich. This division corresponds to early, 

middle, and late segments of the tradition of portrait creation at Palenque. Once divided 

into groups, I analyzed each portrait and tracked discernable similarities and differences 

of faces and heads, and attempted to describe the trends. In addition, I compared portraits 

of different sitters to each other. 
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PART I 

I first addressed 17 portraits representing seven different rulers, beginning with K’uk’ 

Bahlam I and proceeding chronologically through Ix Sak K’uk’. The dates of this phase 

span the years from 430 to 615 AD. With the possible exception of one portrait showing 

Casper II, the known images of rulers who lived during this early era are described to us 

through the commissions of later kings, such as K’inich Janab Pakal and K’inich Kan 

Bahlam II. Ix Sak K’uk’ serves as the most common subject. Artists portrayed her six 

times. Another female ruler, Ix Yohl Ik’nal, appears three times. Images of women, 

therefore figure prominently in the initial phase of portraiture. Additionally, only Ix Yohl 

Ik’nal and Ix Sak K’uk’ exhibit ornamental scarification or tattoos on their faces. The 

faces of later rulers never exhibit such markings on their faces. 

Portraits of sitters who lived during this early time period exhibit specific facial 

features that recur in each example of that individual’s portraits. Artists rendered heads, 

noses, cheeks, foreheads, mouths, chins, and jaw-lines in ways that vary when comparing 

one sitter to another, but remain unchanged when considering portraits of the same 

person. Most of the features that distinguish sitters from each other exist in relation to 

individuals’ profiles, suggesting that the profile of the face was an important, and 

efficient, location to embed information for communicating personal identity. Combined 

with the representation of unique facial features, icons worn in headdresses also convey 

information about identity.  

Of the seven rulers considered in this early era, fewer than half display cosmetic 

devices appended to their faces. Modified profiles through the application of false noses 

appear in examples of some men and all women. Other kinds facial modifications, 

including scarification or tattoos, appear infrequently. Only Ix Yohl Ik’nal and Ix Sak 

K’uk’ exhibit markings suggesting scarification or tattoos. In the cases of these female 

sitters, artists indicated a bar-shaped mark on the sides of their faces, near their mouths. 

The portraits of Casper II and Kan Bahlam I also exhibit unique details, as both sitters 

appear with facial hair. Casper II wears a short beard and Kan Bahlam has a short goatee 
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marking his chin. Since no other early kings appear with facial hair, it suggests that it 

constitutes an atypical feature rather than a regular feature of royal portraiture. 

A pattern observable in some portraits of early rulers involves the presence of 

particular facial elements that mirror characteristics of Maize Gods. Ix Sak K’uk’s 

portraits, for example, display profiles with extreme flattening of the nose, creating a 

nearly vertical contour line. This modified contour, created by the addition of a cosmetic 

device, combined with a grossly exaggerated forehead echo the silhouettes of Maya 

Maize Gods. Hairstyles also participate to heighten the allusion to Maize Gods. Some 

coiffures reveal a shaven portion at the back of the head while a mass of hair is organized 

to spring from the crown of the head, recalling sprouting corn silk and vegetation. Ix Sak 

K’uk’s, portrait on the Oval Palace Tablet exhibits this style. On some occasions Ix Sak 

K’uk and Ix Yohl Ik’nal wear netted skirts, costume elements that also recall the attire 

worn by Maize Gods. While the faces of individual sitters show unique details and 

physiognomies, faces simultaneously unite the sitter’s identity with the most important 

gods of the Maya. The portraits of Ix Sak K’uk' and to a certain extent Ix Yohl Ik’nal, 

encourage references to deities through their faces, hair, and costumes. 

During the early years of Palenque’s Classic period occupation only four portraits 

of non-rulers can be identified. Perhaps additional portraits from this era remain to be 

discovered, or perhaps the paucity of non-ruler imagery indicates a lack of need or desire 

to represent, in permanent media at least, portraits of lower status individuals. In cases 

where nobles of non-ruling rank appear in the visual record, they seem to possess close 

connections to rulers of the time, and in some cases belong to the ruling dynasty. For 

example, three of the four portraits appear within the same monuments that display the 

rulers’ portraits. Later kings that commissioned such portraits, such as K’inich Janab 

Pakal, K’inich K’an Bahlam II, or K’an Joy Chitam II, apparently chose to exhibit 

images of themselves in the company of high-status individuals. 

Few differences can be culled when comparing portraits of kings and non-rulers, 

especially in the treatment of heads and faces. Of the three non-rulers considered, only 

Kan Mo Hix appears twice. In these examples his head, face, and his hairstyles nearly 
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match. This reveals an interest in rendering facial features with absolute consistency, 

even in cases of non-rulers. 

 I believe that the early portraits of Palenque exhibit remarkable stability.  The 

sitters appear in a limited number of formats, they appear to be the same age, and the 

collections of icons associated with particular sitters remain consistent. Furthermore, the 

faces of each sitter retain the same characteristics. I attribute the constancy and 

predictability of portraiture from this era to the fact that most of the examples within the 

corpus were created long after the sitters lived. 

When comparing specific non-ruling sitters to rulers of the same era interesting 

likenesses come into view. I suggest the possibility that artists represented the faces of 

certain elites in ways that deliberately resemble some kings and queen. For example, I 

suggested that the portrait of Janab Pakal I, “the Elder” resembles portraits of his mother, 

Ix Yohl Ik’nal. In addition, I propose that the elder Pakal also possesses features that 

closely match characteristics seen in the portraits of the queen, Ix Sak K’uk, who may 

have been his daughter. Also, K’an Mo’ Hix closely resembles the king Ahkal Mo’ Nahb 

I. This particular correspondence may have served as a visual tool for positioning K’inich 

Janab Pakal within the original ruling lineage of the site. In both cases of non-rulers 

exhibiting astonishing resemblances to past rulers, the similarities may function to 

cement the positions of later kings within the royal dynasties of the site. Given the fact 

that later seventh and eighth-century kings designed and commissioned most of the early 

portraits, this scenario seems highly likely. Most early portraits, therefore, served as tools 

to document a particular temporal or divine pedigree. 

No set of features, or characteristics, appears exclusively in the portraits of rulers.  

Even the exaggerations of the profile and forehead, or a false nose, which shape the head 

to resemble a maize cob, can be observed on at least one non-ruler, Janab Pakal I, “the 

Elder.  
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PART II 

The second part of this research included analyses of images representing K’inich Janab 

Pakal, K’inich Kan Bahlam II, and K’inich K’an Joy Chitam II along with the portraits of 

non-ruling individuals that lived during their reigns. Between 615 and 721, artists created 

at least 66 portraits representing 3 kings and 23 elite lords or captives. 

This body of portraits included ten portraits of K’inich Janab Pakal, 20 

representing K’inich Kan Bahlam II, and four of K’inich K’an Joy Chitam II. By 

comparing portraits, patterns for the representation each king comes to light. All three 

sitters appear with false noses, which vary greatly in the kind of profile they create. None 

of the sitters’ portraits exhibit tattoos, scars, face-paint, or facial hair, indicating that 

marking the surface of the skin was not part of royal portraiture during this period.  

The portraits representing K’inich Janab Pakal exhibit elegantly sloping profiles 

of the nose, slender proportions, gently angled foreheads, and faces that seem to take the 

shape of soft triangles. K’inich Janab Pakal always appears as a lean youth. False noses 

and flat, elongated foreheads, shallowly carved eye-sockets, and deeply carved wings of 

the nose constitute typical features of his portraits. K’inich Janab Pakal regularly appears 

to have a gently rounded chin and a small mouth that turns downward. He wears his hair 

in an upswept coiffure with a forelock that sprouts out above his forehead. No other king 

at Palenque shares the exact set of features as seen in K’inich Janab Pakal’s portraits. 

Nearly all of the portraits representing Kinich Janab Pakal postdate his life, which may 

account for the consistency. 

The portraits of K’inich Kan Bahlam II also reveal a collection of features that 

appear with regularity. The most obvious elements of this king’s portraits include a large 

pendulous lower lip and an open mouth. From the tip of his nose to the beginning of his 

headdress, a 45-degree angle defines the profile of the upper portion of his face. He 

appears with a round, fleshy jaw-line, that curves dramatically. Deep modeling around 

the mouth and wing of the nose heightens the illusion of a slightly rotund lower face. 

