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ABSTRACT OF THE DISSERTATION 

The Stone Sculpture of Tenochtitlan: Changes, Discourses, and Actors 

by 

Ángel González López 

Doctor of Philosophy, Graduate Program in Anthropology 
University of California, Riverside, December, 2019 

Dr. Karl A. Taube, Chairperson 
 
 
 
 

This dissertation focusses on social change during the Late Postclassic period in 

Central Mexico through an analysis of Aztec stone sculpture recovered from the capital 

city of Tenochtitlan. This work is the culmination of the Aztec Stone Sculpture from the 

Basin of Mexico Project (AZSSBMP), which created a standardized database of over 

2000 whole and fragmented sculptures to facilitate comparison and identify changes 

overtime. My research addresses stone sculpture development, before and after the Aztec 

Empire, by analyzing sculptures with known archaeological contexts from the Templo 

Mayor of Tenochtitlan, the surrounding area of the Main Precinct, and other parts of the 

island city. I use stylistic and iconographic similarities to create groupings of sculptures 

that are contemporaneous and identify changes in forms and iconographic narratives 

through time to explain the emergence, experimentation, and synthesis of a Mexica style.  

I propose the construction of a master chronological sequence, which is divided 

into three stages: the Pre-Imperial Stage (ca. 1300 – 1430 AD), the Early Imperial Stage 

(1430 – 1481 AD), and the Late Imperial Stage (1481 – 1519 AD). This approach 

addresses both synchronic and diachronic perspectives of stone sculpture and illustrates 



	 ix 

the diversity of the stone sculpture corpus that has not been previously highlighted. Over 

time there is an increase in the number and size of sculptures, as well as the development 

of high aesthetic quality and complex iconographic narratives. This research argues that 

the emerging Aztec Empire used sculptures to display political propaganda that aided 

their objectives as an expansionist state. These iconographic narratives show a tendency 

towards state violence and use stone images as relevant media to depict Tenochtitlan as 

the center of the universe to enforce a new sacred order and invoke the Flower World 

complex as a justification. This research serves as an example for understanding how 

material culture can be used to explain the socio-political dynamics of Central Mexico 

during the development and apogee of the Aztec Empire.  
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Chapter 1: The Stone Sculpture of Tenochtitlan: Changes, discourses, and actors 
 
Introduction 
 

The Late Postclassic period (1200-1519) in the Basin of Mexico marked an era of 

rapid social change. One of the most relevant is the emergence of the Aztec Empire and 

the Mexica people who ruled from the capital city of Tenochtitlan. At its peak, this city 

was one of the Mesoamerica’s most prominent urban centers and it was carefully planned 

with four main sectors, each one for a cardinal point in their cosmological system and at 

the center was the Main Precinct with 78 buildings and the Great Temple (Templo 

Mayor) to represent the central axis point that joins the different realms together. In a 

short period, the city evolved from a vacant island into a town populated with between 

150,000 and 200,000 people, and at the time of the conquest in the early 16th century, 

Tenochtitlan reached around 12 square kilometers (figures 1.0 and 1.0.1). This significant 

population growth enabled the Mexica to support large armies, which ensured their 

military success, expansionist regime, and the enforcement of tribute extraction.   

Archaeological evidence provides one avenue for understanding the impacts of 

this rapid development and this dissertation will explore these issues through an analysis 

of stone sculpture. These artifacts are a useful source of information because portable art 

in the form of stone sculpture evolves into monumental pieces in the very short period of 

90 years during which the Aztec Empire expands and the narratives on these stones 

combine religious imagery and political symbolism in an innovative way. Previous 

research on stone sculpture has attempted to understand this revolution and identify the 

main features of this style; however, many scholars only analyzed a limited sample of 
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complete pieces with a high aesthetic quality, which ignores the diversity of forms that 

often only exist now as fragments. This dissertation is the culmination of the Aztec Stone 

Sculpture from the Basin of Mexico Project (AZSSBMP), which seeks to create a 

standardized database of Aztec stone sculpture that are currently located in various 

institutions throughout Mexico, the United States, and Europe. This centralized database 

will serve to facilitate analyses of stylistic and iconographic changes over time. Here, I 

analyze a portion of the over 2000 fragments and complete pieces within the AZSSBMP 

database, to create a master sequence of change for stone sculpture, using pieces with 

well-defined archaeological context from within and around the Great Temple and other 

buildings in the Main Precinct of Tenochtitlan. This investigation explores the 

emergence, experimentation, and synthesis of a new tradition of Mexica stone sculpture 

by analyzing the iconography and the religious and political symbolism represented on 

stone to elucidate how and why the sponsors and sculptors chose to actively represent the 

Tenochca identity as part of their official narratives.  

Political Landscape of Central Mexico and the Emergence of Aztec Stone Sculpture 

The Basin of Mexico is a well-defined unity of 7,800 square kilometers, placed in 

the southern part of the Mexican plateau and is limited by high mountain ranges, 

therefore creating a closed space surrounded by natural borders. This zone was strongly 

influenced by the presence of five great lakes, with both salt and fresh water. In pre-

Hispanic times, this was a highly attractive space for human settlements and it was 

densely populated with ethnic groups such as Tepanecs, Acolhuas, Chichimecs, Otomies, 

Matlatzincas, Mazahuas. This area was a multicultural space spotted with different 
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languages and a shared a set of culture practices, although they were politically 

fragmented into several city-states that controlled their immediate surrounding territory 

(Carrasco 1999).  These city-states were highly competitive conglomerates interested in 

conquering one another to gain influence over the rest, or to resist the larger powers and 

long-term conflict among different city-states in the area has been characterized as one of 

the main features of their relationship (Davies 1980). Therefore, there was a constant 

danger of political instability during this time, and consequently an endless competition 

for increasing control over essential areas.  

The political landscape is marked by several processes of change in many 

different social spheres. The consequences of these transformations impacted several 

human settlements inside the basin, but its effects can also be seen in other parts of 

Mesoamerica during that time. One of the most critical changes in the socio-cultural 

sphere was the rise of the city of Mexico-Tenochtitlan as the dominant economy and 

armed force, accompanied by a political practice of expansion and dominion using 

different strategies (Umberger 1996).  

The Aztec Mexica people were the last group to migrate from the northern arid 

plateaus to the fertile lands of the Basin of Mexico and their background is a fusion of 

mythical and historical events. According to the Codices Boturini and Aubin, they came 

from a primordial place of origin in north Mexico called Aztlan and their patron deity, 

Huitzilopochtli (“Hummingbird of the south”), ordered them to leave this place and start 

a pilgrimage to southern lands. In exchange, he promised to build a new city and 

transform this humble group into a powerful one. The sign that would indicate the 
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promised land would be an eagle, a Huitzilopochtli avatar, placed over a cactus (figure 

2.20b). When the Mexica arrived to the Basin of Mexico it was already densely populated 

with dozens of small cities along the shores of the lakes, surrounded by high mountains. 

The outcome of this historical event was the manipulation and transformation of their 

landscape and the creation of an imperial city (Umberger 1996). In 1325 AD, they 

established their capital city of Tenochtitlan, on an island at the center of lake that was 

connected to the surrounding coast land by several causeways. During these early years 

of their city, they were under control of the ruling city of Azcapotzalco amidst the on-

going political struggles of the area.  

A relatively brief peace arrived when the Mexica made an alliance with their old 

enemies of Tetzcoco and Tlacopan, to form the so-called Triple Alliance, or Excan 

Tlatoloyan, and declare their political independence in 1430 AD (Herrera Meza, et al. 

2013); although they then imposed a set of unequal relations on practically the rest of 

towns inside the basin. They had a difficult beginning, but after the foundation of their 

town and independence, in less than one hundred years, they became one the most 

powerful forces in the Americas by expanding their to the Pacific and Gulf of Mexico 

coasts, the Central plateaus, and the area that is currently the southern Mexican border 

with Guatemala. With this expansion of power, the island suddenly gained a considerable 

flow of wealth through tribute payments that was enough to re-locate entire human 

communities. The capital evolved from a small island into a city populated with between 

150,000 and 200,000 people, all of them with several immediate necessities such as 

housing, protection, food and water. The Mexica drastically modified the environment to 
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build enough cornfields (chinampas) to nourish the island population, which in turn 

supported urbanization and political centralization in Tenochtitlan (Parsons 1976). At the 

beginning of the 16th century, Tenochtitlan reached around 12 square kilometers and the 

four city neighborhoods, campan, whose inhabitants were organized by kinship, 

ethnicity, and productive activities. The population growth enabled the Mexica to support 

a large army, which ensured their military success and the extraction of tribute from 

conquered towns (Armillas 1964:324; Brumfiel 1983, 1991; Hassig 1988:101). At the 

head of these events, there was a group of people, called the pipiltin or “princes”, that are 

identified as the leaders of the army force, who also controlled the market, temples, and 

had a number of other social privileges. Within the basin, around one million people were 

living (Parsons 1976); however, this area was only a part of the entire empire that 

encompassed an area of approximately 200,000 square kilometers and a population of 

five to six million people (Armillas 1964: 324).  

It is in this kaleidoscopic context that a distinct artistic tradition emerges through 

the complex interaction between those in power and the artisans creating stone 

sculptures. First, it seems as though the capital city, Tenochtitlan, contained the most 

workshops, artists and sponsors, including people from different parts of the Basin of 

Mexico, as well as other places beyond the geographical and political borders of the 

empire (Aguilera 1977; López Luján 2016; Nicholson 1971a). This art was influenced by 

past sculptural and iconographic traditions from the Preclassic period (ca. BC 1500), 

Teotihuacan, the Huastec, Tajin, Xochicalco, Tula, and the Mixtec-Puebla iconographic 

(or International) style (Nicholson 1971a; Pasztory 1983; Townsend 1979). The most 
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influential force, however, were the local stone sculptures styles present in other city-

states within the basin, from which the Mexica adapted, experimented, transformed, 

enriched, and finally created a new synthesis. At its apogee, this city displayed not only 

the most number of monumental sculptures, but more importantly, these artworks were 

shrouded with new narratives that were developed and manipulated to deliver 

imperialistic statements and support an expansionist empire. The arrival and contact with 

European groups abruptly stopped the manufacture of stone sculptures and so the date 

1519 AD is the limit of this research. 

While I utilize the term Aztec in this research, it is ambiguous and was not used 

by the people of Central Mexico during the Pre-Hispanic period. The indigenous colonial 

chronicles state that the Mexica left a place named Aztlan in pilgrimage. After the 

foundation of Tenochtitlan, a group of Mexica separated and established another town, 

Tlatelolco, in the adjacent north area of the island. For this reason, we have two kinds of 

Mexica people: Tenochca (from Tenochtitlan) and Tlatelolca (from Tlatelolco). After the 

fall of the capital at the hands of the Spaniards, the term Aztec was introduced to describe 

these political powers, afterward the label was popularized, and it is still in use as a basic 

analytical concept of the scientific community to describe the Late Postclassic political 

powers in Central Mexico. 

The use of this term in research today is a conjunction of different approaches, 

including using it to define an art style. In 1971, H.B. Nicholson suggested that “the 

validity of the term can be questioned in this usage, but no other label seems as generally 

accepted or convenient” (Nicholson 1971a:166). One alternative to avoid ambiguity is to 
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add to the term a place designation, i.e., Aztec Mexica, to refer to people from the island 

of Tenochtitlan, Aztec Tetzcoco, and so on, as previously proposed by José Alcina 

Franch, Miguel León-Portilla, and Eduardo Matos (Alcina Franch, et al. 1992). The 

purpose of this change in terms is to clarify the place of manufacture and to open up the 

discussion in order to try and modify a term that is inherently ambiguous. The outcome 

was the creation of the concept of the Aztec style that conveys multiple levels of 

meaning. As Emily Umberger notes, “at its narrowest, it is used to designate the Mexica, 

the inhabitants of Tenochtitlan (and Tlatelolco), from their arrival in the Basin of Mexico 

to the Spanish Conquest” (Umberger 2007). In its broadest sense, it is used to encompass 

social formations of both the Basin and the area covering roughly the modern States of 

Mexico, Morelos, southern Hidalgo, southeastern Puebla, and Tlaxcala during the 

Postclassic period. This approach uses a political element as well as a stylistic 

component, rather than an ethnic designation.  

For these reasons, one of the main goals of this work is to more clearly define the 

Tenochca stone sculpture style. Tenochtitlan placed in the middle of the Tetzcoco Lake, 

is the best-known center of production and continues to be the most numerous in terms of 

sculptures from the archaeological record. The production of massive sculptures and the 

increase in the quality and quantity, as will be noted here, appear to be some of the 

unique features of Aztec Mexica stone sculpture. At the same time, through this medium 

they create their own identity that separates them from the rest of Mesoamerican societies 

(Nicholson 1971a:112-133).  
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Political Economy approach.  

I will use concepts derived from the notion of state as a heuristic tool to better 

understand the political economy of the Aztec empire. As Patterson notes, "human 

society had progressed through a succession of stages linked to the development of 

political authority, morality, property, class structure and the positions of women to 

changes in the mode of subsistence" (1999:156). This approach pays attention to the 

historical development of class differences and the rules governing the distribution of 

wealth. Marxists define political economy as concerned with the crisis-ridden processes 

of the accumulation of capital and its distribution, including prices, wages, employment, 

political arrangements, and class structures and struggles (Patterson 1999:156). In this 

analysis, I am interested in the state and its formation, particularly in the development of 

class differences, the centrality of productive activity in Aztec social organization, and 

the rules governing the distribution of wealth.  

In this research, I will use the tributary mode of production as a guide to the 

internal articulation of goods and how surplus was appropriated. Under this line of 

thought, John Haldon defined the state in "the first instance as territorially demarcated 

region controlled by centralized governing or ruling establishment of some sort and may 

continue to have monopoly over coercion, and which have the power to assert their 

authority over their various territories by such means as and when is necessary” (Haldon 

1993:140). These ideas imply strong relationships with the territory, but later, in an 

attempt to define the roles of the state, Haldon noted that it becomes a specialist and 
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dominant set of institutions that can only survive by maintaining control over the 

appropriation and distribution of surplus wealth.  

It is of interest, then, to seek and find evidence of families/dynasties or elite 

groups that promoted the creation of these sculptures with associated ideology and 

symbolic narratives and practices. Here, I am assuming based on the archaeological 

context, ethnohistory, and the discourses in the stone images that one or several groups of 

elite were in charge of promoting the practice of sculptural production. This group with 

sets of shared ideological and symbolic narratives recruited and trained sculptors into the 

institutional roles that Marx and Weber explained. To explore the multiple connections 

between, at least, two different groups of people – bureaucrats and artists – it is important 

to understand the movement of wealth in a variety of forms, from the producer via 

various means to the political authority. Thus, another crucial aspect is the analysis of the 

political relations of surplus distribution and how the central authority of Tenochtitlan 

failed or succeeded in controlling sculptural sources, particularly those present in 

ethnohistorical sources. This issue is, in one way or another, tied to the political and 

institutional efficacy of power.  

These politic ideologies and other belief systems once in existence evolved away 

from those within which they originally developed (Haldon 1993:144-146). In the Early 

Postclassic, the city of Tula was the most important place for the creation of sculptures. 

This Toltec influence was decisive for future generations and provides the solid stylistic 

foundation on which the Aztec style was based. This idea may help explain the historical 

background of Tenochca style (González López 2015) in which certain groups with 
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specialized skills, sculptors or stone carvers, may have been related to elite groups in 

different city-states through time and space. Thus, the purpose of these sculptures 

changed in response to long-term functional needs of social formations and provide one 

of the best examples of how political and religious systems shift through time.  