K’inich Kan Bahlam II has stylized eyes, described by a straight upper lid and a slightly 

curving lower lid, and gently modeled eye-sockets. In some cases he possesses a sixth 
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digit on his hand or an extra toe. Most portraits representing K’inich Kan Bahlam II date 

to his lifetime, which may account for the variability of formats, age represented, and for 

the specificity of his costumes and icons.  

Despite the variety of contexts in which artists insert the image of K’inich Kan 

Bahlam II, the various ages that he appears to be, or the specific components of the ritual 

performances that he enacts, the face of this sitter always furnishes viewers with the 

required information to facilitate the ascription of identity. Even in circumstances where 

hieroglyphic inscriptions assert that the king appears in the guise of an ancestor or as a 

conjured god, the face of K’inich Kan Bahlam II still resembles the face of the temporal 

ruler.  Faces in Maya art, therefore, possess the ability to tell stories that may supplement 

or even contradict the content communicated through inscriptions. Given the possibility 

that some Maya nobles may not have possesses the ability to read hieroglyphic texts, the 

power of portraits must not be underestimated. 

Although fewer portraits of K’inich K’an Joy Chitam II remain, the existing 

corpus suggests that artists carved his images with great regularity. The profiles of 

portraits showing K’inich K’an Joy Chitam II consist of gently curving lines, which 

flatten dramatically near the elongated forehead. K’inich K’an Joy Chitam II has a 

prominent brow-ridge, which defines the top of his eye-socket. Like his brother, the 

portraits of K’inich K’an Joy Chitam II suggest a full face. The general shape of his head 

is round, whereas only the lower portion of K’inich Kan Bahlam II’s face emphasize this 

roundness.  With the possible example of his accession monument, the Palace Tablet, the 

portraits of K’inich K’an Joy Chitam II represent the king with chubby cheeks, which  

obscure his cheekbones. Unlike his brother, K’inich K’an Joy Chitam II exhibits a 

modestly scaled mouth and lips. Below his mouth, a modeled line suggests a double chin. 

He appears with slanting eyes, composed of a straight upper lid and curving lower lid. 

K’inich Janab Pakal, K’inich Kan Bahlam II and K’inich K’an Joy Chitam III 

resemble other people known from Palenque. K’inich Janab Pakal most closely resembles 

his mother Ix Sak K’uk’, and he also shares characteristics with his namesake Janab 

Pakal I, “The Elder.” However, no resemblance can be observed between K’inich Janab 
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Pakal and his father, K’an Mo’ Hix. Pakal’s sons also resemble select people at Palenque. 

Both sons share only few features with their father, K’inich Janab Pakal. Only their 

elongated foreheads recall the image of their father, but the sons have stockier 

proportions and differently shaped heads and facial features. The portraits of both K’inich 

Kan Bahlam II and K’inich K’an Joy Chitam II closely approximate the portraits of their 

mother, Ix Tz’ak Ajaw. They may have actually resembled their mother in real life, but it 

is also possible that the portraits of K’inich Kan Bahlam II and K’inich K’an Joy Chitam 

II claim such likeness for strategic advantages. Although speculative at this point, the 

similarities of appearance speak of this woman’s importance in the politics of Palenque. 

Future decipherments of hieroglyphic texts may better elucidate Ix Tz’ak K’uk’s 

biography and status within the history of the city and kingdom. 

A feature observable in the portraits of K’inich Janab Pakal and his sons includes 

an exaggerated forehead that slopes backwards at dramatic angle. This constitutes one 

visual tool that allowed the kings of Palenque’s golden age to equate themselves to Maya 

maize deities through their portraits. As described in previous chapters, Maya kings and 

lords referenced Maize Gods by showing their heads and hairstyles in ways that parallel 

the shape of a cob of corn. The cosmetic supplements worn to create new profiles may 

have served to heighten the illusion to ears of corn and Maize Gods. K’inich Janab Pakal, 

K’inich Kan Bahlam II, and K’inich K’an Joy Chitam II, therefore, appear as the very 

deities that sustain the universe, and who simultaneously exist forever through their 

capacity to regenerate as new maize through agricultural cycles.  

The portraiture of K’inich Janab Pakal most closely resembles images of Maya 

Maize Gods. The general shape of his face, the particular slope of his forehead, his lean 

and youthful appearance, hairstyles, and costumes closely resemble Classic period Maize 

Gods. Like Maize Gods, K’inich Janab Pakal frequently appears shirtless, yet necklaces 

and pectoral ornaments conspicuously cover his nipples, perhaps preventing his divine 

body from becoming sexualized. Since later kings commissioned most of Pakal’s 

portraits, greater freedom existed to cast this illustrious ancestor as a deity. 
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At the same time that artists avidly represented the images of K’inich Janab Pakal 

and his sons, they fashioned 33 portraits of 23 different non-ruling sitters. Ix Tz’ak Ajaw 

and Chak Kan appear most frequently, followed by Mut and Yuk. An elite possessing the 

name Jawless Jaguar appears once. Of the 33 portraits created during this time, 18 of 

them represent captives. 

The conventions employed in the representation of elite lords closely parallel 

traditions described in the portraiture of K’inich Janab Pakal, and his sons. As 

demonstrated in the portraits of rulers, the nobles shown at Palenque look the same in 

each portrait. For example, all of the portraits of Ix Tz’ak Ajaw portray a consistent set of 

facial features. Characteristics typical of this queen’s  portraiture include a false nose, a 

full and round lower face (which narrows near the top of the head), thick lips, a sunken 

chin, and squinting eyes. Contrasting with the traditions of the portrayal of past female 

rulers, however, the portraits of Tz’ak Ajaw never exhibits scarification on her cheek, as 

seen in the portraits of  Ix Yohl Ik’nal and Ix Sak K’uk’. In addition to suggesting a 

consistent set of features in her portraiture, I believe that Ix Tz’ak Ajaw most closely 

resembles her sons, especial K’inich Kan Bahlam II. The portraits from this time reveal 

that artists rendered images of elites members of Palenque’s society, such as the spouses 

of kings and other high-class nobles, in ways quite similar to the conventions governing 

the representation of rulers. 

Of the 32 portraits created during this apparent golden age, 18 sculptures 

represent bound and subjugated captives.  Programs of portraits representing individuals 

captured in war show an interest in expressing the humiliation of the sitters through their 

faces and bodies. Of these reluctant subjects, none of them appear twice, resulting in a 

huge variety of faces. Poor preservation prevents complete understanding of the captive 

images, but only a handful obviously wear devices to manipulate their profiles. Only 

Figure 2 of House C, Figure 7 of House A, and the captive shown on the Temple 17 

Tablet portray large false noses. Some of the captives, perhaps, appeared with more 

subtle versions of nosepieces, which are now impossible to see. In addition, no captives 

exhibit tattoos, body paint or facial hair, with the exception again of the person shown on 
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the Temple 17 Tablet who has a goatee. The oddity of this captive probably relates to the 

fact that this tablet was created during the final phase of portraiture, during the reign of 

K’inich Ahkal Mo’ Nahb III, when facial hair and other kinds of surface modification 

commonly decorated elites and captives. During the reigns of K’inich Janab Pakal and his 

sons, however, false noses constitute common features in the representation of captives at 

Palenque, while scarification, tattoos, and facial hair rarely appear in such portraits. 

 

PART III 

From 721 until the middle of the eighth century, artists executed the final portraits of 

Palenque’s kings, elites, and captives. From this relatively brief closing era of the site’s 

apogee, eight portraits of kings are known to us, five representing K’inich Ahkal Mo’ 

Nahb III and three bearing the image of Upakal K’inich. At the same time, artists 

executed an astonishing number of portraits that represent elite non-rulers. This corpus 

consists of 20 examples representing 16 individual non-ruling individuals. Analysis of 

portraits from this period reveals even greater concern for highlighting individual 

differences in the heads and faces of the sitters. 

During the reigns of K’inich Ahkal Mo’ Nahb III and Upakal K’inich sculptors 

privileged the description of exceptionally unique features in the representation of royal 

subjects. K’inich Ahkal Mo’ Nahb III’s most obvious features include a large face and 

body, along with a highly distinctive profile. Through the donning of a cosmetic 

supplement, the king’s profile features a right angle at the level of the brow-ridge. From 

this point of the profile, the king’s nose is extremely straight. In all of the portraits that 

represent this sitter, artists stress the king’s massive body and his hooked profile line. He 

never appears with the markings of tattoos or scarification. Even when described in 

inscriptions as appearing as the embodiment of particular ancestors or gods, the portraits 

of K’inich Ahkal Mo’ Nahb III always exhibit a standardized set of features.  

Similarly, portraits of Upakal K’inich also adhere to a fixed set of characteristics. 

Upakal K’inich appears with a small bulbous chin, a long nose, and a blocky head, which 

artists executed with slightly rounded contours. This king, however, never appears to 
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wear a cosmetic supplement on top of his natural profile. Also consistent with patterns of 

royal portraiture Upakal K’inich never appears to possess face paint, tattoos, or scars 

upon his face. The portraits these late kings resemble no previous rulers. 

During this era, artists rendered 20 portraits of elite sitters. This seems remarkably 

high, especially since only eight portraits represent kings from the same time period. 

During the previous epoch, portraits of kings far out numbered portraits of elites.  

In the representation of noble non-ruling sitters, artists describe heads and faces 

that exhibit great variation and uniqueness. Features that appear with exceptional 

diversity include noses (both modified and natural) foreheads, eyelids, lips, noses, chins, 

cheeks jaw-lines, and necks. 

In addition to differences observable in the shape of the face’s form, portraits of 

non-rulers often exhibit modifications to the surface of the face, including profile 

supplements (or false noses) facial hair, tattoos, or scarification organized to create 

specific shapes or patterns. Of the 11 non-ruling elite sitters portrayed during the final 

phase of Palenque’s history, eight exhibit modification of the face’s profile through the 

addition of a cosmetic device. Only Janab Ajaw, Salaj Bolon, and perhaps the individual 

represented in Portrait J, lack false noses. Scarification and tattooing appears with relative 

frequency. Four of the 11 sitters exhibit obvious scars or tattoos. Sculptors also depict 

facial hair during this late phase, in the form of moustaches or goatees. Both Muwaan 

Chanul Ahn (?) and the individual represented in Portrait H, appear with facial hair. 

Nearly all of the sitters considered in category exhibit some kind of manipulation of the 

face’s surface. 

 None of the sitters considered in this chapter bear any close resemblance to other 

individuals represented at the site. This lack of resemblance may rest on the fact that each 

is executed with such a high degree of specificity, especially in terms of surface 

modification. At no other time in Palenque’s history can we observe such passion for 

modifying the face’s superficial qualities. In addition, this intense interest in facial 

decoration is limited to non-rulers. 
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Continuing the trend observable in all preceding phases of portraiture at Palenque, 

artists rendered portraits of elites with remarkable consistency. For example, all three 

portraits of Yok (?) Tal exhibit similarly shaped heads and faces, along with a round chin, 

a curving jaw-line, and a broad cheek. A false nose modifies his natural profile in two of 

the three portraits. Each Yok (?) Tal’s portraits exhibit a series of dots, suggesting 

scarification or a tattoo, at the side of the jaw. The portraits of Muwaan Chanul Ahn (?) 

also exhibit the same features in each example, including a specifically shaped false nose 

and a moustache. The base of this sitter’s nose, full lips, and the orientation of the lips in 

relation to the chin appear with uniformity. However, on the stone panel of the Temple 

19 pier, Muwaan Chanul Ahn (?), a goatee appears on the sitter’s chin along with a series 

of small dots. These features, however, are absent in his portrait on the Temple 19 

platform. Such variations may describe the sitter at different time of his life. One portrait 

may record the sitter as a younger man, whereas the more rotund sitter could represent 

Muwaan Chanul Ahn (?) in his maturity. The variation observable in this sitter’s images 

suggests contemporary portraiture. 

During this final phase of Classic period portrait creation, five portraits represent 

high status male slaves. Compared to the non-ruling elites represented during this time 

period, artists depict very few captives. Additionally, monuments that show images of 

slaves appear in unexpected locations compared to previous eras. Rather than 

participating in large-scale programs of multiple humiliated captives, the images of the 

late slaves embellish seemingly disparate places. Some portraits of slaves appear in the 

Palace, one decorates the alfarda of Temple 21, and two portraits of captives appear on 

the Tablet of the Slaves from Group 4. 

Of the five known portraits of captives, five different individuals are represented, 

preventing comparison of portraits of the same sitter. Artists represent all of the prisoners 

with cosmetic devices appended to their noses to modify their profiles. In addition, each 

captive exhibits tattoos, scars, or facial markings, which appear either on their foreheads, 

sides of their cheeks, or on their chins. Some of the slaves, such as those appearing on the 

Tablet of the Slaves and the Temple 21 alfarda, exhibit moustaches or goatees. 



 244 

Compared to the corpus of Palenque’s non-captive elites, modifying the appearance of 

the face through surface decoration and modification constitutes a regular practice in the 

portrayal of slaves.  

Compared to the captives represented during the reigns of K’inich Janab Pakal 

and his ruling sons, the portraits executed during K’inich Ahkal Mo’ Nahb III’s tenure as 

king reveal important innovations. Whereas the earlier portraits focused the viewer’s 

attention to the captive’s body through distortions of scale, awkward body positions, and 

minimal clothing, artists during the later phase place overt emphasis on the captive’s 

face. The vast exaggerations of facial features, especially the foreheads and noses, serve 

as focal points within the compositions that depict prisoners. Adding additional variety to 

the faces, each of the captives display unique modifications to the face’s surface, 

including tattoos or scars, and facial hair. Captives from this era appear in less crowded 

compositions, making audiences less aware of the physicality of their images. In cases 

where more than one captive appears in the same monument, such as the Tablet of the 

Slaves, artists represent the captives using the same scale. Finally, sculptors picture 

captives during the final phase of portraiture with vast amounts of fabric covering their 

bodies. Operating together, these features of captive portraiture guide the viewer’s 

attention to the faces of the individual sitters. 

Accompanying the intense interest in emphasizing specific details of the face, the 

designers of visual programs introduced new ways of exhibiting portraits of non-rulers 

during the reign of K’inich Ahkal Mo’ Nahb III. The elites portraits known thus far are 

focused around Temples 19 and 21. Stuart (2006a) proposes that these structures likely 

housed important rituals involving rope-taking pre-accession rites, where elite lords 

ascended into specific elite offices. The Temple 19 platform, which celebrates the 

portraits of many high-status lords, appears in a large room in which the elites of 

Palenque gathered. The images of slaves, on the other hand, appear in various places at 

Palenque, including locations, such as Group 4, a location associated with powerful 

lineages. Audience for portraits of non-ruling elites, therefore likely included both rulers 

and high-status nobles of the kingdom. 
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Through this examination of the portraits of Palenque’s non-rulers from its final 

phase of power, I propose that portraits of elite lords played more important roles than at 

any preceding time. Considering the peculiar circumstances marking the years before the 

accession of K’inich Ahkal Mo’ Nahb III, elite lords at Palenque likely shouldered 

greater responsibilities in the administration of the site. After the installation of K’inich 

Ahkal Mo’ Nahb III in 721, such elites likely continued to wield high degrees of power, 

even after the new king officially ascended to the throne. Perhaps portraits that celebrated 

individual differences, therefore, appealed to audiences where elite lords competed for 

authority. While the portraits created during previous eras recognized the features that 

differentiated one sitter from another, the art of the late phase accentuated and celebrated 

individual differences. 

 

GENERAL CONCLUSIONS 

As I initiated this project I set out to better understand the purposes of portraits created at 

Palenque during the Classic period. I sought to ascertain what rules or conventions 

governed the creation of portraits, while specifically exploring the differences in 

conventions that dictated the portrayal of rulers and non-rulers. Finally, I wanted to know 

how portraits changed through time, and if variations of conventions corresponded to 

changes in Palenque’s society. 