In this line of thought, the work of Hicks (1987) is useful for understanding the 

possible relationships between sponsors and executors. He notes that an economy 

integrated by a market system, such as the Aztec, requires "a series of full-time 

specialists of many kinds, who do not produce food staples; a steady, reliable clientele for 

those specialists; a steady, reliable supply of basic food staples and other necessities; and 

a market network to bring these elements together effectively and continuously" (Hicks 

1987). Here, I argue that the coercive power acquired by the elite groups of Tenochtitlan 

and its allies during the development as an early state enables them to bring about the 

conditions, that is people with specialized skills, that leads to a market integrated 

economy. It seems that the royal palace was the center of reunion for these relationships, 

perhaps the king and his immediate group. The implication is that this system encouraged 

the cultivation and development of specialized skills, even when there was not enough of 

a steady demand for them given the high costs. Instead, these sculptures saw a rapid 

evolution because they served an important political purpose for those who sponsored 

their production.   

Dialectic theory of change applied to social change in Tenochtitlan 

Traditionally, the subject of Aztec Mexica sculpture has been understood mainly 

as one synchronic event with an emphasis on pieces from the last periods (from phases 
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VI and VII). Instead, I will use a dialectical method, which emphasizes that change 

represents a historical perspective of a system, but should also be thought of as a 

significant portion of the system in which it occurs and as a result helps to shape the 

future direction of that system (Ollman 1993a:31). Therefore, the intention is to 

understand pre-Hispanic socio-political organization not in a dichotomous sense or 

"either or" terms, but to explore the full range of changes and interactions (Ollman 

1993b:23-81). An essential question of this work is how the relationships within the 

island of Tenochtitlan arise and develop during the Late Postclassic; but also, how it fits 

into the broader context or system of which it is a part, where the whole is another 

essential segment. The goal is to understand these pieces as a unity of diverse elements 

made up of a combination of many objects with different destinations. This work argues 

against the idea of subsystems working independently, but rather that they functioned and 

were integrated into a larger whole. Thus, the archaeological record was the result of 

interactions of people with different distribution of power, space, and supernatural 

beings. 

One issue with this approach is deciding how to organize this system in order to 

study it without deforming it. The AZSSBMP archive has over 2,000 pieces, with almost 

three quarters coming from the city of Tenochtitlan and the rest are from 18 different 

city-states within the Basin of Mexico. These sculptures are currently in collections 

across eighty museums in Mexico, the United States, and Europe. This project is the 

continuation of a previous research where I explored the scientific literature dealing with 

this topic (González López 2015). This knowledge was enriched by the inclusion of the 
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Aztec Archive designed by Henry B. Nicholson. The centralization of the data into a 

single database allows for the examination of sculpture from a number of different 

perspectives. 

All the pieces of the archive are conceptualized as part of a totality, in this sense, 

the sum of all these actors and the relationships between them as a unity. It is understood 

as a dynamic concept reflecting the comprehensive, but historically shifting mediations 

and transformation that determined the overall complex, which are linked to each other 

(Mézáros 1991). The analysis in this dissertation focuses on stone sculptures exclusively 

from within the capital city, departing from the center of the island, with the Templo 

Mayor and other areas of the Main Precinct and then expand to include sculptures from 

the four major neighborhoods – Atzacoalco, Cuepopan, Moyotlan, and Teopan. My 

methodology attempts to create a representative sample by including both the process by 

which it was created and the broader interactive context in which it is found and its 

associated relationships. To do this, I observe this phenomenon from both a diachronic 

and synchronic perspective.  

To isolate sculptural change in Tenochtitlan, it was necessary to create a way to 

identify these forms in the archaeological record, first in space, then intersect them in 

time. Focusing on archaeological material from the Templo Mayor and the surrounding 

area, I analyze style through iconographic and symbolic analysis as well as sculptural 

forms and kind of stone. I developed a grouping methodological framework, which is a 

way to understand stone sculptures and organize them by their relationships with other 

artifacts of the same kind (material, style, stage, period, form, and iconography). A set of 
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similar forms makes up each grouping of individual pieces (complete or fragmented) and 

these groups are linked ideologically with other sets that may be of either similar or 

different forms. Under this approach, every individual sculpture is the product of daily 

practices, social interaction between people, the landscape, and non-humans. The 

repetition of such activities over time is encapsulated on stone as part of a collective 

memory. Thus, sculptures are analyzed within same period by highlighting common 

forms and iconographic information, and are then compared across time to understand 

how political relationships within the island arose and how ideology was used to help 

expand the Aztec Mexica empire. Using this framework, I developed a master sequence 

of change for sculptures coming from Tenochtitlan that is divided into three stages, Pre-

Imperial (ca. 1300 -1430 AD), Early Imperial (1430 – 1481 AD), and Late Imperial 

(1481 – 1519 AD).  

Dissertation organization  

This dissertation is divided into three main sections. The first serves as an 

introduction to Aztec Mexica stone sculpture and some basic strategies to understand 

them, as well as the theoretical and historical frameworks that underpin this work 

(chapters 2 and 3). In particular, I present a summary of 228 years of research dedicated 

to this topic, which examines the formation and the epistemological background of the 

intellectual tradition that formed around this subject. This research adds to this traditional 

framework by providing additional steps for analyzing Mexica sculpture that places a 

strong emphasis on fragmented pieces. These chapters detail the creation of the 

AZSSBMP archive of volcanic stone artifacts and describes the logical steps followed for 
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their analysis. This process includes the collection of historical documents and 

archaeological materials that provide information about the place, chronological position, 

repository, function, and iconography of each object. My research avoids considerations 

of chronological order based only on the style of a few masterpieces and instead presents 

a more inclusive model of stone sculpture development, before and after the empire, in 

order to define a local sequence that could later be used to help explain other patterns in 

the Basin of Mexico. As an example of this method, I propose the construction of a 

master chronological sequence, defining the uniqueness of one production center as a 

comparative sample for the rest, which serves to examine the entire Aztec stone sculpture 

corpus as a totality. 

The second part is the most extensive (chapters 4-6) and provides a detailed 

explanation and analysis of the materials recovered from the Templo Mayor with 

stratigraphic contexts. The point of departure for this master sequence is the oldest 

sculpture recovered in the archaeological record and then progresses through time by 

analyzing artifacts recovered from different phases of the Templo Mayor construction, 

including pieces found inside offerings, fragmented pieces deposited in the construction 

fills, and other examples attached to the building surface. Additionally, the master 

sequence includes pieces from the Main Precinct, especially the space and constructions 

surrounding the Templo Mayor, and finally, other sculptures recovered in the city 

neighborhoods that can be tied into the chronological sequence of the temple. The aim is 

to recreate the set of networks that link these pieces together, by comparing their position 
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in the archaeological context and the iconography represented to grasp the narratives 

associated with the emergence of a new political and religious order.  

The third and final section (chapter 7 and appendices) summarizes the sequence 

of change and analyzes themes discovered to interpret how we might use these changes to 

better understand the development of the Aztec Empire over time. It moves away from 

simple description to explain the principal features of ideological narratives that are 

modified through time and can be seen through the grouping changes and the 

development of new iconographic groups. Additionally, I identify the directionality of 

these changes to highlight the narratives carved on stone and the discourses that the 

people in charge of the important and sacred spaces, such as the Templo Mayor and 

Precinct, were interested displaying on public buildings as part of their perceived 

imperial necessities.  

These narratives present clear expectations of behavior for inhabitants of 

Tenochtitlan. The first part reviews ideas targeting the population to choose between two 

main options - go to war and die to be reborn in the flower paradise as birds or butterflies, 

or to be part of the new army of farmers engaged in agriculture activities. No matter the 

selected choice or the combination of choices, the different factions on the island were 

part of the imperial agendas of subordination and exploitation. The Flower World was 

invoked at the Templo Mayor and surrounding area by the entire population of 

Tenochtitlan through communal feasting, music, and religious ceremonies, of which the 

offerings and the monuments are the material remains. Furthermore, the master sequence 

shows a convincing tendency towards state violence using stone images as relevant 
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media. The reliefs in the plaza represent other common Mexica themes, such as the 

exhibition of captives and death, human decapitation, funeral ceremonies, and fire rites. 

Political and religious power, undistinguishable at this point, created this scenery adorned 

with reliefs, to validate and promote bellicose behaviors, creating the sense of social 

acceptance for women and warriors. To obtain captives in war and symbolically with 

childbirth, bring them to Huitzilopochtli house, and show them in front of the entire 

population crowded was one way for social mobility. Then, this space can be interpreted 

as a place of power negotiation.  

For the Mexica, the placement of human heads around stone sculptures was an 

intentional reenactment of the origin of the Sun and Moon through warfare by self-

sacrifice in Teotihuacan. Moreover, for these people, this myth was the origin of a new 

era – their own – and was accompanied by normative actions to establish roles for 

warriors and women and maintain a social order tied to the creation of an identity as the 

leading power in Central Mexico. The Templo Mayor was the origin and source for the 

Flower world complex ideas and recurrent social practices that later becomes widespread 

throughout the city. The Tenochca privileged class in the capital, the pipiltin, followed a 

set of shared beliefs through Mesoamerica; however, they also adapted and re-formulated 

them for interests created by the empire. 
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Chapter 2. What do we know and do not know about Mexica sculpture? Some strategies 
to face it 

 
The tradition of all dead generations weighs like a nightmare on the brains of the living  

(K. Marx, 18th Brumaire, 1852) 
 

Introduction 

This goal of this chapter is twofold. First, it discusses different perspectives 

previously applied in the scientific literature to understand Aztec stone sculpture. Next, I 

present a methodological framework for a general view of iconographic representations 

on Mexica stone sculpture and how this understanding of meanings can be enhanced 

through a broad examination of common forms and iconographic narratives. This 

assessment confers that each stone monument was an active agent of Mexica culture and 

analyses of specific forms and iconography can be correlated to variations in function and 

used to understand cultural change. Lastly, this chapter will illustrate some of the 

strategies employed to understand the Aztec writing system and how it was utilized to 

indicate meaning on stone materials. 

From the Late Postclassic to modern times  

The scientific works dealing with Mexica stone sculpture originate more than 220 

years ago, with the discovery of large stone sculptures at the end of the 18th century. The 

intellectual tradition created for understanding these materials crossed time, languages, 

countries, but in general, one can find three places in the world dedicated to this task: 

Europe (especially Germany, Netherlands, France, and England), the United States, and 

Mexico. This intellectual tradition has developed to include descriptions that use specific 

words, a set of expectations for interpretation, and logical steps that should be followed 



	 18 

during analysis (González López 2015:19-54). Moreover, this intellectual tradition has 

tended to think about the rise, development, and synthesis of the Mexica sculptural style 

as punctual, or happening in a single moment in time, and not as a process of becoming, 

very often judging late imperial material as the representative of the whole. 

The paradigm of Aztec Mexica studies of writing and iconographic systems is the 

use of manuscripts, written in either native languages or in Spanish written with the Latin 

alphabet, as a means to know pre-Hispanic practices. These commentaries were written 

down shortly after the conquest in conjunction with cultural material and historical 

information and constitutes our most important way to interpret narratives on stone 

sculptures. Even though many of these indigenous books were painted in the years 

following the conquest, they represent a high degree of the original techniques.1  

However, more recent debates discuss the overuse of colonial documents as 

sources of information, particularly in an acritical way. A main critique of these 

manuscripts is that the information was produced under the colonial regime, with specific 

agendas and intentions. They were made by and for powerful factions, that selected 

informants of high status and education, which were usually exclusively males, and 

ultimately they show, validate, and perpetuate a heteronormative world. For instance, the 

most often cited ethnographer and the cornerstone in the understanding of Mexica 

studies, is the Franciscan friar Bernardino de Sahagún. Sahagún was 30 years old when 

he first studied Nahuatl with a group of Mexica nobility, amongst them was the daughter 

																																																													
1 For the island of Tenochtitlan, the first approach begins with codices like Codex Borbonicus, Codex 
Mendoza, Matrícula de Tributos, Tira de la Peregrinación, Codex Azcatitlan, Codex Aubin, Codex 
Cozcatzin and Codex Mexicanus, as well as codices from adjacent regions in Central Mexico, such as 
Tonalamatl de Aubin, the “Borgia Group”; and the Mixtec books. 
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of king Motecuhzoma II (Nicholson 1993a:322-331). Sahagún made it appear as a 

circumstantial encounter, but in fact, it was contrived and the involvement and preference 

for that specific upper class was permissive and indeed promoted by Sahagún among his 

work. It was an essential component of his plan to develop his methods and then apply 

them to similar social groups. In this scenario, he chose native informants, usually four 

native acculturated men, who were trilingual (trilingües) or experts in Nahuatl, Spanish, 

and Latin (León-Portilla 2000). For this work he chose, Antonio Valeriano, ruler of 

Azcapotzalco, of Tepanec ethnicity; Martín Jacobita, from Mexico-Tlatelolco, rector of 

the Santa Cruz College, an indigenous upper-class school; Pedro de san Buenaventura, 

and Alonso Vegerano, both principales from Cuauhtitlan of Chichimec affiliation 

(Sahagún 2000:131). Another underlying claim in his work is the main thematic structure 

that follows a medieval model, which classified beings by hierarchical order, first 

divinities, then the issues related to men, and last was concerning the natural world. 

While Sahagún’s work is an invaluable corpus, it represents only a partial vision of 

autochthonous societies in constant states of (re)construction. Thus, the acritical use of 

historical accounts to interpret Aztec-Mexica stone material can be risky since authors 

and audience of these materials were upper class men and created under historical 

conditions of exploitation and colonialism (see also Olivier 2007b).  

These critiques do not entirely invalidate the use of Sahagún's corpus or other 

colonial sources in the same situation and not using them is a grave mistake. Instead, it is 

essential that any subjective material first be evaluated and these historical manuscripts 

may generate a partial, essentialist, and gendered vision of the organizing principles and 
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social constructs, which may result in the construction of knowledge and our 

understanding of the past in a solely dichotomous way. These sources should be used 

comparatively with other chronological documents to identify content similarities, but it 

is also important to identify discrepancies between them. It is common to find gaps in the 

information presented, and contradictions may arise from archaeological contexts.  

In 1791, Antonio de León y Gama became the first scholar to establish this 

intellectual tradition. He interpreted the meaning and function of two significant stone 

sculptures pieces rescued in the Plaza Mayor of Mexico City: the Coatlicue and the Sun 

Stone (figure 2.1). In his research, Leon y Gama utilized colonial chroniclers and learned 

Nahuatl, the Aztec language (León y Gama 1832 [1792]). He supplemented his analyses 

with material culture and historical information written down shortly after the Spanish 

conquest, and his methodology became the paradigm in iconographic studies, 

establishing it as the preferred norm to interpret Mexica stone sculpture. Following León 

y Gama, but also contributing to interpretations are the works of Isidro Icaza and Isidro 

Rafael Gondra (Icaza 1927 [1827]), Brantz Mayer (Mayer 1953 [1844]), José Fernando 

Ramírez (Ramírez 1970 [1845]), Gumesindo Mendoza and Jesús Sánchez (Mendoza and 

Sánchez 1882), W.W Blake (Blake 1981 [1884]), Alfredo Chavero (Chavero 1882a), 

Jesús Galindo y Villa (Galindo y Villa 1897, 1903a, 1903b). These organic intellectuals 

were men of high education and class status with close ties to political and economic 

powers.  

After the independence from Spain, Mexico's state leaders promptly showed 

interest in the Aztec Mexica monuments and archaeological relics (Bueno 2016). Thus, 
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nineteenth-century Mexican scientific research is characterized by strong nationalism 

attempting to define the nascent country and introduces the notion of great cultures 

creating striking monuments. Their enthusiasm for pre-Hispanic material emphasized 

power structure as a means to construct a national sense of remembrance and identity by 

conveying a false sense of unity, and homogenization of a shared past. Unfortunately, to 

study and analyze sculptures the nation leaders applied a fragmentary method focused on 

whole art pieces with a remarkable aesthetic condition. This continues to be the case, 

since at the Mexico City National Museum of Anthropology, the Aztec Mexica exhibit-

room boastfully displays the Sun Stone as the central magnificent material product of this 

great empire. This method, however, embraces an approach that highly values whole 

aesthetic pieces and neglects fragmented ones. Unfortunately, this results in an 

inadequate view of the diversity of the entire corpus, which is further exacerbated by the 

widespread use of these magnificent sculptures to exemplify the Mexican nation in 

foreign museums. The disparate locations of these sculptures in the present add more 

plights to this dilemma of understanding the corpus as a whole. 