  Through this research I propose that portraits communicated information about 

the identity of the sitter through the representation of the face and head. I suggest  that 

when picturing the same person, sculptors rendered particular facial features with 

remarkable consistency. Artists also marked human faces with surface decorations. Some 

superficial treatments that play roles in the ascription of identity include cosmetic devices 

appended to the face, tattoos or scarification, and facial hair. These modifiable features 

operated alongside the face’s form to communicate individual identity. 

I suggest that in some cases, portraits quoted physical characteristics of other 

portraits to mark biological connections of the sitters. At certain points in Palenque’s 

history, posthumous portraits allowed kings to situate their ancestors into divine lineages 
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by fashioning portraits that resemble Maize Gods. In contrast, contemporary portraiture 

oftentimes exhibits variations in the face’s details, differences in the age of the sitter, and 

a diverse array of costumes. Despite this instability, portraits created during the sitter’s 

lifetime still retain the same basic set of facial features.  

I suggest that emphasis placed on either divine lineage or temporal concerns 

shifted depending on political circumstances. This complex negotiation took place as the 

roles and responsibilities of kings changed during the Late Classic period. I advocate that 

portraits reflect the fragile and tenuous political environment during this time period, but 

more importantly I argue that portraits actively participated in shaping environments and 

attitudes of Palenque’s inhabitants.  

In each of the scenarios described above, heads and faces serve as evidence that 

imparts legitimacy. In cases of kings and elites, the face can document a biological 

relationship with an illustrious ruler or ancestor. In royal portraits, the face serves as 

evidence of the overlap between that sitter’s temporal and divine identity. Portraits could 

also serve as documentation of a particular individual’s participation in rituals. Even the 

portraits of non-rulers serve as verification of connections between the sitters represented 

and other individuals portrayed at Palenque. The idea of the face and head serving as 

documentation of legitimacy finds a parallel in the themes outlined in the Popol Vuh. 

Within this narrative, the faces and heads of the Hero Twins are cited as evidence of 

legitimate pedigree. Faces possessed the potential to regenerate as corn, and faces served 

as an index of one’s character.  

While I feel that this research begins to unravel some of the vital questions 

centering on portraiture at Palenque during the Classic period, the underlying purposes 

and uses of portraits has only begun to be explored. I believe that the characterization of 

the conventions employed in the portrayal of individuals serves as an important 

foundation for addressing broader questions of purpose, but I also foresee a series of  

critical questions that could guide future research.  

What else can headdresses, hairstyles, and costumes communicate to viewers 

about identity? How can reconstructing the viewing experiences of portraits inform our 
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understanding of the purposes and implicit meanings of portraits?  What can the 

reconstruction of such beholding contexts reveal about how ancient viewers used 

portraits? Using the same corpus of imagery, these questions could be explored to expand 

our understanding of the representation of Maya identity.  

In addition, broader studies that compare the conventions for the portrayal of 

individuals at Palenque to conventions of representation employed at neighboring Maya 

sites possess the potential to expose rich information relating to types of identity. This 

kind of expansive study could begin to explore questions relating to classes of Maya 

identify, including personal identity, identity in relation to rank or status, and even a 

larger class of identity shared by inhabitants of a particular city or kingdom. 

Though many questions remain unanswered, this study proposes that ancient 

Maya artists at Palenque imbued their portrayals of kings, elites, and slaves with vital 

messages. Classic period portraits express information about the sitters, including 

information about personal identity, royal identity, and links to gods. Portraits express 

messages in regard to elite status and office. The multiple contexts in which portraits 

operated in the early, middle, and late phases of portrait creation reveal the sophisticated 

and dynamic roles that representations of rulers, elites, and captives played in the visual 

and political landscape of Palenque.  
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Figure 0.1 
Map of the Maya region (Courtesy of FAMSI) 
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Figure 0.2 
M. G. Robertson’s 1983 Map of Palenque (Barnhart 2001: Fig. 1.5) 
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Figure 0.3 
Map of Central Palenque (Map by Barnhart, Courtesy of FAMSI) 
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Figure 0.4 
Map of the Cross Group, Palenque (Map by Barnhart, Courtesy of FAMSI) 
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Figure 0.5 
Map of South Central Palenque (Map by Barnhart, Courtesy of FAMSI) 
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Figure 0.6 
Map of Group J, Group J West and the Galindo Group, Palenque (Map by Barnhart, 
Courtesy of FAMSI) 
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Figure 1. 1 
Portraits of K’uk’ Bahlam I 

a. Censer Stand (Miller and Martin 2003: Plate 127) 
b. Detail of Pier B, Temple of Inscriptions (Photograph by Linda Schele, Courtesy 

of FAMSI, Schele No. 7094) 
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Figure 1.2 
Drawings of the piers from the Temple of Inscriptions 

a. Pier B (M. G. Robertson 1983b: Fig. 21) 
b. Pier C (M. R. Robertson 1983b: Fig. 39) 
c. Pier D (M. G. Robertson 1983b: Fig. 64) 
d. Pier E (M. G. Robertson 1983b: Fig. 78) 
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Figure 1.3 
Portraits of Casper II and other related personages 
a. Alabaster bowl bearing image of Casper II (Martin and Grube 2000: p. 156) 
b. Detail of portrait of Casper II, from alabaster bowl (Cropped from Martin and Grube 
2000: p. 155) 
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Figure 1.4  
Comparisons of the portrait of Casper II and Early Classic, Olmec, and Central Mexican 
sculptures 
a. Drawing of head of Casper II from bowl from Palenque (Cropped from Schele and 
Mathews 1993: fig. 39) 
b. Detail of hieroglyph indicating name of Casper II (Cropped from Schele and Mathews 
1993: fig. 39). 
c. The ‘Po’ Panel (M. Miller 2006: Fig. 102) 
d. La Venta Monument 13 (Von Winning 1987II: Fig.1b) 
e. Huehueteotl Censer, Cerro de Las Mesas (Drawing courtesy of Karl Taube 1992a: Fig. 
66c) 
f. Aztec Two Horned God (Drawing courtesy of Karl Taube 1992a: Fig. 68d) 
g. Huehueteotl sculpture, Templo Mayor (Miller and Taube 1993: 93) 
h. Incensario (Von Winning 1987II: Fig17d) 
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Figure 1.5 
Drawings of figures on the sides of the Sarcophagus, Temple of Inscriptions  

a. North end: Ix Sak K’uk’, Kan Mo Hix (M. G. Robertson 1983b: Fig. 174) 
b. South end: Kan Mo’ Hix, Ix Sak K’uk (M. G. Robertson 1983b: Fig. 175) 
c. East side: Ahkal Mo’ Nahb I, Kan Bahlam I, Ix Yohl Ik’nal (M. G. Robertson 

1983b: Fig. 176) 
d. West side: Janab Pakal (“the Elder”), Ix Yohl Ik’nal, K’an Joy Chitam I (M. G. 

Robertson 1983b: Fig. 177) 
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Figure 1.6 
Drawing of stucco crypt figures (Drawing by Linda Schele. Schele and Mathews 1998: 
Fig. 3.31) 
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Figure 1.7 
Portraits of Ahkal Mo’ Nahb I 

a. Detail of East 1, Sarcophagus (Cropped from M.G. Robertson 1983b: Fig. 190) 
b. Detail of East 1, Sarcophagus (Cropped from M.G. Robertson, Rubbings Vol. 9, 

T23511) 
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Figure 1.8 
Portraits of Ahkal Mo’ Nahb I 

a. Drawing of Stucco Figure, Crypt of Pakal (Cropped from Schele and Mathews 
1998: Fig. 3.31)  

b. Detail of Stucco Figure 9, Crypt of Pakal (Cropped from M. G. Robertson 1983b: 
Fig. 246) 

c. Detail of Stucco Figure 9, Crypt of Pakal (Cropped from M. G. Robertson 1983b: 
Fig. 247) 



 262 

  
a      b 

 
         
 
    
   
   
 
 
 
 
 
 
 
 
 
 
 
 
Figure 1.9 
Comparison of portraits of Ahkal Mo’ Nahb I 

a. Detail of East 1, Sarcophagus (Cropped from M. G. Robertson 1983b: Fig. 190) 
b. Detail of Stucco Figure 9, Crypt of Pakal (Cropped from M. G. Robertson 1983: 

Fig. 246) 
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Figure 1.10 
Portrait of K’an Joy Chitam I 
a. Detail from Sarcophagus, West 3 (Cropped from M. G. Robertson 1983b: Fig. 202) 
b. Detail from Sarcophagus, West 3 (Cropped from M. G. Robertson, Rubbings, Vol. 9., 
T23518) 
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Figure 1.11 
Portraits of Kan Bahlam I 

a. Sarcophagus, East figure 2 (M. G. Robertson 1983b: Fig. 192) 
b. Detail from rubbing, Sarcophagus, East figure 2 (M. G. Robertson, Rubbing vol. 9 

T23512) 
c. Pier E, Temple of Inscriptions (M. G. Robertson 1983b: Fig. 77) 
d. Detail, Pier E, Temple of Inscriptions (Cropped from M. G. Robertson 1983b: 

Fig. 77) 
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Figure 1.12 
Portraits of Ix Yohl Ik’nal 
a. Detail, Sarcophagus, East 3 (Cropped from M. G. Robertson 1983b: Fig. 194) 
b. Detail, Sarcophagus, East 3 (Cropped from M. G. Robertson, Rubbings Vol. 9 T23513) 
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Figure 1.13 
Portraits of Ix Yohl Ik’nal 
a. Sarcophagus, West 2 (Cropped from M. G. Robertson 1983b: Fig. 198) 
b. Sarcophagus, West 2 (Copped from M. G. Robertson, Rubbings, Vol. 9 T25317) 
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Figure 1.14  
Stucco Figure 7, Ix Yohl Ik’nal, from the crypt, Temple of Inscriptions 

a. Drawing (Cropped Schele and Mathews 1998: Fig. 3.31) 
b. Detail of face (Cropped from photograph by Linda Schele, Courtesy of FAMSI, 

Schele No. 18053)  
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Figure 1.15 
Comparison of portraits of Ix Yohl Ik’nal 
a. Detail, Sarcophagus, East 3 (Cropped from M. G. Robertson, Rubbings Vol. 9 T23513) 
b. Detail, Sarcophagus, West 2 (M. G. Robertson 1983b: Fig. 198) 
c. Detail of Crypt, Figure 7 (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 18053) 
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Figure 1.16 
The Oval Palace Tablet (Drawing by Linda Schele, Courtesy of FAMSI) 
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Figure 1.17 
Portraits of Ix Sak K’uk’ 
a. Detail, Oval Palace Tablet (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 8049) 
b. Detail, Oval Palace Tablet (Cropped from M. G. Robertson, Rubbings, Vol. 9 T23539) 
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Figure 1.18 
Portraits of Ix Sak K’uk’ 
a. Detail, Sarcophagus, North 1 (Cropped from M. G. Robertson 1983b: Fig. 180) 
b. Detail, Sarcophagus, North 1 (Cropped from M. G. Robertson’s Rubbings, Vol. 9 
T23510)  
c. Detail of Ix Sak Kuk’s right hand (Cropped From M. G. Robertson 1983b: Fig. 180) 
d. Detail of Ix Sak Kuk’s right hand (Cropped from M. G. Robertson’s Rubbings, Vol. 9 
T23510)  
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Figure 1.19 
Portraits of Ix Sak K’uk’ 
a. Detail, Sarcophagus, South 2 (Cropped from M. G. Robertson 1983b: Fig. 188) 
b. Detail, Sarcophagus, South 2 (Cropped from M. G. Robertson, Rubbings, Vol. 9 
T23515) 
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Figure 1.20 
Portraits of Ix Sak K’uk’ 
a. House A, Pier C (M. G. Robertson 1985b: Fig. 37) 
b. Detail, House A, Pier C (M. G. Robertson 1985b: Fig. 41) 
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Figure 1.21 
Portraits of Ix Sak K’uk’ 
a. House D, Pier D (Cropped from photograph by Linda Schele, Courtesy of FAMSI, 
Schele No. 4096) 
b. Detail, House D, Pier D (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 5004) 
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Figure 1.22 
Portraits of Ix Sak K’uk’ 

a. Temple of Inscriptions, Pier C (M. G. Robertson 1983b: Fig. 38) 
b. Detail of Pier C (Cropped From M. G. Robertson 1983b: Fig. 38) 
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Figure 1.23 
Comparison of portraits of Ix Sak K’uk’ 
a. Detail, Oval Palace Tablet (Cropped from M. G. Robertson 1985a: Fig. 90) 
b. Detail, Sarcophagus, North 1 (Cropped from Robertson, Rubbings, Vol. 9 T23510)  
c. Detail, Sarcophagus, South 2 (Cropped from M. G. Robertson, Rubbings, Vol. 9 
T23515) 
d. Detail, House A, Pier C (Cropped from M. G. Robertson 1985b: Fig. 41) 
e. Detail, House D, Pier D (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI) 
f. Detail, Temple of Inscriptions, Pier C (Cropped From M. G. Robertson 1983b: Fig. 38) 
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Figure 1.24 
Examples of Maya Maize Gods from Classic period ceramic plates 
a. Photograph © Justin Kerr, K 3640 
b. Photograph © Justin Kerr, K 1892 
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Figure 2.1 
Censer stand representing Aj Sul, Group 4 (Photograph by Alfonso Morelos, Courtesy of 
FAMSI) 
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Figure 2.2 
Portraits of Janab Pakal I, “The Elder” 
a. Detail, Sarcophagus, West side, position 1 (Cropped from M. G. Robertson 1983b: Fig. 
196) 
b. Detail, Sarcophagus, West side, position 1 (Cropped from M. G. Robertson, Rubbings 
Vol. 9, T23516) 
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Figure 2.3 
Portraits of K’an Mo’ Hix 
a. Sarcophagus, North position 2, (Cropped from M. G. Robertson 1983b: Fig. 182) 
b. Sarcophagus, North position 2, (Cropped from M. G. Robertson, rubbings, Vol. 9, 
T23509) 
c. Sarcophagus, South position 1 (Cropped from M. G. Robertson 1983b: Fig. 186) 
d. Sarcophagus, South position 1 (Cropped from M. G. Robertson, rubbings, Vol. 9, 
T23514) 
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Figure 3.1 
Portraits of K’inich Janab Pakal  
a. Detail, Oval Palace Tablet (Cropped from photography by Linda Schele, Courtesy of 
FAMSI) 
b. Detail, Oval Palace Tablet (Cropped from M. G. Robertson, Rubbings, Vol. 9, 
T23539) 
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Figure 3.2 
Portraits of K’inich Janab Pakal 
a. House A, Pier C (M. G. Robertson 1985b: Fig. 37) 
b. Detail of K’inich Janab’ Pakal, House A, Pier C (M. G. Robertson 1985b: Fig. 58) 
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Figure 3.3  
Drawing of Sarcophagus Lid, Temple of Inscriptions (Drawing by M. G. Robertson, 
Courtesy of FAMSI) 
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Figure 3.4 
Portraits of K’inich Janab Pakal 
a. Detail of Sarcophagus Lid (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 18070) 
b. Detail from Sarcophagus Lid (M. G. Robertson Rubbings, Vol. 9, T23503) 
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Figure 3.5 
Portrait of K’inich Janab Pakal  
Jade mosaic mask, from the sarcophagus of Pakal (Modified after Martinez del Campo 
Lanz and Laura Folloy Nadal 2004: 13) 
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Figure 3.6 
Portrait of K’inich Janab Pakal, Stucco Head 1 (Photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 18086) 
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Figure 3.7 
Portraits of K’inich Janab Pakal 
a. Temple of Inscriptions, Pier D (M. G. Robertson 1983b: Fig. 63) 
b.  Detail, Temple of Inscriptions, Pier D (Cropped from M. G. Robertson 1983b: Fig. 
63) 
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Figure 3.8 
Portraits of K’inich Janab Pakal  
a. House D, Pier D (M. G. Robertson 1985b: Fig. 181) 
b. Detail, House D, Pier D (Cropped from M. G. Robertson 1985b: Fig. 181) 
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Figure 3.9 
Dumbarton Oaks Panel 2 (Drawing by Linda Schele, Courtesy of FAMSI, Schele no. 
28074)  
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Figure 3.10 
Portrait of K’inich Janal Pakal from Dumbarton Oaks Panel 2  
a. Detail of right-hand figure (photograph courtesy of FAMSI, cropped from Schele 
photo no. 28074) 
b. Detail of right-hand figure (photograph cropped from M. G. Robertson’s, Rubbings 
Vol. 9, T23584) 
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Figure 3.11 
Detail of Palace Tablet (Drawing by Linda Schele, Courtesy of FAMSI, Schele no. 124) 
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Figure 3.12 
Portrait of K’inich Janab Pakal from the Palace Tablet (Cropped from photograph by 
Linda Schele, Courtesy of FAMSI, Schele No. 19067) 
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Figure 3.13  
Front of the Temple 21 Platform (Photograph from Miller and Martin 2004: Page 129) 
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Figure 3.14 
Detail of portrait of K’inich Janab Pakal, from the Temple 21 platform  (Cropped from 
Miller and Martin 2004: detail of Plate 129, p.233) 
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Figure 3.15 
Comparison of portraits of K’inich Janab Pakal  