Contrarily, foreign authors tie these artifacts to distant time and space, as was 

comparatively down for other cultures primarily those from Egypt and Asia. In the 

beginning, there are no general agreements for methods of classification and the stone 

sculpture corpus was perceived as a uniform set. It was not until the end of the nineteen 

century that images were divided into anthropomorphic, zoomorphic or phytomorphic. 

Moreover, the discernment of pre-Hispanic imagery became more complex over time 

with the inclusion of newly discovered historical documents. Interpretations frequently 
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consist of a religious theme, and while religion was the most recurrent topic portrayed on 

sculptures it was not the only one conveyed in this art form. Other events and specific 

characters of Mexica history were also expressed (González López 2015). 

In the early twentieth century, the German school and structural-functionalist 

anthropological theory strongly influenced the field. These shifted interpretations to 

examine the visual data displayed on stone as visual metaphors. The goal was to 

summarize the evolution of monumental sculpture by describing the diagnostic features 

of each style based on the information provided by archaeological materials (Beyer 1955, 

1965a; Krickeberg 1949; Seler 1992a, 1992b). These materials, therefore, represent 

visual manifestations and a fundamental part of a religious system, where the principal 

protagonist were gods, priests, impersonators, and sacrificial victims. The ultimate goal, 

however, was still to identify and link them with myths and rituals known from colonial 

text. This model for interpreting sculptures continued to be used without substantial 

changes for much of the twentieth century. 

Then, towards the end of the twentieth and the beginning of the twenty-first 

century, systematic archaeological explorations in Tenochtitlan revolutionized these 

earlier methods and proposed several new arguments. The study of Mexica stone 

sculpture increased significantly in the United States, Europe, and Mexico because for the 

first time, these materials were recovered and analyzed using standard techniques, which 

incorporates chronological position and the contextual associations as part iconographic 

interpretations (Caso 1927, 1952, 1962, 1967a, 1971; González López 2015; Graulich 

1987, 1991, 1992a, 1993, 1997; López Austin 1979, 1983, 1985; López Austin and 
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López Luján 2001, 2007a, 2009; López Luján 1989, 1993, 2006, 2009b, 2009c; López 

Luján and Marie-France Fauvet-Berthelot 2005; Matos 1979, 1980a, 1981, 1991, 1992a, 

1997a, 1999, 2009a; Nicholson 1961, 1963, 1967, 1971a, 1973, 1993b, 2006; Solís 

Olguín 1971, 1976, 1981, 1992).2 The new movement in part is fostered by the 

discoveries in front of the Templo Mayor, such as the Tlaltecuhtli,3 and several other 

reliefs on the Main Plaza (Barrera et al. 2012; López Luján and González López 2014). 

The Structural school of thought contributed to this dialogue with the goal of 

summarizing the sequence and development of monumental sculpture and diachronically 

describing the diagnostic features of the iconographic style based on the information 

provided by archaeological materials. Similarly, Processual Archaeology under societal 

evolutionism approaches proposed the origins and development of craft specialization 

based on Gordon Childe’s arguments (Beyer 1955, 1965a, 1969a; Caso 1952, 1953; 

Childe 1983; Nicholson 1967, 1971a, 1971b, 1973a, 1988a, 2006). These works, 

however, continued to focus on the same complete pieces, such as the Sun Stone, 

Coatlicue, the Teocalli of the Sacred War, Coyolxauhqui, the big fire serpent, or the 

feline zoomorphic vessel (figure 2.2) for their interpretations. 

The art history perspective adds to this framework an understanding of sculptural 

monuments by considering the general form of the object and then explanations of 

iconographic themes. These interpretations emphasize art’s ability to communicate ideas 

about humanity's place in the cosmos and society and to see style as forms in space. This 

																																																													
2 For a more complete bibliography of Aztec sculptures in exhibition catalogues and lesser known works 
see González López 2015:24-54 and Nicholson 1971a:93. 
3 AZSSBMP1815. 
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approach claims to examine the figures carved on stone as historical beings, as opposed 

to mythical. Moreover, it may serve to recognize the artist’s identity and the diverse 

factions, such as social classes that were incorporated into the empire (Aguilera 1977, 

1978; Gendrop and Díaz Balerdi 1994; Gutiérrez Solana 1983, 1987; Guzmán 2004; 

Hajovsky 2015; Henderson 2007; Klein 1977, 1980, 1984, 1987, 1994, 2008; Kubler 

1975; Nicholson and Quiñones Keber 1983; Pasztory 1983; Townsend 1979; Umberger 

1981, 1984, 1987a, 1987b, 1988, 1996, 2007, 2008, 2012; Umberger and Klein 1993).  

Another critical topic in this approach is to look at the integration of society and 

nature in the pre-Hispanic world, assimilating the landscape and the natural cycles into a 

deification of these cosmic forces and phenomena rather than deities. Historical and 

scientific accounts have identified a variety of landscapes that were used for the 

exhibition and consumption of art, such as urban temples, springs, mountains, caves, the 

base of big trees, crossroads, or schools (Benavente 1971:41; Sahagún 2000:150). 

Furthermore, archaeological excavations complete these descriptions, demonstrating that 

they were present inside or around temples, households and garden plots or chinampas 

(Escobedo Ramírez, et al. 1995; Guerrero Villagómez, et al. 2008; Guzmán 2004; López 

Luján 1993). This intellectual tradition focuses on enumerating and identifying multiple 

attires shown on historical documents, to determine which traits are diagnostic of specific 

supernatural beings and which are variable traits worn by groups of deities, and their 

gender (Umberger 2014). The primary goal is to generate general taxonomies organized 

by a few fundamental cultural themes (González López 2015; Kirchhoff 1972; Nicholson 

1971b; Spranz 1993). 
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The primary forms, meaning, and function of sculptured images  

The scientific community has created general taxonomies for Aztec-Mexica 

monuments that include anthropomorphic figures, animals, ritual objects, and calendric 

dates (Castillo Tejero and Flores García 1984; González López 2015; López Luján and 

Fauvet-Berthelot 2005; Nicholson 1973a; Solís Olguín 1982a, 1982b). These have 

produced inflexible artificial boundaries for methodological purposes, but this art was 

multi-purpose and one must consider that in pre-Hispanic times these categories were 

conceptually mixed. 

Anthropomorphic figures have a principal human character with the barest 

delineation and a general form of the body carved in the broadest aspect (figure 2.3). 

Images in this style tend to be short and squat, the head roughly one-third or one-quarter 

of the height of the figure, which is proportionately quite large in terms of the overall 

height. The forms tend to be with arms closed and legs not projecting into space. These 

are composed of separable parts (Robertson 1986:184), heads and legs in profile, 

shoulders and torso facing forwards, and the heads connects to the torso with either a 

short or absent neck (figure 2.4). These figures usually do not emerge from stone with 

any feeling of movement (Robertson 1986:181-184), though there are some exceptions 

such as beings that are descending, swimming, or flying (figure 2.5). It is important to 

note that these figures represent the indigenous perspective with usually either a frontal 

and profile views, though there was a combination or a multiplicity of visual positions. 

One common posture is hieratic, demonstrating a passive but aware figure. Another vital 

feature is a strict symmetry, with the exception of Ehecatl-Quetzalcoatl figures.  
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There are two main types of anthropomorphic figures, those carved with ritual 

garments in different body positions and those without garments (Townsend 1979:23). 

Strictly speaking, it is unlikely that the latter category existed as it is found today since 

the Mexica avoided nudes and it is more likely that they had basic costumes made out of 

other materials that did not preserve. In the literature, this type is called macehualli, the 

term for the commoner social class, but this is not an accurate designation. Except for a 

few examples of reliefs depicting kings, these stone sculptures did not have 

individualized facial features, though there was a preference for young people. The 

theory that these figures were dressed like mannequins is supported by the presence of 

small holes carved into the body of some pieces where perishable materials could have 

been attached (González López 2015:89), such as textiles, pelts, wood, amate paper, 

greenstone, obsidian (see Chávez Balderas, et al. 2010; Hernández Pons 1982; 

Matadamas 2015), conch, pyrite, gold, copper, or feathers (figure 2.6). Additionally, 

these bodies were covered with polychrome paint or tar, which served a symbolic 

significance on their own (figure 2.7). The human figures display a tendency towards 

naturalism throughout time with increasing detail especially on the face, nails, hair, or the 

extremities.4 Another characteristic of this group is that the head proportions are larger 

than the body.5 

The anthropomorphic figures with garments display a considerable variation in 

the iconographic repertoire. This archive has pieces entirely sculpted with garments, from 

																																																													
4 Compare AZSSBMP0001, from Phase II, to AZSSBMP0010 from VII. 
5 See the grouping Reliefs in the south room of the Templo Mayor. 
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head to toe, something that visual art calls horror vacui, fear of empty spaces. These 

beings are similar to the Mixteca-Puebla tradition (or International Style)6 that is found 

on other materials such as the objects employed in rituals, ceramic vessels, wood 

artifacts, and painted wall surfaces (Nicholson 1973a:76). The most common and 

significant paraphernalia displayed on sculptures focusses on the head, like facial 

painting, nose and ear ornaments, or headdresses, and other elements as pectorals and 

collars, bracelets, leg ornaments, or sandals.7 Finally, another source of iconographic 

differentiation are figures holding objects such as weapons and staffs.8 In colonial 

documents, there are detailed descriptions, written in the Nahuatl language, of these 

insignias that help to interpret them. There is a tendency to claim that such images 

become almost an alphabet of ritual attire and that they represent fixed replicas of the 

ritual functionaries known as impersonators or deity-substitutes or actual historical beings 

(Klein 1984; Palacios 1929; Townsend 1979:25; Umberger 2008). The majority, 

however, were not personalized, with a few exceptions such as the last three emperors of 

the city Tizoc, Ahuitzotl, and Motecuhzoma II (figure 2.8).  

Anthropomorphic figures in this dissertation are analyzed using an established 

order of description and interpretation regardless of whether the sculptures are full-round 

or reliefs. Description occurs from the top downwards beginning with the head, and from 

the back to the front, including any traces of color or other materials such as tar. The 

																																																													
6 See the Stone of Tizoc (AZSSBMP1000) or the Stone of Motecuhzoma I (AZSSBMP1500) as examples. 
7 Like the Stone of Centro Mercantil (AZSSBMP1463), analyzed in this dissertation in chapter 6, Phase V. 
8 See in this work the grouping of Plaques with deities embedded in niches. 
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complete series of analysis is shown in Appendix A and has been previously tested in 

prior research (González López 2015). 

The second major category of Mexica stone sculpture are animals, who are very 

often covered with iconographic insignias. The most prevalent by far are snakes,9 

followed by rapacious birds or birds with beautiful plumage, frogs, and mammals such as 

felines, canines, monkeys, deer, rabbits, or bats (figure 2.9). Meanwhile, there are also a 

diversity of small animals such as grasshoppers, fleas, butterflies, spiders,10 scorpions, 

centipedes, and ants (figure 2.10).11 Despite the fact that this city was in the middle of the 

lake, there are only a limited number of fish and other aquatic animals such as shells, 

salamanders, and crocodiles (figure 2.11). In most cases, these represent deities in their 

nahualli form – an animal in which they can be transformed (Nicholson 1973a:90),12 or 

as messengers and intermediaries between supernatural beings and people. In other cases, 

they are realistic replicas of living animals. At this time, there is no detailed study that 

systematically covers the real meaning or function for these animals or at least a complete 

inventory of the forms represented. There are also hybrid animals with either other 

animals or with humans.  

The population conceived the meaning and function of these sculptures as 

teixiptla, and toptli, meaning skin, rind, or covering. These concepts were used not only 

to describe effigies and living people, but also any other assemblage of ritual attire, as 

well as rulers or persons of high distinction, object, and places of sporadic or mysterious 

																																																													
9 See in this work the Small snake grouping, “clavo serpiente.” 
10 See the Earth Goddess, Tlaltecuhtli grouping. 
11 See the Earth Goddess, Tlaltecuhtli grouping. 
12 See the plumed serpent grouping, AZSSBMP0010, and AZSSBMP1465. 
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configuration, impersonators, priests, and priestesses (Hvidtfeldt 1958:76-139; López 

Austin 1973:118-123; Townsend 1979:28-31). Under this logic, stone sculptures were 

thought of as vessels for numinous forces, and portions of divine forces were poured into 

their visible receptacles. Previously, supernatural beings and non–humans as ancestors 

and their images shared a considerable resemblance and it was difficult to distinguish 

between these beings. The similarities between deities and images of these deities that 

these visible forms became charged with their own divine power and were understood as 

gods and goddesses themselves (López Austin 1973:137-139). 

Recently, there has been a debate among authors who perceive these forces as 

individuals and others who do not. The former position describes natural phenomena as 

numinous impersonal forces that are diffused throughout the universe. This idea proposes 

that forces could be physically manifested in any space since the world was perceived as 

being supernaturally charged and inherently alive to a greater or lesser degree with this 

vital force (Hvidtfeldt 1958; Townsend 1979:18-31). Others argue that this perspective is 

exaggerated, which leads to superficial interpretations and projections of European 

models of idolatrous traditions and practices through the use of colonial texts (Townsend 

1979:25). This approach assumes that the ritual attires were representative of the 

Mesoamerican deities and are sufficient enough to identify an emblem to link it 

immediately to a specific being. Furthermore, it is thought that each impersonator or 

deputy of a deity, belongs to a chain of authority that begins with a deity and continues in 

a descending order of importance – having a natural force, followed by an impersonator, 

then a cult effigy, and finally ritual attire. On the other hand, Alfredo López responded 
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that these claims are an overstatement since the existence of personal deities has been 

well documented (López Austin 1973:122; see Nicholson 1971b:408).  

This diversity of supernatural beings is complicated because of the similarities in 

their attires, as well as their names (Nicholson 1973a). For instance, several individuals 

can share the same iconographic features. The perfect example is Tlaloc, and his several 

multiplications as tlaloque, conceived in quadruple and quintuple form;13 or be 

represented as Ehecatl and the ehecatotontin; or as one of the many pulque (an alcoholic 

beverage derived from the maguey) deities, known as a group as the centzontotochtli (the 

400 rabbits), the mimixcoa,14 or the cihuateteo.15 It is also important to understand the 

fusion and fission of deities. In these cases, a group of god and goddesses were conceived 

of as a single divinity, or instances when a single deity can be separate into different 

entities by distributing its attributes. Moreover, the logic behind these processes should 

incorporate political norms in which the patron deities had an important role, especially 

in response to the increasing social complexity (López Austin 1983). 

Furthermore, physical space dramatically influenced the multitude of entities. A 

figure’s attires, as well as other iconographic elements, may depend on whether they are 

in the West or East or in the Heaven or the Underworld. As one historical account 

describes, “…tenían muchos ídolos, y tantos, que casi para una cosa tenían uno…” (“they 

had many idols, so many that practically each thing had one”) (Pomar 1964:159). Instead 

																																																													
13 See the group of Pulque and rain deities from Phase III. 
14 See the Toltec-style humans being grouping form Phase VII. 
15 See the cihuateteo grouping. 
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of embracing a single approach for interpretation, one should focus on situational 

explanations, by analyzing each case individually and the possible historical links.  

In general, one can see a crowded pantheon controlled the forces of nature and the 

universe (Nicholson 1971b:408), most of these adopting a human form. However, this 

category is not fixed, because it is also common to find hybrids with animals of diverse 

nature. The most common was Quetzalcoatl, the plumed serpent, Huitzilopochtli, with his 

hummingbird helmet, or Tezcatlipoca with jaguar elements. The most dramatic examples 

are perhaps Xiuhtecuhtli, and his nahualli (co-essence) the fire serpent or Xiuhcoatl, 

Itzpapalotl with butterfly attributes, or Tlaltecuhtli as part crocodile, frog, sawfish, and 

serpent, only to mention few cases (figure 2.12). 

The sculptural tradition is better at adequately identifying specific ritual objects 

and these forms include series of cubic altars, tables, and pedestals, as well as vessels, 

funerary urns, sacrificial stones (techcatl), and ball-court rings (tlachtemalacatl) (figure 

2.13). This category also includes replicas or models of ritual objects made in other 

materials such as temples,16 year-bundles (xiuhmolpilli), staffs, plaited grass balls for the 

insertion of maguey spines (zacatapayolli), masks, musical instruments,17 braziers,18 

knives, gladiatorial stones, weapons, or canoes are the most common (figure 2.14).19  

Although they are not as numerous, there are also some sculptures that functioned 

as integral parts of architecture, such as columns (figure 2.15) and floors.20 Finally, plants 

																																																													
16 See Teocalli of the Sacred War (AZSSBMP0010). 
17 See the teponaztli grouping and the sculptures from Offering 78. 
18 See the brazier grouping. 
19 See Alcina Franch, et al. 1992:153. 
20 See the Main Plaza reliefs grouping. 
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are less frequent, but commonly depict maize, trees, a variety of cacti such as maguey or 

prickly pears, cacao, squash, or flowers (figure 2.16). For a complete list of extant forms 

on Mexica sculpture see the annex of this chapter. 

Occasionally, stone sculptures include calendric dates from one or both of the two 

systems of computation (Caso 1967a, 1971; Umberger 1981). The first is the 

tonalpohualli or the “count of the days,” which is a divinatory calendar that was 

composed of a cycle of 260 days, with each day represented by a sign and a number. The 

20 signs always follow the same order: Cipactli (Alligator), Ehecatl (Wind), Calli 

(House), Cuetzpallin (Lizard), Coatl (Snake), Miquiztli (Death), Mazatl (Deer), Tochtli 

(Rabbit), Atl (Water), Itzcuintli (Dog), Ozomatli (Monkey), Malinalli (Grass), Acatl 

(Reed), Ocelotl (Jaguar), Cuahtli (Eagle), Cozcacuauhtli (Vulture), Ollin (Movement), 

Tecpatl (Flint), Quiahuitl (Rain), and Xochitl (Flower) and the numbers ran from 1 to 13 

(figure 2.17). The 260-days were divided into 20 “weeks” of 13 days, referred to as 

trecenas in Spanish (Boone 2007:13-18; Caso 1971). The numerals are usually 

represented as dots, but there are a few examples in which a bar is used to describe the 

number five.21 This cycle also had significant divisions by 2, 4, 5, 13, and 20. It is 

probable that it was used for astronomical ritual and for predicting the future, especially 

to determine lucky and unlucky days. 

The second cycle was the 365-day solar year or xihuitl, which ran concurrently 

with the 260-day count. It was divided into 18 months of 20 days, each with a monthly 

festival, and five extra days left over at the end, known as the nemontemi. The years bore 

																																																													
21 AZSSBMP0004. 
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the name of the first day sign (Rabbit, Reed, Flint, and House), which are known as the 

year bearers. The cycle began with 2 Reed and proceeded through the four-year bearers 

for 13 times, and cycled through the numbers 1 to 13 for a total of four times until 1 

Rabbit was reached again (Umberger 1981:46). The Mexica “century” called the 

xiuhmolpilli contained 52 years since this is when both calendars that were cycling 

together would begin to repeat combinations (figure 2.18).  

Thus, the same combination of symbols and numerals were repeated through time 

in different calendars of 260 days, 365 days, or the 52 solar years in a cyclical fashion. 

Sometimes, it is impossible to know if the dates represented on stone sculptures are 

referring to a day, a year, or a calendric name for one of the numerous supernatural 

entities, or if they are relating to mythological or historical events. The Mexica saw time 

as both cyclical and linear, the first governed the year and the second was significant for 

the history of ruling elite (Pasztory 1983:59). Usually, both systems were part of the same 

narrative (Umberger 1981). 

Although not present on stone, Aztec-Mexica used a base 20 method of counting, 

with 1-19 represented by groups of dots (occasionally five was represented with a bar). 

Stone sculptures do not appear to depict arithmetical operations, and no depiction is 

larger 19. In colonial pictographs, the number 20 was represented by a flag, the number 

400 was symbolized by a feather or a stylized hair, and the number 8000 was depicted by 

a copal bag.  
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The Aztec-Mexica writing system 

Writing is the storage and transmission of information or knowledge that is 

communicated directly to the readers, as individuals, and as a community. Furthermore, 

Boone explicitly argued for a broader definition of “the communication of relatively 

specific ideas in a conventional manner by means of permanent, visible marks” (Boone 

2000:29). Therefore, writing is method of systematically storing information on an 

independent object that can be retrieved and used at any time in any place, by all those 

who can consult and decode it. This permanency means that what is written at one time 

can be read a day, a year, or centuries later, so long as the memory of how to decode it 

persists. Visible marks are a third element necessary (Boone 2000:29), and operate to 

carry meaning according to their association with other marks within a structured system 

of relatedness that shows us how to read the marks. Instances of these visible marks can 

be found on stone materials made by the Mexica and are an effective juxtaposition of 

written signs and images. 

The concept of writing has many implications. One of them is its connection with 

labels such as civilization. In traditional studies, it was considered vital that any civilized 

culture must have developed at least one writing system. This perspective, however, 

overlooks that this method of studying writing systems is solely based on a western 

approach with a unilineal evolution based on analysis of the Greek writing system. Others 

argue that the rise of semiology in the 1960´s abandons the classical Greek definition of 

writing as the registration of language (Jansen 1988:88). The Aztec-Mexica writing from 

Tenochtitlan presents an interesting debate that has long been the theme of discussions. 
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Since the first European encounters with Indigenous peoples of Mesoamerica, 

there are testimonies of uncertainty about the nature of Aztec-Mexica writing and this 

scholarly interest continues to the present. The most influential works began in the 

second half of the nineteenth century and appear after the pioneering analysis of Aubin 

(Aubin 1849), followed by Miguel Orozco y Berra (Orozco y Berra 1887:vol. I:120-186, 

242-270, 289-339; vol. II:147-182, 127-130, 205-232), Seler (Seler 1990), Nowotny 

(Nowotny 1959) H.B. Nicholson (Nicholson 1973b), Dibble (Dibble 1971:322-331), 

Premm (Premm 1992:53-69), Jansen (1988: 86-113), Miguel León-Portilla (León-Portilla 

1992), Lockhart (Lockhart 1992:326-373), Boone (1994, 2000:28-63), and Lacadena 

(Lacadena 2008:1-22). 

There are several different definitions for the writing system: ideographic, 

logographic, pictographic,22 narrative pictography, and hieroglyphic writing (Nicholson 

1973b; Dibble 1971; Premm 1992; Boone 2000; Lacadena 2008). Despite these semantic 

differences, these definitions all describe this system as based on the effective use of 

graphics and conventionalized symbols to denote both concrete objects and abstract 

concepts that are culturally situated (cfr Boone 2000:28-63; Pasztory 1983:83-85). 

Another essential part of this conversation is whether or not this writing system 

represents speech, if so, it may be necessary to include glottographic, phonographic, 

phonetic, or syllabic systems of categorization.  

																																																													
22 Dibble 1971:324 suggests that the two forms of writing, pictographic and ideographic, occur together, 
both are probably of equal antiquity. The difficulty of separating them has led to telling only a general story 
since it does not stand for specific words, and this allows some latitude in the range of interpretations. 
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Notably strong are those who claim that this writing system is semiasographic, 

which refers to systems that communicate information directly to the readers and does 

not detour through speech to be understood (Gelb 1963:252). It functions independently 

of language although they operate on the same logical level as spoken word and can 

parallel it (Boone 2000:29-34).  

An interest since the beginning of these studies is a need to understand the 

fundamental structural principles of the Aztec writing system. In a general, there are two 

main arguments between those who support the separation of Aztec material into two 

parts: the image and the text (Premm 1992:54). This dichotomous classificatory 

distinction of the glyphs as words like texts puts a strong emphasis on only explaining 

their logographic or phonetic value, but this division often ignores the meanings 

conveyed by the images. Nicholson (1973b:1-46) states that Aztec-Mexica writing was 

logographic with a barely developed phoneticism, but also employed the term 

semasiographic to frame it. 

After the conquest, this writing system changed drastically which increased the 

production of phoneticism under colonial structures. Recently, Lacadena (2008) 

highlighted the possibility of the existence of different schools, outside Tenochtitlan, 

situated in several altepetl or city-states, with significant phonetic presence, and are 

explicitly considered as Tetzcocan material, which was another head of the empire. 

Furthermore, to resolve this task one should include various samples of different 

materials including archaeological materials such as codices, wall-paintings, ceramics, 

wood carvings, incised bones, gold, conch shells, among others.  
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When analyzing Aztec-Mexica sculpture interpretations are in part pictorial, 

based on figural images that posture some similarities, or visual associations with the 

ideas, things, spaces, or actions they represent. In a writing system, a visual mark is often 

an arbitrary referent to an entity, idea, or an event. Interpretation of these ideograms are 

more complex since a single image may convey more significant or un-portrayed ideas, 

concepts or things. The signifier, then, is only part of a more complex whole to which it 

refers. The relationship between signifier-signified is arbitrary, or it can be metaphorical, 

such as sky, day, earth, warfare, so on (figure 2.19). Color conventions are another vital 

factor, since we know that many objects contain the remains of pigments.23 The 

depictions of places are less recognized, but at least a few decades after the Spanish 

arrival, Mexica artists show great creativity. The scenarios in which action are happening 

often only display few elements that may not permit identification. It is frequent to find 

aquatic landscapes, lakes, and rivers; other times spaces are more specific, such as 

buildings or temples (figure 2.20).24 To indicate a person´s name, hieroglyphic signs were 

incorporated in or around its figure (as calendric dates or as a personal emblem).25 Here 

the elaboration of the ideograms, using iconographical conventions, is abbreviated and 

presents some abstract signs (figure 2.21), though the use of certain ideograms such as 

speech-scrolls do indicate a specific activity – speaking.26. Using these strategies makes 

possible communication through glyphic representation.  

																																																													
23 This may be used for a deeper explanation of the links with the Codex Borbonicus. 
24 AZSSBMP1526, AZSSBMP0026, AZSSBMP1566, AZSSBMP1566, AZSSBMP1465, and 
AZSSBMP1412. 
25 AZSSBMP0010, AZSSBMP0268, AZSSBMP1515, AZSSBMP1992, AZSSBMP1993, and 
AZSSBMP2000. 
26 AZSSBMP0010, AZSSBMP0026. 
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Difrasismos 

Metaphors fall in the category of ideograms often appearing as couplets and 

reflect metaphoric thinking that manifests itself both in spoken language and pictorial 

writing.27 These are evident in the so-called difrasismos, which is a procedure to express 

the same idea by two words that are either synonymous and or adjacent (figure 2.22). The 

best known in Aztec-Mexica monuments are the metaphors for war: in atl, in tlachinolli 

(the water, the fire) and power and authority: in petlatl, in icpalli (the math, the throne). 

In semasiographic writing, a message is recorded by graphically depicting its meaning 

and may or may not pass through verbal expression, requiring possible readers to 

interpret messages. In ideographic writing, they are synonymous designates, in that more 

than one word corresponds to the graphically expressed meaning (Premm 1992:53-69).  

Phoneticism. Other central components are abstract conventions and phonetic 

referents that join the first pictography to form a general system that could function 

across linguistic boundaries. This was especially useful for imperialistic interests that 

encompassed several ethnic and linguistic groups. Although many of the pictorial 

elements comprising the vocabulary of the pictographic system have been deciphered 

(Barlow 1949), the grammar that drives it is not yet well understood. Here, one must 

consider how their graphic form expresses objects, natural phenomenon or beings, 

mountains, plants, animals, stars, human, supernatural beings, decorative motifs, face-

painting and other attributes serve to characterize beings, and so on. Dibble looked at 

																																																													
27 “Un procedimiento que consiste en expresar una misma idea por medio de dos vocablos que se 
completan en el sentido, ya sea por ser sinónimos, ya por ser adyacentes.” See Garibay, 1971: 115, 116; 
also, Montes de Oca 2008. 
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pictures as actual objects or actions, claiming that they tell us the story only in general 

terms (Dibble 1971). Every piece, he claims identify beings and objects in a temporal 

sequence or moment. For objects recovered from the offerings of the Templo Mayor, the 

presence of actors in the sequence of events that led to the deposition of these objects 

should also be considered relevant to the interpretation (figure 2.23).28  

The phonetic references are images or pictorial elements that function solely as 

speech references. These almost always appear in place names, either as the primary sign 

or as an accessory element that qualifies the major glyph. Phoneticism was relatively 

infrequent, but often occurs with names whose meaning might otherwise be ambiguous. 

It joins with other ideograms and pictorials to give it a wide range of strategies for 

writing pictorially. If they existed, they seem to include at least one case of a grapheme 

used as a portion of another to convey the homophonic principal morpheme of a 

toponym.29 This is achieved when a grapheme signifies a lesser sound unit than a 

morpheme, rather than emphasizing the employment of the grapheme to convey a phonic 

message independent of the semantic connotation of what it represents. This is further 

complicated by the fact that no two artisans, such as sculptors and painters or tlacuiloque, 

likely conveyed their message in a precisely identical way (Nicholson 1973b:1-46).30  

Phoneticism is also the employment of some graphemes to convey – entirely 

independent of their semantic connotation – all or part of words containing similar 

																																																													
28 See AZSSBMP0010. 
29 AZSSBMP1000.5, AZSSBMP1000.8, AZSSBMP1000.10, AZSSBMP1500.1, AZSSBMP1000.4, and 
AZSSBMP1000.6. 
30 Here Nicholson is dialoging with Hans Premm and his idea of flexibility of late pre-Hispanic central 
Mexico writing; also in 2008 Lacadena joined in the debate when he speaks of different schools of 
tlacuiloque with more phonetic presence. 
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sounds. Nicholson argues against the use of the term “rebus writing” and prefers the 

occasional phonetic usage of specific graphemes. The precondition to this is to show as 

evidence pre-Hispanic examples of Aztec-Mexica writing, which is circumscribed to 

mainly toponyms, and personal signs, such as the 15 conquest scenes on Tizoc Stone, but 

also the Motecuhzoma I Stone as cognates.31 One of its axioms is the distinction between 

the non-phonetic and the phonetic use of pictures: “can the word recalled by the picture 

be given in any of several languages? If so, it is not phonetic. Does the picture call forth a 

sound or syllable with a meaning other than the object pictured? If so, the writing is 

phonetic” (Dibble 1971). In Lacadena explanations, there is the optional to use 

phonograms as phonetic complements to logograms. The signs convey their fundamental 

reading value, except in the case of phonetic complements where following the rules of 

this scribal resource, they do not indicate the duplication of the repeated phoneme and 

depend on the structure of the phonetic signary (Lacadena 2008:1-22).32 By combining 

two strategies, the text, and image, Mexica sculptors created devices employed 

recurrently on daily performances, in which had a recurrent interaction between 

practitioners, the space of display, the audience, and non-humans. These carvings played 

a mnemonic role (or primers of memory) among the various ceremonies and rites, 

explicit on the historical texts (Leibsohn 1994; Navarrete 2011:175). 

Even with all these competing strategies, there are some general principles to 

follow as guides. The first was the development of a system of glyphs to represent 

																																																													
31 AZSSBMP1000. 
32 While Lacadena uses astonishing ethnohistorical sources of information, there are only two references to 
archaeological materials 
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phonetically many syllables and some vowels (“a,” “e,” and “o”). The second ones are 

the phonetic, syllabic, and alphabetic glyphs, which were derived, as in the case in the 

phonetic writing of other cultures, from the stylized representation of various objects 

whose name started with the sound it was intended to symbolize. There is no evidence of 

an extensive, conventional syllabary as a feature of Aztec-Mexica writing. Even 

“phonetic” elements may be drawn as recognizable pictures (Lockhart 1992:326-373). 