a. Detail, Oval Palace Tablet (Photography by Linda Schele, Courtesy of FAMSI) 
b. Detail, House A, Pier C (M. G. Robertson 1985b: Fig. 58) 
c. Detail of Sarcophagus lid, (Photograph by Linda Schele, Courtesy of FAMSI) 
d. Mask of Pakal (Martinez del Campo Lanz and Laura Folloy Nadal 2004: 13) 
e. Stucco Head 1 (Photograph by Linda Schele, Courtesy of FAMSI, Schele No. 

18086) 
f. Detail, Temple of Inscriptions, Pier D (M. G. Robertson 1983b: Fig. 63) 
g. Detail, House D, Pier D (M. G. Robertson 1985b: Fig. 181) 
h. Dumbarton Oaks Panel 2, detail of right-hand figure (photograph courtesy of 

FAMSI, Schele photo no. 28074) 
i. Palace Tablet, detail of left figure (Photograph by Linda Schele, Courtesy of 

FAMSI) 
j. Temple 21, detail (Miller and Martin 2004: detail of Plate 129, p.233) 
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Figure 3.16 
Portrait of K’inich Kan Bahlam II  
Temple of Inscriptions, Pier B (Photograph by Linda Schele, Courtesy of FAMSI, Schele 
No. 17094) 
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Figure 3.17 
Portraits of K’inich Kan Bahlam II  
Temple of Inscriptions, Pier C (M. G. Robertson 1983b: Fig. 38) 
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Figure 3.18 
Portrait of K’inich Kan Bahlam II 
Temple of Inscriptions, Pier D (Photograph by Linda Schele, Courtesy of FAMSI, Schele 
No. 17090) 
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Figure 3.19 
Portrait of K’inich Kan Bahlam II 
Temple of Inscriptions, Pier E (Photograph by Linda Schele, Courtesy of FAMSI, Schele 
No. 18007) 



 300 

   
    a      b 
 

 

 
  c 

 
 
 
Figure 3.20 
Portrait of K’inich Kan Bahlam II 
a. Drawing, House A, Pier D (M. G. Robertson 1985b: Fig. 70) 
b. Photograph, House A, Pier D (M. G. Robertson 1985b: Fig. 69) 
c. Detail, House A, Pier D (M. G. Robertson 1985b: Fig. 82) 
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Figure 3.21 
Tablet of the Cross (Drawing by Linda Schele, Courtesy of FAMSI, Schele No. 170) 
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Figure 3.22 
Portraits of K’inich Kan Bahlam II from the Temple of the Cross Tablet 
a. Left figure (short) (M. G. Robertson 1991: Fig. 26) 
b. Right figure, (tall) (Cropped from photo by Linda Schele, Courtesy of FAMSI, Schele 
No. 14023) 
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Figure 3.23 
Portrait of K’inich Kan Bahlam II  
a. Temple of the Cross, West Jamb (M. G. Robertson 1991: Fig. 33) 
b. Detail, Temple of the Cross, West Jamb (Cropped from M. G.  Robertson 1991: Fig. 
35) 
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Figure 3.24 
Tablet of the Sun (Drawing by Linda Schele, Courtesy of FAMSI, Schele No. 171) 
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Figure 3.25 
Portraits of K’inich Kan Bahlam II from the Temple of the Sun Tablet 
a. Left figure (short) (Cropped from photo by Linda Schele, Courtesy of FAMSI, Schele 
No. 16050) 
b. Right figure (tall) (Cropped from photo by Linda Schele, Courtesy of FAMSI, Schele 
No. 16054) 
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Figure 3.26 
Tablet of the Foliated Cross (Drawing by Linda Schele, Courtesy of FAMSI, Schele No. 
172) 
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Figure 3. 27 
Portraits of K’inich Kan Bahlam II from the Foliated Cross Tablet 
a. Left figure (tall) (Cropped from a photo by Linda Schele, Courtesy of FAMSI, Schele 
no. 15003) 
b. Right figure (short) (Cropped from a photo by Linda Schele, Courtesy of FAMSI, 
Schele no. 14088) 
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Figure 3.28 
Temple of the Foliated Cross, Fragment of the North Jamb (M. G. Robertson 1991: Fig. 
164) 
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Figure 3.29 
Stela 1, Palenque (Photographs by the author) 
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Figure 3. 30 
Portrait of K’inich Kan Bahlam II from a bar pendant necklace from Chichen Itza 

a. Photograph of necklace and bar pendant (Miller and Martin 2004: Plate 118) 
b. Drawing of incised image from bar pendant (Miller and Martin 2004: p. 220) 
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Figure 3. 31 
Censer Stand from Structure 15, possibly representing K’inich Kan Bahlam II 
(Photography Linda Schele, Courtesy of FAMSI, Schele No. 21093) 
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Figure 3.32 
Drawing of Tablet from Temple 14 (Cropped from drawing by Linda Schele, Courtesy of 
FAMSI, Schele no. 150)  
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Figure 3.33 
Portrait of K’inich Kan Bahlam II from the Tablet from Temple 14 (Photograph by the 
author) 
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Figure 3.34 
Stucco head representing K’inich Kan Bahlam  

a. Photograph by author 
b. Photograph by Linda Schele (Courtesy of FAMSI, Schele No. 10044) 
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Figure 3.35 
Temple 17 Panel (Drawing by Linda Schele, Courtesy of FAMSI, Schele No. 118) 
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Figure 3.36 
Portrait of K’inich Kan Bahlam II from the Temple 17 Panel (Cropped from photograph 
by Linda Schele, Courtesy of FAMSI, Schele No. 8087) 
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Figure 3.37 
Panel from unknown Palenque Region (Miller and Martin 2004: Page. 85) 
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Figure 3.38 
Comparison of portraits of K’inich Kan Bahlam II (extremely damaged portraits are 
omitted) 

a. Detail, House A, Pier D (M. G. Robertson 1985b: Fig. 82) 
b. Cross Tablet, left figure (cropped from M. G. Robertson 1991: Fig. 26) 
c. Cross Tablet, right figure (cropped from photo by Linda Schele, Courtesy of 

FAMSI, Schele No. 14023) 
d. Detail, Temple of the Cross, West Jamb (cropped from M. G.  Robertson 1991: 

Fig. 35) 
e. Sun Tablet, left figure (cropped from photo by Linda Schele, Courtesy of FAMSI, 

Schele No. 16050) 
f.  Sun Tablet, right figure (cropped from photo by Linda Schele, Courtesy of 

FAMSI, Schele No. 16054) 
g.  Foliated Cross Tablet, left (cropped from a photo by Linda Schele, Courtesy of 

FAMSI, Schele No. 15003) 
h. Foliated Cross Tablet, right (cropped from a photo by Linda Schele, Courtesy of 