The third phonetic writing system fully embraces a mode of abbreviated representations 

for the following kind of symbols: a) syllabic glyphs in general; b) monosyllabic glyphs 

that represented prefixes or suffixes such as te, -tlan (locative) or -pan (above 

something); and c) glyphs that represented letters, specifically the letter “a’ resulting 

from stylizing the pictographic glyph of atl (water), the letter “e” for (bean), and the letter 

“o” from o (h)-tli (road). The phonetic and ideographic usually coincide, and ideograms 

often convey the message through direct pictorial means in addition to conventions.  

Remarks. This chapter proposes as a first approach to the general understanding 

of iconography and writing systems carved on stone, as well as presenting a general 

framework that includes, but is not restricted to common forms in which this art is 

displayed. Moreover, it discusses the methodological conventions and assumptions 

generated by a series of scholars, as part of an intellectual tradition. The Mexica stone 

sculptures from this archive are understood as visual metaphors, or as subjects, instead of 

objects. The artifacts are very often represented and covered with garments and paintings. 

It is highly probable that they are showing how impersonators and non-humans (deities) 

appeared within performances. The codices illustrate these beings in color (i.e., Primeros 
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Memoriales), although there are other figures that do not present such attires. It is 

plausible that they had them, but were made of perishable materials such as textiles, 

paper, wood, leather seeds, feathers, and so on. The process of analyzing 2,000 artifacts 

made of stone is a tremendous challenge; for these reasons, this dissertation presents a 

methodological frame as a first approach. 

The Aztec Mexica sculpture was in part pictorial, based on figural images that 

present some similarities, visual associations with the concepts, elements, spaces, or 

actions it represents. Also, there are images of people and activities that have a 

recognizable visual resemblance to what they represent. Considering them as 

representations of what they depict shows a similarity with our modern perspective.  

These figures were immobile replicas of the ritual functionaries known as 

impersonators or ixiptla in Nahuatl. Such effigies and the attires covering the personages 

acted as the representative of the deities. However, Richard Townsend (1979:25) 

highlighted that when the Friars faced the indigenous representations, they tried to grasp 

their meaning by referring in their minds back to the more familiar Mediterranean 

tradition. It was assumed that ritual attires were emblematic of Mesoamerican deities and 

that one element was enough to know their identity. This perspective, however 

complicates the understanding of the Mexica pantheon since multiple deities and 

historical beings depicted on stone continually share insignias. However, what is clear is 

that in Townsends’ approach to interpret stone images, he stresses the notion of 

hierarchical authority (natural force, impersonator, cult effigy and ritual attire) 



	 43 

subsequently this knowledge, produced by colonial agents, projected their cultural 

background to explain indigenous realities.  

My research agrees with Townsends’ standpoint and adds that scholars should be 

weary of the pervasive use of historical accounts that have created a notion of rigid 

classifications. This data has been uncritically accepted since the beginning of the 

tradition, originating with León y Gama, and continues to be used in the present. This 

study proposes to use colonial texts, but only after the evaluation of pre-Hispanic 

material. It is still a rich corpus that remains invaluable in the amount of information, yet 

it should be used only as a complement to the sculptures themselves. Additionally, the 

construction of knowledge has been primarily focused on complete pieces, which creates 

a problem when trying to understand the full diversity in the corpus.  

After the Mexican independence in 1821, the new political leaders showed a hasty 

interest for Mexica monuments with several intellectuals reproducing and creating new 

ideas and methods to interpret sculptures. This information was then used as a means to 

develop identity and cohesion in the modern nation-state, generating conceptions of a 

collective past with great civilizations, and as a mean for cultural emancipation from 

Spain. In the first and second half of the twentieth century, structural anthropology 

revolutionized this research with the incorporation of archaeological methods and new 

discoveries during the construction of the Metro system and the beginning of the 

Proyecto Templo Mayor sparked a new interest in Mexica art. New interpretations 

continually emerge every time a new completed monumental sculpture appears in 

excavations. 
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Despite this, there are no colonial accounts or pre-Hispanic material that 

exclusively explains in detail the forms and meaning of stone monuments. There have 

been some steady advances in the understanding of Mexica monuments, that follows on 

the traditional stone sculptures analysis commonly divided into fixed categories, humans, 

animals, ritual elements, or calendric dates. Here, I propose a methodological framework 

to grasp the identity and meanings of stone artifacts through a modification of the logical 

steps to their analysis. However, as is described in chapter four, these boundaries seem to 

be quite rigid, as form and function seem not only to be the excluding categories.  
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Chapter 3. We can’t see the forest for the trees: Changes, organization, and development 
of the chronological sequence employing material from Mexico-Tenochtitlan. 

 
Introduction 

Among the meteoric rise and fall of the Aztec Empire, the creation of sculptures made of 

volcanic stones, basalts, and andesites was a constant. For that reason, an intellectual 

tradition was formed with the goal to understand this subject. In the literature, most of the 

time it refers to Mexica from the city of Tenochtitlan state. This analytical framework 

coming from different countries and disciplines, emphasizes a single style of depiction 

and its socio-political situation in Central Mexico, while at the same time this method 

overshadows the diversity of ethnic groups and factions involved in the creation of these 

artifacts. While previous research has explained this sculptural tradition, its roots, 

influences, and expressions using a small number of spectacular examples, few of them 

have explained how this cultural and social change was transformed through time, by 

reconstructing the sequence in which they occurred and its directionality. The purpose of 

the following pages is to step back from considerations of chronological order 

exclusively based on style and masterpieces to address a more inclusive model about 

stone sculpture development, before and after the empire, to highlight one local sequence 

that could help explain future examinations of development in the Basin of Mexico. In 

this chapter, I propose the construction of a master chronological sequence, defining one 

of the production centers as a comparative sample for the rest by examining the entire 

Aztec stone sculpture corpus as a totality. 
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Indeed, when the Aztec Mexica arrived at the Basin of Mexico, it was a 

multicultural space spotted with different languages and densely populated by several 

groups, such as Tepanecs, Acolhuas, Chichimecs, Otomies, Matlatzincas, Mazahuas, who 

shared culture practices, but were also involved in pervasive conflicts. A relatively brief 

peace arrived just after the Mexica people from Tenochtitlan make an alliance, with their 

old enemies of Tetzcoco and with Tlacopan, to form the so-called Triple Alliance in 

1428. This peace, however, is the result of the alliance imposing unequal relations upon 

the rest of towns inside the basin, and beyond. In the sculptural sphere, radical 

modifications in form occurred shortly after this political change between 1430-1450 AD. 

During this period, there was also a rapid and substantial social and cultural change with 

an authentic explosion of creativity. Suddenly, workshops appeared that made not only 

numerically more artifacts, but also an increase in size of sculptures, shifts toward vast 

and intricate iconography, new forms, personages and discourses appear, there is a 

precision in the delineation of figures, and a change in the techniques of manufacture.  

The pre-Aztec and the formation of a new synthesis. To explain this phenomenon, 

I will briefly describe the historical background. The immediate origin of this change can 

be traced a few centuries before the rise of the Aztec empire. In the Early Postclassic 

period, stone sculpture production was scarce at many archaeological sites in Central 

Mexico. The city of Tula was the most important place for the creation of these artifacts 

(de la Fuente, et al. 1988; Jiménez García 1998). The Toltec influence was pervasive for 

future generations and provides the solid stylistic foundation on which the Aztec style is 

based (Gendrop and Díaz Balerdi 1994; Nicholson 1971a:155; Townsend 1979). 



	 47 

During the beginning of the Late Postclassic period (A.D. 1350-1519), stone 

sculpture tradition is still poorly understood (Sanders, et al. 1979:497-508; Smith 1983). 

The city-states of Culhuacan and Azcapotzalco were the most important centers making 

sculptures (Nicholson 1971a), but Tenayuca, in the north part of the basin is 

underestimated as an important agent (Díaz 2008; Palacios 1935; Reygadas Vertiz 1935). 

Azcapotzalco, the leading city-state in the area, was suddenly and violently replaced as 

the imperial seat in the period of A.D. 1426-1430 by a league of three nearby former 

tributaries, Tenochtitlan, Tetzcoco, and Tlacopan, led by the first. In the scientific 

literature, it is common to speak of the importance of Tenochtitlan material, but there 

were several production centers that are minimized, especially in the southern part of the 

Basin such as Chalco, Tláhuac, or Xochimilco. However, one of the biggest problems 

with material coming from these sites is their scarce number. The archaeological 

materials from just before the empire formation are rare, that is, we do not know their 

precise chronological position.  

The Aztec stone tradition present in the Basin was a synthesis of early and 

contemporaneous styles, that resulted in the creation of a new style, with influences 

coming from the Preclassic, Teotihuacan, Tula, Xochicalco, Oaxaca, Guerrero, the Gulf 

Coast, and the Mixteca-Puebla (also known as International style) iconographic tradition 

(Gendrop and Díaz Balerdi 1994; López Luján 1989, 2006; López Luján and Fauvet-

Berthelot 2005; Nicholson 1971a; Pasztory 1983; Townsend 1979) (figure 3.1). The most 

important feature of the development of this new style were all the local metropolitan 

sculptural schools within which expertise was exchanged, with and without interference 
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from the imperial capitals of Tenochtitlan or Tetzcoco. For a complete understanding of 

how this new style developed and changed over time, this project has collected stone 

sculpture examples from 18 city-states within the basin. 

The Aztec label as a methodological framework. Just before the independence of 

Mexico from Spain in the early 19th century, an intellectual tradition of thinkers formed 

that attempted to understand the sculptures made of volcanic stones (González López 

2015). The outcome was the creation of the concept of an Aztec style that conveys 

multiple levels of meaning. While the term Aztec is ambiguous, but it is still used by 

archaeologists, art historians, historians and anthropologists in their interpretations, and 

for this reason it is important to explain it in detail. At the time of the Conquest in the 

16th century, however, the term Aztec was not used by the people of Central Mexico. 

The indigenous colonial chronicles, which are a mix of historical and mythical events, 

asserting that the Mexica left a place named Aztlan in pilgrimage (Alvarado Tezozómoc 

2001; Castillo 1991; Durán 2002). These sources also state that the god Huitzilopochtli 

appeared to them during their journey and he asks them to use the name Mexica or 

Mexitin (Escalante 1995:19). After the foundation of their capital, Tenochtitlan, a group 

of Mexica separated and founded another town, Tlatelolco, in the adjacent north area of 

the island. For this reason, we have two kinds of Mexica people: Tenochca (from 

Tenochtitlan) and Tlatelolca (from Tlatelolco) (Bueno Bravo 2005; Garduño 1997).  

Many years after the fall of Tenochtitlan at the hands of the Spaniards, the term 

Aztec was introduced by Alexander von Humboldt to describe these political powers 

(León-Portilla 1987b:275-281) and afterward the label is popularized by the successful 
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book of William H. Prescott (1936 [1843]) . For this reason, it is still in use as a basic 

analytical concept of the scientific community. As Emily Umberger remarked (2007), the 

term “at its narrowest, it is used to designate the Mexica, the inhabitants of Tenochtitlan 

(and Tlatelolco), from their arrival in the Basin of Mexico to the Spanish Conquest” . In 

its broadest sense, the Aztec label is used to encompass social formations of both the 

Basin and in the area covered roughly by the modern states of Mexico, Morelos, southern 

Hidalgo, southeastern Puebla, and Tlaxcala during the Postclassical period. In this sense, 

it uses a political component as well as stylistic elements to describe stone sculptures, 

rather than an ethnic designation.  

This framework as we know today is a conjunction of different approaches, 

coming from different disciplines and countries, that emphasizes a single producer center 

and describes the socio-political situation in the Basin of Mexico, most of the time under 

Mexica Tenochtitlan’s umbrella. This term, however, overshadows the diversity of ethnic 

groups and factions involved in the creation of these artifacts by homogenizing a variety 

of social formations into a single one. The ethnic label Nahua has also been applied to 

this style but without clear justification (Galindo y Villa 1903b). This style was by no 

means the exclusive claim of the Mexica, and the use of a linguistic term can only lead to 

greater confusion.  

Since we do not know the specificities of the development of this art style, there is 

a tendency towards an oversimplification of the terms. H.B Nicholson (1971a:166) 

suggested that “the validity of the term can be questioned in this usage, but no other label 

seems as generally accepted or convenient”. Since this time, little has changed, even 
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though this category obscures the diversity of ethnic groups and factions involved in the 

creation of these artifacts. One alternative to avoid ambiguity is to add to the term a place 

designation, e.g. Aztec Tenochca to entitle people from the island of Tenochtitlan, Aztec 

Tetzcoco, and so on, as previously suggested by José Alcina Franch Miguel León-

Portilla, and Eduardo Matos (Alcina Franch, et al. 1992). The purpose of this change in 

terms is to clarify the place of manufacture, that is the city-state where the sculpture was 

found or created, and second to try and modify a term that is inherently ambiguous. The 

construction of the label Aztec and its associated practices should be under examination 

because of the inclusion of historical sources as a pivotal element for the interpretation of 

stone monuments. 

The archaeological record and ethnohistorical sources as a means to create a 

chronology. One of the outcomes of the war of conquest was the creation of a critical 

component to understanding the Late Postclassic period in Central Mexico - the 

ethnohistorical sources left by Indigenous and Europeans groups, before and after the 

conquest. They contain detailed descriptions of daily life, political history, and religion 

that forms an invaluable corpus for understanding Mesoamerican history and Aztec 

archaeological materials.1 These written manuscripts have comments in Nahuatl, Italian, 

French or Spanish written with the Latin alphabet and were created either directly or 

indirectly from indigenous experts. Even though many of these indigenous codices from 

the basin were painted in the years following the conquest, they represent a high degree 

																																																													
1 For a discussion of the abuses of ethnohistorical material to interpret Aztec material see the section 2.6. of 
this work. 
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of historical information. In particular the following sources are often cited in 

archaeological interpretations: the Codex Mendoza (1992), the Matrícula de los Tributos 

(1991), the Codex Boturini or Tira de la Peregrinación (1944), the Codex Azcatitlan 

(1995), the Codex Aubin 1576 (Dibble 1963), the Codex Cozcatzin (1994), the Codex 

Mexicanus (1952), the Codex en Cruz (Dibble 1981), the Códice de Huichapan (Caso 

1992), the Codex Telleriano-Remensis (1995), the Codex Vaticanus A (Códice Vaticano 

A 1996), the Anales de Tula (1979), and the Anales de Tecamachalco (1992), among 

others.  

In fact, in a parallel group of ethnohistorical documents there are references to 

similar events; such as the hypothetically now lost source with Mexica Tenocha origin, 

commonly known as the Crónica X. This document derives directly or indirectly from 

four texts (Barlow 1945): Historia de las Indias (Durán 2002), Crónica Mexicana 

(Alvarado Tezozómoc 2001), and Historia natural y moral de las Indias (Acosta 1962). 

As counterpart to these one can consult the Historia de los mexicanos por sus pinturas 

(1965), Anales de Cuauhtitlan (2011), Anales de Tlatelolco (2004), Las ocho Relaciones 

y el Memorial de Culhucan (Chimalpahin 1998), the Monarquía Indiana (Torquemada 

1995) or the entire Sahaguntine corpus. For a complete list of sources see Gibson and 

Glass (1975). Despite the abundance of ethnohistorical sources, it is also important to 

keep in mind the discrepancies between them. It is common to find gaps and 

contradictions in the information they present and they should be analyzed carefully 

(Nicholson 1955).  
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Meanwhile, in Miguel León-Portilla’s view, the richness of information allows us 

to compare archaeological data with pictographic documents (León-Portilla 1987a). More 

focused on Aztec monuments, Emily Umberger pointed out numerous difficulties while 

trying to correlate the information that ethnohistorical accounts discuss with sculptures 

(Umberger 1981:1). The most relevant feature to remember is that all of these sources 

date to the conquest period and likely have European biases and influences. There are 

contradictory statements even within a single source, but Umberger also remarks that 

despite these problems, if they are used critically, written sources are invaluable for 

reconstructing the history of Aztec monuments. One of the pervasive uses of sources are 

to correlate archaeological material with historical data (Ramírez 1970 [1845]; Vaillant 

1938). This is sometimes called synchronic correlation (Brumfiel 1980; Sanders, et al. 

1979; Smith 1987; Spores 1983) and usually is combined with documented Indigenous 

calendrical systems (Caso 1967a, Umberger 1981; Nicholson 1955).  

The last issue is vital to the development of a chronological sequence, but it is 

important to remember that in the pre-Hispanic period, the notion of time was cyclical. 

The same combination of symbols and numerals was repeated through time in different 

calendars of 260 days, 365 days or 52 solar years. Usually, it is difficult to know if the 

dates are referring a day, a year, or a calendric name of the numerous supernatural 

entities, or if they are referring to mythological or historical events (which was not 

always a clear division). Written sources have been preferenced because the use of 

absolute dating methods is problematic since all the artifacts analyzed are made of non-

organic materials. One of the alternatives could be comparting results with other 
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sculptures made of wood in which we can use radiocarbon dating or dendrochronology 

(see Nicholson and Berger 1968), or maybe the analysis of inlays made of marine 

animals.  

As Michael Smith (1987:38) has pointed out, both archaeological and written 

sources should be examined carefully because the separate integrity of the two kinds of 

data is not maintained. The general construction of archaeological data that is used for 

correlation are too gross to enable fair comparison with the ethnohistorical texts (Smith 

1987:38). Instead, Smith calls for both records to be analyzed independently with 

separate conclusions before correlation is attempted. Furthermore, when the two records 

are compared, one should not confuse any resulting composite models with the 

independent primary data set. Finally, it is important to keep in mind that historical 

sources emerged under a colonialist movement, with specific agendas and intentions. 

They were created within existing power structures to inform people of high status and 

education, and often consulted males exclusively to show, validate, and perpetuate a 

heteronormative world.  

Despite their undoubted usefulness and weakness, the historical sources derived 

from the conquest are hidden one necessary component for this dissertation, that is the 

rapid social and cultural change that left a material footprint on the stone sculpture. The 

employment of these sources shows a general view of what happened, sometimes 

presenting contradictory perspectives, other are depicting a glancing notion about the 

production, under what specific king and period were made important monuments, 

besides their uses and functions (Aguilera 1977). Here, I have followed Smith’s 
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suggestions and analyzed the complete corpus of stone material before consulting the 

historical sources. In the following pages, I present a proposal of how to organize the 

overwhelming sculptural pieces of evidence chronologically in a logical way. 

Pursuing a new understanding, or the issue of order. Currently, I have analyzed 

over 2,000 complete or fragmented pieces, integrating information from 80 institutions 

worldwide such as museums in Europe, Mexico, United States, and the Henry B. 

Nicholson Slide Archive2 and it is only a portion of the total pieces displayed at the time 

of the conquest. I also included information from previous scientific works that are 

recognized as the most quoted in the current discussions for this subject. 

Among the problems that arise in the attempt to order stone sculptures 

chronologically is how the intellectual tradition has dealt with it, particularly the Aztec 

Style concept as an analytical framework (as mentioned above).  The other issue is 

methodological since the corpus has not been recorded in a standardized format. This is 

essential for systematically reconstructing the sequence of production and understanding 

changes and transformations of style through time. 

This lack of an accurate chronological sequence is the outcome of several factors. 

First, it is due to the fragmentation of our knowledge, since many of these stone 

sculptures are placed in various institutions all over the world. Only 50% of the pieces in 

the Aztec Stone Sculpture of the Basin of Mexico database project have been published 

or are on display. Second, the intellectual tradition has used the same group of high-

																																																													
2 I am thankful to James Brady for the access to this archive, as well as Claudia Camacho, and Jeremy 
Coltman.  



	 55 

quality monumental pieces, usually complete sculptures that are marked by their 

outstanding aesthetic qualities, to make interpretations. This focus masks the diversity of 

pieces present in the archive and perpetuates the same opinions about the subject over 

and over again. At the same time, these practices exclude small figures, underestimates 

reliefs, and promotes a complete disdain to include fragmented material. Third, 

frequently the artifacts are placed in storerooms or behind the showcases in museums, 

making them inaccessible and because of their impressive size, it is difficult to move 

them and observe all the carved faces, which loses relevant information. The final factor 

is the overwhelming quantity of sculptural material. The Spanish conquest and 

colonization movement resulted in the systematic destruction of any objects associated 

with the beliefs and customs of the native peoples and any new depictions of these old 

deities was prohibited by penalty of death. Thus, the materials in this study represent only 

a sample of material that was not destroyed during the early years of the colonial period. 

Moreover, archaeological exploration within the Basin is limited because over the 

remains of these pre-Hispanic city-states now exists an urban palimpsest of colonial, 

republican, and post-modern buildings, with almost 22 million current inhabitants.  

In the ongoing dialogue, there are voices from diverse fields, including art 

historians, anthropologists, archaeologists, architects, and historians, selecting certain 

features to be diagnostic and aid in sorting these objects, but the choices are not always 

the same and each method comes with different epistemologies. This research is another 

attempt to add another layer to the web of meanings that construct our knowledge of 

Aztec stone monuments. 
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Change in Tenochtitlan: one archaeological sequence and moment, and its 

models. This work shows social change as a product of the rise of the Aztec Empire as it 

is presented on stone material, but first it is important to establish the series or the 

sequences of Aztec stone sculptures in the Basin of Mexico in which it occurred. Here I 

will use examples from the Main Precinct and the quarters of Tenochtitlan, or campan, as 

an example to develop a master chronological sequence.   

Proposed by John Rowe in 1962 there are two useful categories for creating a 

sequence: 1) stages and 2) periods.  

1) Cultural units are assigned to the same stage because they share one or more 

features which have been selected as diagnostic for that stage and lack other features 

which are considered diagnostic of others. What distinguishes it from other classificatory 

units based on similarity is the fact that stages are supposed to follow one another in a 

fixed order. There are two kinds of stages which can be used to relate local 

archaeological sequences to one another, simple and complex. Simple are those defined 

based on the presence or absence of a single feature (Rowe 1962:40). Complex stages are 

determined by several different features which are supposed to occur together (Rowe 

1962:41). 

In this stage category, to localize the moment of change the archaeological record 

of Tenochtitlan is examined. A feature used to define changes are size or monumentality, 

so this observation is used as the basis for defining two stages, a non-monumental and a 

monumental one. Monumental refers to larger artistic productions usually intended for 

public display (Nicholson 1971a:92). A complex stage may be represented by the 
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evidence of monumentality, which is also shared with more complicated iconographic 

scenes, a substantial increase of production, a broad spatial distribution over the Basin of 

Mexico, the creation of new political discourses and forms (Nicholson 1971a:115). 

Therefore, one can use all six of these features as criteria to propose a single cultural 

stage. This would define one unit, in this case Tenochtitlan, which could be used to 

explain the rest of the material within the area (from the 18 city-states) where we lack 

archaeological context information.  

In this line of thought, Patterson pointed out that “the correlations established 

between units which are assigned to the same stage of development are homotaxial 

because they are based on the similarity of diagnostic criteria in the units” (Patterson 

1963). Homotaxial correlations are applicable when one undertakes the comparative 

study of some phenomenon, which occurs in different local units, as it seems happened 

for making sculptures in the city-states of the Basin of Mexico. What the material 

evidence suggests, is that Tenochtitlan was a major production center, but not the only 

one. It has been proposed that the Aztec style was entering a new phase just before the 

preeminence of the island, not to mention that it was present in other human settlements 

(López Luján and Fauvet-Berthelot 2005; Nicholson 1971a; Pasztory 1983), however, as 

it will show, after AD 1440 Tenochtitlan was by far the most prolific city creating 

sculptures, though at this point we do not know in what degree or form. 

2) The second category in Rowe’s work – periods – states that any archaeological 

cultural unit, such as stone monuments present in Tenochtitlan, should be assigned to the 

same period if there is some reason for regarding them as contemporary, that is, 
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originating, existing, or happening during the same time span, regardless of how different 

they may be from one another. This is vital to define the arrangement in which objects 

occurred to provide information about how sculptures changed from one stratum to the 

next in archaeological contexts (cf. Patterson 1963: 23).  

Drawing on Rowe’s categories, I developed the grouping methodological 

framework, which is a way to understand stone sculptures and organize them by their 

relationships with other artifacts of the same kind (including but not limited to material, 

style, stage, period, form, and iconography). Each grouping is a product of a set of similar 

forms with each one containing groups of individuals (completed or fragmented). It is 

defined by its links (for example by iconography) with other sets of different or similar 

forms. Under this approach, every individual sculpture is the result of daily practices, of 

social interaction between people, the landscape, and non-humans. The repetition of such 

activities over time is encapsulated on stone as part of a collective memory. For better 

results, these constellations must also be cross-dated with stratigraphic sequences to 

know their relative chronological position. To express the contemporaneity of units over 

a large area Rowe (1962: 48-50) suggests that the most detailed local sequence of periods 

can be used as a master sequence for the entire region and that other units and sequences 

are related to it based on contemporaneity. 

Previous archaeological research has speculated that cultural change did take 

place through a series of uniform stages throughout the Basin in the Early and Late 

Postclassic periods (López Luján and Fauvet-Berthelot 2005; Nicholson 1971a; Pasztory 

1983). This discussion is presented in an abstract and general sense and resembling 
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arguments of central place theory (see Smith and Heath-Smith 1980 for a debate on of 

waves of influence model).  

Therefore, to show the change that occurs in stone sculpture over time it is 

necessary to establish a single local sequence that provides us with the outline of cultural 

development for the area as a totality and that organizes all possible data available, not 

just complete or magnificent examples of stone monuments. This local sequence then 

becomes the master sequence from which all other relative dates in the area are derived. 

In the Basin of Mexico there are few examples with that potential to consider, Tenayuca, 

Tlatelolco or Tenochtitlan are the most immediate prospects, principally because they 

were systematically excavated, employing archaeological techniques, however, only the 

imperial capital has enough artifacts to establish an accurate sequence for the entire 

Basin, including an outstanding number of stone monuments.  

The Templo Mayor sculptures. From February of 1978 till the last part of 1982 an 

interdisciplinary team under the Proyecto Templo Mayor (PTM) excavated the remains 

of the Great Temple and a part of the Main Precinct of Tenochtitlan, currently located in 

downtown Mexico City. One of the characteristics of the architecture of these remains is 

the superimposition of seven total structures over time (López Luján 1993; Matos 1981; 

Quezada Ramírez 2016). This means that the earlier building was covered by another 

more recent construction, in a fixed order, and in a relationship of contemporaneity. So, 

we can express that the construction found at the bottom of an undisturbed pile of strata is 

older than the ones above it (Patterson 1963). In practically each one of these consecutive 



	 60 

structures, they found stone monuments among other materials for a period of almost two 

hundred years.  

Originally, the architect Ignacio Marquina, used colonial documents to try and 

create an order to the sub-structures by periods and assigned each one of them to one 

ruler of the city, calling them epochs (Marquina 1960). Years after, during the 

excavations of the Templo Mayor Project, Eduardo Matos Moctezuma, the archaeologist 

leading the excavation team, echoed Marquina’s  idea but added to the proposal the 

calendric date slabs attached to the building that were discovered and called them phases 

(Matos 1981). These arguments have since been used to date the rest of the 

archaeological contexts in and around the Templo Mayor. Recently new adjustments 

have been proposed, but without any substantial changes to chronology (Graulich 1987; 

López Austin and López Luján 2009; Quezada Ramírez 2016; Umberger 1987a).  

Synchronic correlation, or cross-dating, involves assigning units to the same 

period because they are contemporaneous. Under this perspective it is necessary to know 

at least one unit to compare, by similarities or differences, that will show more statements 

about cultural change and their relationships. Cross-dating cultural units are often 

accomplished by referring them to absolute dates, which are expressed regarding some 

calendrical system (Patterson 1963). As was explained, social formations in the late 

Postclassic have a system of time measurement that were depicted on several stone 

monuments, which that have been correlated to the Christian calendar (Caso 1967a; 

Umberger 1981) and the corpus of historical sources. Frequently cultural units are cross-

dated based on the typological similarity of their contents. If the same types are 
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associated with one another repeatedly in different cultural units, then the units can be 

assigned to the same period (Patterson 1963; Umberger 1996). There are some forms 

present on stone sculptures that only appeared among the Aztec empire, though they are 

widespread in the Basin, and were accompanied by specific iconographic designs. 

Moreover, outside Tenochtitlan, other city-states that are not excavated under similar 

archaeological standards. However, the evidence indicates that are contemporaneous to 

Mexica monuments from certain periods (Canto and Garza 1991; Solís 1981; Umberger 

1996, 2007; Umberger and Hernández Faham 2017).   

One of the leading voices of last century, H.B. Nicholson used how sculptures 

were made and similarities as diagnostic categories for the study of styles over time 

(Nicholson 1971a), yet this study was written before new information was discovered 

during the archaeological explorations of the Templo Mayor. In this sense, previous 

analysis on stone sculpture has proposed an understanding based on similarities rather 

than periods or a partial combination of both categories, including only a limited number 

of the known corpus, usually just complete pieces, and not including fragmented 

materials present in storerooms. In 1981, Emily Umberger proposed to correlate Aztec 

sculptures with historical documents from Post-Conquest time through the use of stylistic 

similarities, but this also did not include material from archaeological contexts 

(Umberger 1981). One of the results of her study was the establishment of a chronology 

for sculptures in the late Metropolitan style based on style and the popularity of certain 

glyphs at a different time; however, this useful work unfortunately remains unpublished.  
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Two years later Esther Pasztory, Umberger’s advisor, proposed a historical 

sequence centered on monuments bearing the name of the rulers. She used a few dates 

whose meaning is particularly evident in historical information and rare archaeological 

pieces to identify four stages of development (Pasztory 1983).  

In the early 1990s, Eduardo Matos Moctezuma wrote a brief model for Mexica 

sculpture evolution, using as reference the different phases present on the Templo Mayor 

and suggested two stages of change: an early stage and the expansionist stage. This 

model uses archaeological evidence, historical sources including autochthonous calendric 

dates, and stylistic similarities to construct a model of change (Matos Moctezuma 1992a). 

But as with the previous works, the sample he draws on is only a part of corpus recovered 

from the Templo Mayor and the surrounding area and does not include fragmented 

material from the excavations.  

In the following pages, I present a sequence from the Templo Mayor of 

Tenochtitlan including the rest of the Main Precinct. I will use both cultural similarity 

and unities of contemporaneity to establish categories, but will put a strong emphasis in 

the organization first by contemporaneity, when the archaeological context is known, 

other times when we lack it will be using the similarities or the combination of both. The 

logic followed in the exposition is by the forms in time, as they appeared in the Huey 

Teocalli, the Main Precinct, and the campan, parcialidades or the four neighborhoods of 

the city.  
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Chapter 4. The sculptures of Tenochtitlan: the master sequence. Pre-Imperial Stage (ca. 

1300-1430) 

 Pre-Imperial Stage, Phase I: The sculptures under the reigns of Acamapichtli, 

Huitzilhuitl, and Chimalpopoca (1375-1427) 

The first example in the master sequence is a rain god, Tlaloc, excavated under controlled 

circumstances and dated to around 1375-1395 AD, which corresponds with the ruler 

Acamapichtli (Matos 1999) (figure 4.0). The materials used show a preference that will 

be definitive for the future of Mexica sculptures: basalts and andesites. Its manufacture is 

rough, lacking sculpted details, and instead was covered with a fine layer of stucco and 

paint in portable format (figure 4.1).1 The importance of this piece lies in its uniqueness 

since it is the oldest sculpture found under archaeological conditions and the fact that we 

know its relative chronology, which will serve as the point of departure for this analysis.  