FAMSI, Schele No. 14088) 
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Figure 3.39 
Comparison of portraits of K’inich Kan Bahlam II continued 

a. Stela 1 (Photograph by author) 
b. Drawing of incised image from bar pendant (cropped from Miller and Martin 

2004: page 220) 
c. Censer Stand from Structure 15 possibly representing K’inich Kan B’alam II 

(Photograph by Linda Schele, Courtesy of FAMSI) 
d. Temple 14 Tablet (photo by author) 
e. Stucco head representing K’inich Kan Bahlam II (Photograph by the author) 
f. Portrait of K’inich Kan Bahlam II from the Temple 17 Panel (Photograph by 

Linda Schele, Courtesy of FAMSI) 
g. Right-hand panel from Unknown Palenque Region (Miller and Martin 2004: 

Page. 85) 
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Figure 3.40 
Portraits of K’inich K’an Joy Chitam II 
a. Detail of the Palace Tablet (Photograph by the author) 
b. Detail of Palace Tablet (Cropped from M. G. Robertson’s Rubbings, Vol. 9, T23586)  
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Figure 3.41 
Portraits of K’inich K’an Joy Chitam II 
a. Detail of Dumbarton Oaks Panel 2 (Cropped from photograph by Linda Schele, 
Courtesy of FAMSI, Schele No. 28074) 
b. Detail of Dumbarton Oaks Panel 2 (Cropped from M. G. Robertson’s Rubbings, Vol. 
9, T23586) 
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Figure 3.42 
Drawing of a looted panel from Palenque (Schele and Mathews 1993: p. 205) 
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Figure 3.43 
Tonina Monument 122, K’inich K’an Joy Chitam II  

a. Drawing (by Linda Schele, Courtesy of FAMSI, Schele No. 149) 
b. Photo (Cropped from photograph by Linda Schele, Courtesy of FAMSI, Schele 

No. 107058) 
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Figure 3.44 
Comparison of portraits of K’inich K’an Joy Chitam II 
a. Detail, Palace Tablet (Photograph by the author) 
b. Detail, Dumbarton Oaks Panel 2 (Cropped from photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 28074) 
c. Drawing of a looted panel from Palenque (Schele and Mathews 1993: p. 203) 
d. Tonina Monument 122 (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 107058) 
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Figure 4.1 
Stucco Head 2, Ix Tz'ak Ajaw (M. G. Robertson 1983b: Fig. 233) 
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Figure 4.2 
Portrait of Ix Tz'ak Ajaw 
Detail, Palace Tablet, right figure (Cropped from photograph by Linda Schele, Courtesy 
of FAMSI, No. 19072) 
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Figure 4.3 
Portrait of Ix Tz'ak Ajaw 
Detail, Dumbarton Oaks Panel 2, left figure (Cropped from photo by Linda Schele, 
Courtesy of FAMSI, Schele No. 28074) 
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Figure 4.4 
Portrait of Ix Tz'ak Ajaw 
Detail, left figure, Tablet from Temple 14 (Photograph by the author) 
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Figure 4.5 
Comparison of portraits of Ix Tz'ak Ajaw 
a. Stucco Head 2 (Photograph cropped from M. G. Robertson 1983b: Fig. 233) 
b. Detail, Palace Tablet, right figure (Cropped from photograph by Linda Schele, 
Courtesy of FAMSI, Schele No. 19072) 
c) Detail, Dumbarton Oaks Panel 2, left figure (Cropped from photograph by Linda 
Schele, Courtesy of FAMSI, Schele No. 28074) 
d) Detail, left figure, Tablet from Temple XIV (M. G. Robertson 1991: Fig. 183) 
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Figure 4.6 
Portraits of Chak Kan from the Sarcophagus 

a. Photograph of the north band, central position (M. G. Robertson 1983: Fig.158) 
b. Photograph of south band, central position (Photograph by Linda Schele, 

Courtesy of FAMSI, Schele No. 18080) 
c. Photograph of southwest Sarcophagus leg (M. G. Robertson 1983b: Fig. 154) 
d. Photograph of northwest Sarcophagus leg (M. G. Robertson 1983b: Fig. 161) 
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Figure 4.7 
Portraits of Mut from the Sarcophagus  

a. Photograph, detail of North band of Sarcophagus Lid, eastern side (M. G. 
Robertson 1983b: Fig. 168) 

b. Photograph, detail of South band of Sarcophagus Lid, eastern side (M. G. 
Robertson 1983b: Fig. 166) 

c. Photograph of southeast leg of Sarcophagus  (M. G. Robertson 1983b: Fig. 157a) 
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Figure 4.8 
Portraits of Yuk from the Sarcophagus 

a. Photograph, Detail of North band, western head (Photograph by Linda Schele, 
Courtesy of FAMSI, Schele No. 18079) 

b. Photograph, Detail of South band, western head (M. G. Robertson 1983b: Fig. 
155) 

c. Photograph of northeast leg of the Sarcophagus (M. G. Robertson 1983b: Fig. 
164) 
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Figure 4.9  
Portrait of Jawless Jaguar ? (Miller and Martin 2004: Plate 122) 
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Figure 4.10  
Drawings of captive sculptures, west side of the East Court (against House C) 

a. East Court, west side, Figure 1 (Cropped from M.G. Robertson 1983b: Fig. 323a) 
b. East Court, west side, Figure 2 (Cropped from M. G. Robertson 1983b: Fig. 324a) 
c. East Court, west side, Figure 3 (Cropped from M. G. Robertson 1983b: Fig. 325a) 
d. East Court, west side, Figure 4 (Cropped from M. G. Robertson 1983b: Fig. 326a) 
e. East Court, west side, Figure 5 (Cropped from M. G. Robertson 1983b: Fig. 327a) 
f. East Court, west side, Figure 6 (Cropped from M. G. Robertson 1983b: Fig. 328a) 
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Figure 4.11 
Figure 1, West side of East Court (Cropped from photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 7068) 
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Figure 4.12 
Figure 2, West side of East Court (Cropped from photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 7057) 
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Figure 4.13 
Figure 3, West side of East Court (Photograph by Linda Schele, Courtesy of FAMSI, 
Schele No. 7062) 
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Figure 4.14 
Figure 4, West side of East Court (Cropped from photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 7072) 
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Figure 4.15 
Figure 5, West side of East Court (Cropped from photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 7063) 
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Figure 4.16 
Figure 6, West side of East Court (Cropped from photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 7064) 
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Figure 4.17 
a. South alfarda, House C (Cropped from a photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 7072) 
b. North alfarda, House C (Cropped from M. G. Robertson 1985b: Fig. 321) 
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Figure 4.18 
Photographs of captive sculptures on the east side of the East Court (base of House A) 

a. Figures on north side of stairs (Photograph by Linda Schele, Courtesy of FAMSI, 
Schele No. 6047) 

b. Figures on the south side of stairs (Photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 6048) 
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Figure 4.19 
Figure 1, East side of East Court (Cropped from a photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 6047) 
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Figure 4.20 
Figure 2, East side of East Court (Cropped from a photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 6047) 
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Figure 4.21 
Figure 3, East side of East (Cropped from a photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 6047) 
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Figure 4.22 
Figure 4, East side of East Court (Cropped from a photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 6047) 
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Figure 4.23 
Figure 5, East side of East Court (Cropped from Photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 6048) 
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Figure 4.24 
Figure 6, East side of East Court (Photograph by Linda Schele, Courtesy of FAMSI, 
Schele No. 6048) 



 349 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.25 
Figure 7, East side of East Court (Cropped from Photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 6048) 
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Figure 4.26 
Figure 8, East side of East Court (Cropped from Photograph by Linda Schele, Courtesy 
of FAMSI, Schele No. 6048) 
 



 351 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
Figure 4.27 
Figure 9, East side of East Court (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 6054) 
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Figure 4.28 
Possible captive from House A, Pier C 
a. House A, Pier C (M. G. Robertson 1985b: Fig. 37) 
b. Detail of right-hand figure, House A, Pier C (Cropped from M. G. Robertson 1985b: 
Fig. 37) 
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Figure 4.29 
The alfardas from the Temple of Inscriptions 

a. Drawing of the East Alfarda (Cropped from Schele and Mathews 1998: Fig. 3.7) 
b. Photograph of the East Alfarda (Cropped from photograph by Linda Schele, 