Phase II 

During Phase II (1396-1427) under Huitzilihuitl and Chimalpopoca rules, there 

are 28 examples, but only two in a large format, and most of them are reliefs. This phase 

also contains calendric dates (figure 4.2). Of the 26 reliefs attached to the Templo Mayor, 

I can divide them into five sub-categories: calendric dates, chalchihuitl (jade disks), 

flowers, spirals, geometrical forms, and yacametztli (a lunar nose piece). These plaques 

are distributed over the four façades, throughout the temple's body and its staircase 

(López Austin and López Luján 2009:350-258). One of the main problems, as I said, to 

interpret these calendric dates is the multiplicity of meanings, with ambiguous 

																																																													
1 AZSSBMP0001. 



	 64 

interpretations since they can refer to mythical or historical events (or a combination of 

both), but they could also be the name of several different deities, or simply indicate days 

or years. In their form and content, the set resembles the Main Temples of Tenayuca 

(Palacios 2010 [1935]), and Tlatelolco. 

The set of plaques that I will discuss have been the focus of an intense discussion 

since their discovery. One group of scholars interpret them with a strong emphasis on 

mythological, ritual, and in lesser degree, historical significance. Another group of 

scholars think that they should be understood as commemorative of roughly 

contemporary events, that can be seen metaphorically in terms of the birth of 

Huitzilopochtli and the triumph of the sun over forces of darkness (Graulich 1987; López 

Austin and López Luján 2009; Matos 1981; Umberger 1987a), but always using the solar 

and dualistic model.  

The first two slabs are on the west façade, on the last step of the staircase, forming 

part of the shrine of Huitzilopochtli (Figure 4.3). The carvings are crude, of low depth, 

with minimal detail, and covered with stucco, though without colors. On it is depicted the 

date 1 House, but it is hard to interpret since it was damaged.2 One of the first drawings 

of this slab were published by Umberger (1987a:419) and a later reproduction portrays it 

as incomplete, with only one numeral, indeed if one looks closely it is possible to observe 

that there is space for one or maybe two more numerals, but the slab is broken, so it is 

difficult to relate this date to any Christian year, a deity name, or even a day. The second 

																																																													
2 AZSSBMP1509. 
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piece was placed beside the first, with the second date, 2 Rabbit.3 As the previous 

example, it is broken on one of its corners and it could have had more numerals; 

however, it has been interpreted as a reference to the historical year, 1390, under 

Acamapichtli’s reign (Matos 1981:19; Umberger 1987a:416). Both plaques have a square 

frame, which suggest years. Beside the previous pieces, are another two quadrangles, 

without any iconographic design, and covered with a layer of stucco (figure 4.4).4  

Just below, on the antepenultimate step of the same staircase, a human head made 

of a dense basalt was placed and embedded in the building using stucco plaster (figure 

4.5). The figure does not have attire, its eyes are closed indicating that it is dead, and the 

hair line is marked. Eduardo Matos interpreted it as one of the Huitzilopochtli’s brothers, 

participating in a mythological passage, but the lack of insignias make it hard to affirm or 

deny this claim (Matos Moctezuma 1997c). This is the first example of human heads 

inserted in public architecture in Tenochtitlan, that later will be expanded to other forms, 

including animals (López Luján 2006; Matadamas, et al. 2016; Pascal 2012). 

On the south façade, there are over 12 reliefs, among them the date 1 Dog,5 and 

two very odd 2 Reed plaques,6 that seem to be an archaic form of the reed symbol (Figure 

4.6). The first plaque has been interpreted as one of the calendric names of the fire god 

Xiuhtecuhtli (López Austin and López Luján 2009:351) and Xipe Totec (Our Lord the 

Flayed One) as it appears in Historia General de las Cosas de Nueva España and Codex 

Borbonicus (Caso 1967b:194), two historical accounts intimately related to Tenochtitlan. 

																																																													
3 AZSSBMP1516. 
4 AZSSBMP1538 and AZSSBMP1540. 
5 AZSSBMP0003. 
6 AZSSBMP1779 and AZSSBMP1789. 
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The dog figure is a rare version of the glyph, not just because it is odd to find 

representations of the entire canine body, since late versions of it only displayed the head, 

and second because it also can be a rabbit, but the rodent almost always is represented 

with two big incisors, which are absent here. The style is divergent from the codices 

traditionally related to the Tenochtitlan sphere (i.e. Borbonicus, Tira de la Peregrinación, 

or Codex Mendoza) and more closely related to the Borgia Group such as the Codex 

Cospi (1994:7). It is symptomatic of the strong influence of the Mixteca-Puebla 

(International) style in the Basin of Mexico, since at this time Tenochtitlan did not have 

its own signature of sculpture, and was instead part of a wider iconographic tradition 

(Nicholson 1971a). 

The other two dates, are the same combination of 2 Reed, but only one has a 

square frame (Figure 4.7).7 According to Alfonso Caso’s analysis, these plaques may 

correspond to 1403. Several historical sources indicate that this date corresponds with a 

New Fire ceremony (Codex Mendoza 1992:3v; Codex Telleriano-Remensis 1995:29v; 

Tira de Tepechpan 1978:7). In the mythological aspect, this was one of the names of 

Tezcatlipoca as Omacatl, which was derived from his birthdate, and another 

interpretation is Xipe’s name (Caso 1967b:195-196).8 2 Reed was one of the most 

represented calendar combinations in Mexica sculpture,9 and as we will see it was the 

																																																													
7 AZSSBMP1789. 
8 See AZSSBMP1750 and AZSSBMP1780. 
9 AZSSBMP0004, AZSSBMP0010, AZSSBMP0159, and AZSSBMP00860, AZSSBMP1503, 
AZSSBMP1511, AZSSBMP1515, AZSSBMP1526, AZSSBMP1750, and AZSSBMP1780. There is 
another in Cerro del Tenayo, near Tenayuca, Nicholson archive: NHA192. 
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date for the most important ceremony in the Basin of Mexico celebrated at the end of the 

52 year cycle. 

In the same façade, but on different bodies of the pyramid are spread ten 

chalchihuitl disks (Figure 4.8).10 This glyph has multiple meanings, jade, centrality as 

part of the axis mundi, water, rain, rulership, and fertility among many others (Thouvenot 

1982:231-238). These are sharing space with one spiral,11 that can represent water 

streams, channels, rivers, or springs, using as analogy their presence in the offerings in 

the Templo Mayor (López Luján 1993:260), depictions in Central Mexico codices 

(Historia tolteca-chichimeca 1976:16v; Lienzo de Tlaxcala 1983:17, 18; Tonalámatl de 

Aubin 1981:5, 7) and other Mexica sculptures.12 There is another spiral but in the east 

façade, on Tlaloc’ side.13  

Continuing on this side of the pyramid there are two reliefs carved in the form of 

a crescent moon, yacametztli, which the indigenous population believed was a vessel for 

pulque, or.14 The topic of this beverage and the symbol have been the target of several 

general studies and particular ones of materials from the Templo Mayor. They assert that 

its origin was in the Huastec and it represents an intimate relationship with agriculture. 

The beings that wore it were fused with the tlaloque and the enemies of Huitzilopochtli 

(Gonçalves de Lima 1956:73-79; González López 2015:184-188; González Torres 

1975:94-95; Graulich 1999:155; Matadamas 2015; Nicholson 1971b:420; 1991:172; 

																																																													
10 AZSSBMP1778, AZSSBMP1781, AZSSBMP1782, AZSSBMP1783, AZSSBMP1785, and 
AZSSBMP1788. 
11 AZSSBMP1784. 
12 AZSSBMP1565, AZSSBMP1566, and AZSSBMP1567. 
13 AZSSBMP1769. 
14 AZSSBMP1786 and AZSSBMP1787. 
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Taube 1993; Velázquez Castro 2000). I will explain these ideas in more detail when 

analyzing the group of anthropomorphic sculptures found in Phase III. 

On the north façade of Tlaloc’s side of the temple, seven chalchihuitl,15 were 

placed, the case of AZSSBMP1771 resembles a flower (Figure 4.8b and g). The last 

example of this group is a circular mirror, maybe representing pyrite or turquoise. The 

presence of this devise in the Templo Mayor suggest more questions about its use, as 

Taube pointed out for Teotihuacan, mirrors may not simply symbolize one object but 

were identified with a range of things, such as eyes, faces, flowers, butterflies, divination, 

hearths, pools of water, webs, woven shields, the sun, caves, and the world (Taube 

1992a:198; 2016).16 On the north, east, and south façades are attached more reliefs, such 

as spirals, and nose pieces in for of crescent moon, also known in Nahuatl as yacametztli 

(figure 4.9d). 

Placed on top of the Templo Mayor, in front of the Tlaloc shrine, is a well-known 

figure of Chacmool (figure 4.10).17 It is a human stone figure in a large format, placed 

over a low platform decorated with chalchihuitl, red, and blue. According to López 

Austin and López Luján its use was variable, as altar, table (tlamanalco), vessel 

(cuauhxicalli), or sacrificial stone (techcatl) (López Austin and López Luján 2001). As 

these authors argued, Chacmool sculptures have a long history in Mesoamerica, and may 

																																																													
15 AZSSBMP1770, AZSSBMP1771, AZSSBMP1772, AZSSBMP1773, AZSSBMP1774, AZSSBMP1775, 
and AZSSBMP1777 

16 Another mirror AZSSBMP0219 made of stone, were found in front of the Templo Mayor, reaffirming 
the importance of these object in this space through years.  

17 AZSSBMP1541. 
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represent multiple different identities. This Mexica version, covered with polychrome 

(López Luján, et al. 2005), has been identified as one of the tlaloque, due to its similarity 

with the figures present in the Codex Borbonicus among others or as an intermediary 

with the deities (Matos Moctezuma 1980b:114). Another important feature of the 

Chacmool from Tenochtitlan is that it is holding a kind of vessel, or altar stone, over the 

stomach. Offering 94 was found beneath the piece and it consisted in 52 obsidian knifes 

and 41 greenstone beads (López Luján 1993:406). This sculpture has chia seed markings 

on his cheeks, like the Aztec portrayals of Tlaloc. 

The conservator of the piece María Luisa Franco pointed out the abundant 

presence of tar, especially on the nose (Franco 1982:322), a treatment that we will see on 

sculptures from the next phase. In this archive and recent scientific literature, there are 

more examples of these type of sculptures, varying in quality.18 In particular, these 

sculptures have been found in other city-states in the Basin of Mexico during the 

Postclassic period, such as Mixquic, Iztapalapa, Culhuacan, Tlatelolco, as well as 

Tenochtitlan (Cuéllar 1981; López Luján, et al. 2014; López Luján and Urcid 2002; 

Séjourné 1970:43). The widespread distribution of the Chacmool form within this area 

may indicate an uninterrupted production, or survival, of these types of sculptures, since 

one of the main production centers at Tula before the preeminence of Tenochtitlan and 

not a merely imitation of Toltec models. If this is true, it could represent part of the set of 

sculptures that belong to the so-called pre-Mexica stage. On the other hand, the 

																																																													
18 AZSSBMP0001, AZSSBMP0590, AZSSBMP0600, AZSSBMP0798, AZSSBMP0929, AZSSBMP1565, 
AZSSBMP1566, AZSSBMP1567, AZSSBMP1605, AZSSBMP1633, and AZSSBMP1923. 
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archaeological information suggests that this social formation created revivals, taking as 

models ancient cities, that triggered the creativity in the Tenochtitlan workshops.  

Placed on top of the Templo Mayor, in front of the Huitzolopochtli’ shrine, is a 

large format sacrificial stone, techcatl a polyhedron made of black basalt. It does not 

present any iconographic motif (figure 4.11). Underneath was deposited the Offering 38, 

a group of five flint knifes and bird bones (López Luján 1993:426-427). 

Early Imperial Stage, Phase III: The sculptures under the reign of Itzcoatl (1428-1440)  

In the Phase III associated with tlatoani Itzcoatl, we have 38 examples (figure 

4.12), some in large format and intended for public display, including for first time the 

manufacture of a stone box with lid, tepetlacalli. All of these are associated with three 

calendric dates, but only one could be related to historical events in this period. Most 

importantly, the historical sources mention the independence event of Tenochtitlan from 

Azcapotzalco.  

Pulque and rain deities grouping. Among the most relevant discoveries of 1978 

was a group of 11 anthropomorphic sculptures in a large format, presumably for public 

displaying, reclining on the Templo Mayor stairways (figure 4.13), eight of which were 

on the side of Huitzilopochtli and three on Tlaloc’s side (Hernández Pons 1982). The 

similarities of the sculptures suggest that they may have come from the same workshop. 

This was not their original place and according to Matos Moctezuma it is possible that 

they were originally spread around the pyramid (Matos Moctezuma 1980b). This 

behavior of displacement was part of a termination ritual when the pyramid was re-built 

to construct Phase IV. 
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Hernández Pons (1982) identified them as pulque deities. A few years later, 

Matos Moctezuma added the possibility that they represented the brothers and enemies of 

Huitzilopochtli, the centzonhuitznahuah, representing a mythical passage in the hill of 

Coatepec (Matos Moctezuma 1980b). Recently this idea has been confirmed by López 

Austin and López Luján, who believe that instead of being bearers for banners, the holes 

presented on the pieces were to insert axes and that some of them were modified to 

impersonate tlaloque (López Austin and López Luján 2009:364-365). Finally, 

Matadamas (2015: 314) employing a microscopic analysis reconstructed the polychrome 

and inferred the meaning of the images . Practically all pieces from this set have tar on 

the face as part of a termination ritual and closure.19  

This set shares some stylistic and iconographic features, as well as the fact that 

they were all made of pink andesite and darks basalt. Nine pieces have a quadrangular 

pedestal, and stand firmly on both legs. The main variation between them is with the 

arms, some crossing both over the chest (figure 4.14),20 and others with the right arm up 

and the left arm resting on the side (figure 4.15). The other two are composed of two 

parts, one of which is a cylinder, depicting a snake with marks of water, and ending on a 

human head (figure 4.16). The human figures wear only a loincloth, maxtlatl. Most of 

them are using a xiuhuitzolli combined with a paper amacuexpalli, as a headdress, have 

paper earpieces, amanacochtli, a lunar crescent nosepiece, yacametztli, and a hole in the 

chest with diverse artifacts made of greenstone beads, obsidian, and copper artifacts as 

																																																													
19  For more information about these rituals for their death see Sahagún (1950-1982:III:47). 
20 AZSSBMP1491, AZSSBMP1494, and AZSSBMP1499. 
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heart (Hernández Pons 1982). The combination of colors that this group resembles what 

is present on Tlaloc, the tlaloque, and the legion of pulque deites in some codices of 

Central Mexico such as Borbonicus, Tudela, and Magliabechiano. 

More examples of anthropomorphic figures that share the same composition and 

stylistic similarities exist and they are probably from the same stage (figure 4.17), but 

reported from other areas of Tenochtitlan (García Granados 1940).21 These include some 

fragments and pieces from Azcapotzalco (Solís 1976:7), Tenayuca (Díaz 2008), 

Coatlinchan, and another three in the Frida Kahlo Museum and Anahuacalli Museum in 

Mexico City. There are two more examples from Veracruz, but these are in the imperial 

style (Hamy 1887:87, 88; Solís 1981:106, 107). 