Courtesy of FAMSI, Schele No. 8010) 
c. Drawing of the West Alfarda (Cropped from Schele and Mathews 1998: Fig. 3.7) 
d. Photograph of the West Alfarda (M. G. Robertson 1983b: Fig. 333) 
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Figure 4.30 
Captive from Temple 17 Panel (Cropped from photograph by Linda Schele, Courtesy of 
FAMSI, Schele No. 8087) 
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Figure 5.1 
Tablet of the Slaves (Drawing by Linda Schele, Courtesy of FAMSI, Schele No. 131) 
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Figure 5.2 
Portrait of K’inich Ahkal Mo’ Nahb III, Tablet of the Slaves 
a. Detail (Photograph by the author) 
b. Rubbing (M. G. Robertson, Rubbings, Vol. 9, No. T23527) 
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Figure 5.3 
Drawing of Bundle Sculpture (Drawing by Linda Schele. Courtesy of FAMSI, Schele 
No. 119) 
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Figure 5.4 
Portrait of K’inich Ahkal Mo’ Nahb III from the Bundle Sculpture (Cropped from 
photograph by Alfonso Morales, Courtesy of FAMSI) 
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Figure 5.5 
Temple 21 Platform (Miller and Martin 2004: Plate 129) 
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Figure 5.6 
K’inich Ahkal Mo’ Nahb III from the Temple 21 Platform (Cropped from Miller and 
Martin 2004: Plate 129) 
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Figure 5.7 
Temple 19 Platform 

a. Southwest end (Photograph by Jore Pérez de Lara, Courtesy of Mesoweb) 
b. Southeast end (Photograph by Jore Pérez de Lara, Courtesy of Mesoweb) 
c. West end (Photograph by Jore Pérez de Lara, Courtesy of Mesoweb) 
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Figure 5.8 
K’inich Ahkal Mo’ Nahb III from the Temple 19 platform (Photograph courtesy of Jorge 
Pérez de Lara, in Stuart 2006a 141) 
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Figure 5.9 
Stone panel from the Temple 19 Pier (Photograph courtesy of Jorge Pérez de Lara, from 
Stuart 2006a: Page 14) 
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Figure 5.10 
K’inich Ahkal Mo’ Nahb III from the Stone Panel of the Temple 19 Pier (Photograph by 
Jorge Pérez de Lara, in Stuart 2006a 141) 
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Figure 5.11 
Comparison of portraits of K’inich Ahkal Mo’ Nahb III 
a. Tablet of the Slaves (Photograph by the author) 
b. Bundle Sculpture (Cropped from photograph by Alfonso Morales, Courtesy of 
FAMSI) 
c. Temple 21 Platform (Cropped from Miller and Martin 2004: Plate 129) 
d. Temple 19 Platform (Photograph courtesy of Jorge Pérez de Lara, in Stuart 2006a 141) 
e. Stone Panel, Pier of Temple 19 (Photograph courtesy of Jorge Pérez de Lara, in Stuart 
2006a 141) 
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Figure 5.12 
Portrait of Upakal K’inich, Stucco Pier, Temple 19 (Photograph by the author) 
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Figure 5.13 
Detail of Upakal K’inich from the Temple 19 Pier (Photograph by the author) 
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Figure 5.14 
Detail of Upakal K’inich from the Platform in Temple 21(Cropped from photo in Miller 
and Martin 2004: Plate 129) 
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Figure 5.15 
Upakal K’inich, Fragmentary Panel (Photograph by Linda Schele, Courtesy of FAMSI, 
Schele No. 19016) 
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Figure 5.16 
Comparison of portraits of Upakal K’inich  

a. Temple 19 Pier (Photograph by the author) 
b. Temple 21 Platform (Cropped from photo in Miller and Martin 2004: Plate 129) 
c. Fragmentary Panel (Photograph by Linda Schele, Courtesy of FAMSI) 
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Figure 6.1 
Portrait of Tiwol Chan Mat from the Tablet of the Slaves (Photograph by the author) 
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Figure 6.2 
Portrait of Ix Kinuw Mat from the Tablet of the Slaves (Photograph by the author)  
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Figure 6.3 
Sitter of Portrait A (Yohl Mat Ich Baak), Temple 19 platform, south side (Photograph 
courtesy of Jorge Pérez de Lara, in Stuart 2006a: Page 138) 



 374 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 6.4 
Sitter of Portrait B, Chen Ajaw, Temple 19 platform, south side (Photograph courtesy of 
Jorge Pérez de Lara, in Stuart 2006a: Page 139) 
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Figure 6.5 
Sitter of Portrait C, Janab Ajaw, Temple 19 platform, south side  (Photograph courtesy of 
Jorge Pérez de Lara, in Stuart 2006a: Page 140) 
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Figure 6.6 
Sitter of Portrait E, Yok (?) Tal, Temple 19 platform, south face (Photograph courtesy of 
Jorge Pérez de Lara, in Stuart 2006a: Page 142) 
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Figure 6.7 
Portrait of Yok (?) Tal, Temple 19 sculpted pier, right-hand figure (Photograph courtesy 
of Jorge Pérez de Lara, in Stuart 2006a: Page 49) 
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Figure 6.8  
Portrait of Yok (?) Tal, detail from the Bundle Sculpture (Cropped from photograph by 
Alfonso Morales, Courtesy of FAMSI) 
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Figure 6.9 
Comparison of portraits of Yok (?) Tal  
a. Portrait E, Temple 19 platform (Photograph courtesy of Jorge Pérez de Lara, in Stuart 

2006a: Page 142) 
b. Temple 19 sculpted Pier, right-hand figure (Photograph courtesy of Jorge Pérez de 

Lara, in Stuart 2006a: Page 49) 
c. Bundle Sculpture (Cropped from photo by Alfonso Morales, Courtesy of FAMSI) 
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Figure 6.10 
Sitter of Portrait F, Temple 19 platform, south side (Photograph by Jorge Pérez de Lara, 
in Stuart 2006a: Page 143) 
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Figure 6.11 
Portraits of Muwaan Chanul Ahn (?)  
a. (Portrait G), Temple 19 Platform, south side, position 7 (Photograph cropped from 
Stuart 2006a: Page 144). 
b. Temple 19 Sculpted Pier, left-hand side (Photograph cropped from Stuart 2006a: Page 
47) 
c. Bundle Sculpture, right figure (Photograph by the author). 
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Figure 6.12 
Sitter of Portrait H, Temple 19 platform, west side (Photograph courtesy of Jorge Pérez 
de Lara, in Stuart 2006a: Page 145) 
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Figure 6.13 
Sitter of Portrait I, Salaj Bolon, Temple 19 platform, west side (Photograph courtesy of 
Jorge Pérez de Lara, in Stuart 2006a: Page 146) 
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Figure 6.14 
Sitter of Portrait J, Temple 19 platform, west side (Photograph by Jorge Pérez de Lara, in 
Stuart 2006a: Page 147) 
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Figure 6.15 
Portraits of left and right-hand slaves, Tablet of the Slaves (Cropped from a photograph 
by Linda Schele, Courtesy of FAMSI, Schele no. 20090) 
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Figure 6.16 
Drawing of the Tablet of the Orator (Drawing by Linda Schele. Courtesy of FAMSI, 
Schele No. 145) 
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Figure 6.17 
Captive from Piedras Negras, Tablet of the Orator (Photograph by the author) 
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Figure 6.18 
Drawing of the Tablet of the Scribe (Drawing by Linda Schele, Courtesy of FAMSI, 
Schele No. 147) 
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Figure 6.19 
Captive from Piedras Negras, Tablet of the Scribe (Photograph by the author) 
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Figure 6.20 
Temple 21 Tablet (Drawing by Linda Schele, Courtesy of FAMSI, Schele No. 148) 
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Figure 6.21 
Portrait of Captive from Temple 21 Tablet (Cropped from a photograph by Linda Schele, 
Courtesy of FAMSI, Schele No. 20077) 
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