The other two pieces, placed on Tlaloc’s side, were carved snakes, and their 

bodies were covered with chalchihuitl disks - a form to designate rain and water 

streams.22 From the mouth of the animal, on AZSSBMP1548, a face emerges of Tlaloc 

made of stucco, which represents a very rare composition, at least in Mexica art. The 

second piece, AZSSBMP0137, is a human head, painted as Tlaloc and wearing a 

xiuhuitzolli, which is also an odd combination. In Aztec sculpture, it is common to see the 

integration of a snake with deities and humans emerging from the mouth. The 

composition is what makes these two examples unique (see Eggebrech 1986 plate 163).23 

In the Teotihuacan murals at Techinantitla, there is a feathered serpent with Tlaloc in its 

mouth (Taube 2001a:110), but this dates to the Early Classic period. 

																																																													
21 AZSSBMP0875, AZSSBMP0889, AZSSBMP1077, AZSSBMP1175, AZSSBMP1321, AZSSBMP1911, 
AZSSBMP1927, and AZSSBMP1928. 
22 See some examples of this snake at AZSSBMP0026, AZSSBMP1234, and AZSSBMP1428. 
23 Another sculpture of this kind is AZSSBMP0240.  
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Tepetlacalli Offering 29. On the south side of Huitzilopochtli Temple a stone box 

with a lid (figure 4.18), tepetlacalli was deposited without any iconographic design 

(Batres 1902; Gussinyer 1970a; Gutiérrez Solana 1983; López Luján and Santos 2012; 

Nicholson and Quiñones Keber 1983:64-66; Peñafiel 1990; Seler 1992b). Unfortunately, 

it was disturbed and almost all the artifacts belonging to Offering 29 were looted. The 

only pieces left were a carved bone bloodletting device depicting the reed symbol, a 

golden eagle skull, ashes and green stone beads (Aguirre Molina 2002:95-96). 

Reliefs on the facades. Like the previous stage, I recorded 26 reliefs attached to 

the Templo Mayor façades, which confirms that the iconographic program was 

reproduced through time. The south façade contained the most number of plaques with 12 

reliefs, and two of them are calendric dates: 1 Dog and 10 Rabbit (figure 4.19). The first 

has more details than AZSSBMP0003, even though it is the same combination from the 

previous stage. It does not display the entire body of the dog, but its head with whiskers 

and a long tongue, as it is depicted in the colonial codices (see Codex Telleriano-

Remensis 1995:8v; Codex Magliabechiano 1996:12v, Codex Mendoza 1992:32v). This 

slab also refers to another name of the fire god, Xiuhtecutli (Caso 1967b:194) and is the 

beginning of the 14th trecena, dedicated to Xipe (Codex Borbonicus 1991:14). The 

second date, 10 Rabbit, was made on a black basalt slab, and in the Alfonso Caso 

correlation there is not a clear mention to any deity’s appellative. In the tonalpohualli, 
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however, it is the tenth day in the 19th trecena, that began with 1 Eagle (which was the 

name of one of the cihuateteo) (Sahagún 2000:408).24  

Another plaque shows a triangle, but it is not possible to identify it with any of the 

Aztec repertoire forms (figure 4.20).25 As in Phase II, this façade present a spiral (figure 

4.21), and an image identified as xonecuilli (figure 4.22), a cloud that brings wind and 

rain (López Austin and López Luján 2009:289; Taube 2001a:110) (figure 4.23). 

However, others seem to suggest that it is an epcololli, one of Quetzalcoatl’s attires 

(figure 4.24). The corpus also includes two pots (figure 4.25), which likely are pulque 

vessels, as they appear in various codices (Codex Mendoza 1992:71r; Codex Borbonicus 

1991:11; Sahagún 1950-1982:I:fol. 40r), but without the yacametztli. As recent 

researches have shown, the Templo Mayor has abundant symbols of this alcoholic 

beverage and its gods, that are at the same time siblings and enemies of Huitzilopochtli 

(Matadamas 2015). More abstract reliefs are attached to the walls of this part of the 

pyramid that previously have been taken as a temple stairway (López Austin and López 

Luján 2009:353).26 

There are more reliefs repeated in phases II and III, such as the crescent nosepiece 

yacametztli, one of the diagnostic attires of the enemies of Huitzilopochtli (and the 

factions leading the city of Tenochtitlan).27 Others include a jade bead, chalchihuitl disks, 

and a lizard (figure 4.26).  

																																																													
24 See some examples of these beings on AZSSBMP0272, AZSSBMP0273, AZSSBMP0281, and 
AZSSBMP0282. See the cihuateteo grouping. 
25 One of the closest images is in Primeros memoriales (1993:289-290r) showing an acatl symbol that 
resemble this figure, but it is not a sure identification. 
26 AZSSBMP1757. 
27 AZSSBMP1754. 
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Moving forward along the east façade, there are more calendric plaques, the first 

of which is 1 Rabbit (figure 4.27). It is not a year, because it is out of range, does not 

have the frame to designate years and the closest year was 1402, and so it seems instead 

that it is a reference to when the Earth was created (Caso 1967b:193; 1971). In several 

codices (Codex Telleriano-Remensis 1995:23v; Codex Borbonicus 1991:20; Codex 

Vaticanus B 1993:68) it was part of the 20th trecena of the tonalpohualli, with the patrons 

being Xiuhtecuhtli, Xipe, and sometime Iztapaltotec (Stone Slab our Lord). This date is 

one of the most recurrent in Mexica art, on both volcanic and metamorphic stones.28 Its 

context in the Templo Mayor indicates and reinforces connections with the pulque and 

fire cults. Just beside this plaque there is another one, with four chalchihuitl (numerals?) 

and a geometric figure, that may be a calendric date, but is not clear enough to confirm it 

(figure 4.28). 

What is clear is the relief 4 Reed is a historical reference to the year 1431, which 

was during Itzcoatl’s reign, and indicates the end of the Tepanec war, the formation of 

the Triple Alliance (figure 4.29), Nezahualcoyotl’s coronation, and was also the calendric 

name for Xiuhtecuhtli (Caso 1967a:196; 1971; López Austin and López Luján 2009:354-

356; Matos 1981:27; Umberger 1981:416-419). Beside its historical meaning, it has a 

symbolic allusion to fire, as Huitzilopochtli’s weapon, the cosmological and social 

																																																													
28 See more examples on AZSSBMP0002, AZSSBMP0010, AZSSBMP0990, AZSSBMO1501, 
AZSSBMO1529, AZSSBMP1542. The carvings of Acatzingo, Estado de México and Coatlan, Morelos, 
the pulque vessel, on imperial style, now in the British Museum (Baquedano 1984:84), attributed to Puebla 
area; the diorite Coyolxauhqui, the Mayahuel found in the Templo Mayor (López Austin 1979), Bilimek 
pulque vessel (Taube 1993), and the tzitzimitl found by Batres in Calle de las Escalerillas (Batres 1902 
Discovery of September 6), among others. 
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order.29 Moreover, it was the fourth day of the 14th trecena that began with 1 Dog, for 

which Xipe and Quetzalcoatl are the patrons (Codex Borbonicus 1991:14; Codex 

Vaticanus B 1993:62; Tonalámatl de Aubin 1981:14).  

On the same façade, another six chalchihuitl jade beads were placed, with five on 

Huitzilopochtli’s side and one on Tlaloc’s side, next to a spiral (figure 4.30). Finally, 

there is a nosepiece or yacametztli, one of the pulque deities’ insignia and the 

centzohuitznahuah (figure 4.31).  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

																																																													
29 See more examples on AZSSBMP0859, AZSSBMP1400, AZSSBMP1445, AZSSBMP1519, and a 
circular plaque in Museé du quai Branly (López Luján and Fauvet-Berthelot 2005:162-163). Specially, 
important for cosmic and social order is the tepetlacalli in the Field Museum, catalogue 1146619 (Gutiérrez 
Solana 1983:56-57; Holmes 1895:322-323). 
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Chapter 5. The sculptures of Tenochtitlan: The Master Sequence. Early Imperial Stage 

(1430-1481) 

Early Imperial Stage, Phase IV and IVa: The reign of Motecuhzoma Ilhuicamina 

(1440-1469) 

From this moment forward, the changes in stone sculpture are outstanding and 

correspond to the period of the reign of Motecuhzoma Ilhuicamina (hereafter 

Motecuhzoma I), identified as phases IV and IVa of the Templo Mayor (1440-1469).  

There is a substantial increase, more than 934 percent, in production, and this number 

may represent and underestimation of the due to constraints on archaeological 

explorations. This research has documented 327 total pieces, including complete and 

fragmented artifacts for this period (figure 5.1).  

Tlaloc jars from Offering 48. The first 11 pieces come from the northeast part of 

the Templo Mayor, on the platform of the Tlaloc side and were part of the Offering 48 

(López Luján 1993:192-205; Román Berrelleza 1991) (figures 5.2-5.11), but here I will 

show only ten of them. These examples are representing the so called Tlaloc jars, which 

are very common in Mesoamerica history, but under different names and materials. Made 

of basaltic black stone and covered with vivid colors, the stone grain has several 

imperfections covered with stucco. The objects do not appear to be utilitarian vessels, but 

they have a shallow gap on top, possibly to collect rain water. The top part shows a 

circular tap, a headdress of heron feathers, cord, and notched paper, aztatzontli. Also, 

they display pleated back adorn amacuexpalli, ear and earpieces made of paper, with a 

rain drop at the center. The face of the Rain God is shown as a mask, with little dots of 
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chia seeds (Salvia hispanica) on his cheek. Due to the high standardization of features in 

style and iconography, it is possible that they all come from the same workshop. The 

Offering 48 contained sea sand, green stone beads, circular shields covered with 

turquoise, obsidian blades, copal, and the skeletal remains of at least 42 children, who 

wer sacrificed and consecrated to Tlaloc and tlaloque as a response to a terrible drought 

(López Luján 2018; Román Berrelleza 1991).  

Reliefs in the south room of the Templo Mayor (figures 5.12–5.42). The next set 

of 62 reliefs have been found within different archaeological explorations, and consist of 

a series of human beings marching that are depicted as high status Toltecs. It can be 

described as files of warriors on banquette friezes, which are usually named in the studies 

as benches with cornices, showing feathered and cloud serpents, and attached to the inner 

walls of rooms. The set is depicted in an archaic Toltec fashion. The first reports of these 

reliefs in 1902 come from Eduard Seler who reports on these discoveries by Leopoldo 

Batres in the Calle de las Escalerillas (Seler 1992a:183-184). While the next exploration 

was in 1913 at the corner of Seminario and Guatemala streets, the archeologist in charge, 

Manuel Gamio, found 52 slabs and the interpretation of these was commissioned to 

Hermann Beyer (Beyer 1955). In fact, these works were discovered all over the platform, 

on the southwest area of the Templo Mayor dedicated to Huitzilopochtli in a room 

attached to the platform (figure 5.1). The group is today placed in the Mexica Hall of the 

National Museum of Anthropology (figure 5.12b). However, the Proyecto Templo Mayor 

found several slabs in the Templo Mayor, but their precise contexts are unknown (figures 

5.43 – 5.71). We know that there is another in the north area that serves as a counterpart 
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to the first one (about these rooms see López Austin and López Luján 2009:310-320). 

Another feature to highlight is that all the slabs systematically adopt a rectangular form of 

comparable size, contrary to the reliefs from previous phases, as if there suddenly 

appeared in Tenochtitlan a more organized political structure. 

The group from the southwest area represents Toltec rulers of high status (López 

Luján 2006:110-116) from the Mexica perspective, in a procession led by the god 

Tezcatlipoca. They are holding weapons (Beyer 1955) and covered with a rich 

polychrome in an very clear archaic style and some of them are speaking, maybe singing. 

The background of the scenes is completely red, where the militia is marching towards a 

zacatapayolli, the plaited grass ball into which the blood-stained maguey spines used for 

drawing a sacrificial blood were thrust. Guilhem Olivier demonstrated the link between 

the zacatapayolli and caves (Olivier 2006). This figure is the counterpart of what is 

present in the northwest room, which is the final point of the procession, where these 

humans are entering. The entire scene, as well as the iconographic depictions, have been 

described meticulously by several researchers as Toltec warriors (Beyer 1955; López 

Austin and López Luján 2009; López Luján 2006; Seler 1992a) and do not needs extra 

explanations. 

One of the more numerous arrangements are of the snakes that include 62 

examples of different kinds (figures 5.72–5.134). All of them were settled on top the 

blocks recently described, as part of the same scenes as a frieze. The main composition 

has a few variations, such as two smoot bands that frame the sequence of undulating 

serpents. The animals are sculpted combining naturalistic elements observed on reptiles 
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that are native to the Basin of Mexico (Herrera 2010 [1935]), and mythological creatures 

such as feathered serpents and cloud serpents. The little material evidence that survived 

indicates that they are rattle snakes, although they usually have a bundle of quetzal 

feathers on the back of the head and tails. There is only one example with scrolls on the 

body,1 which may represent a cloud serpent. The bunch of feathers displayed on the 

reptiles2 are similar to the Tenochca high status captain headdress Tlacochcalcatl in the 

Codex Mendoza (1992:67r; figure 5.72b). The snakes always follow the direction of the 

human beings. Finally, it should be highlighted the animals have a brilliant color, which 

deserves an entire work about the meaning of this treatment. 

For many years there have been diverse opinions about the meaning of these 

snakes. The original thinker was Eduard Seler more than a century ago, and to him the 

frieze represented the sky of Quetzalcoatl, because of the quetzal feathers attached to 

their bodies and it depicts an upper region since it is located at the top of the benches 

(Seler 1992a:144). Partially following this idea, Beyer expressed that it was a general 

representation of the sky, and moreover it is a diurnal one (Beyer 1955:17-18). While 

Acosta observed that many of these animals at Tula did have feathers and instead are 

covered with clouds, the combination of colors are variable, and they may refer to 

Mixcoatl (‘Cloud Serpent’) (Acosta 1957:134). Although López Austin and López Luján 

follow these arguments, they add that the friezes of snake are celestial bands with astral 

references and the cornices represent the sky in transit, from day to night, using a 

																																																													
1 AZSSBMP1432. 
2 see AZSSBMP0589, AZSSBMP1007, AZSSBMP1416, AZSSBMP1418, AZSSBMP1419, 
AZSSBMP1421, and AZSSBMP1422. 
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dualistic model (López Austin and López Luján 2009:318-319). Observing all the entire 

corpus of snakes, including the examples from Casa de las Águilas building, it seems that 

there is not a systematic alternation of serpents, as the succession of day and night. In 

examining the Flower World features among Classic Maya, Taube notes that the 

combination of celestial serpents and rain of flowers suggested a diurnal space (Taube 

2004a:79). The feathered serpent was a basic symbol of wind and the breath of life in 

Classic and Postclassic Central Mexico, as well as a supernatural vehicle, conduits, and 

road and a being of rain and water (Graulich 1992b; López Austin and López Luján 

2009:55-59; Taube 2001a; 2006:156).  

Reliefs in the north room of the Templo Mayor. Years later, in 1980, during the 

Proyecto Templo Mayor excavations, Eduardo Matos found another group of 48 slabs, 

excavating at the northwest part of the Templo Mayor, dedicated to Tlaloc. While some 

benches of this group were left in situ (López Austin and López Luján 2009:312) (figures 

5.139-149, 5.116-119), others are in the storeroom and Hall 4 of the Museo del Templo 

Mayor (figures 5.135-5.138, 5.150-161).3 First I am focusing on the group placed inside 

the museum then will be described the slabs that are in situ.  

Inside the museum are some sculptures that belong to the same set left in situ 

(figures 5.135-5.138, 5.150-161). I am placing these artifacts together because they share 

																																																													
3 Hall 4 is a section of the Museo del Templo Mayor thematically dedicated to Huitzilopochtli and warfare, 
and it displays among other objects terracotta sculptures of the god Mictlantecuhtli and effigies of human 
being attired as eagles. As a base for the previous sculptures, there are a series of three benches conformed 
by several slabs of basalt and friezes with undulling snakes and marching human beings representing Toltec 
ancestors. Even though these stone sculptures are from the Templo Mayor area, we do not know their exact 
archaeological position. The lines of humans and serpents are a partial reconstruction made for 
museographic purposes, which is evident when one looks carefully at the discontinuity on the sequence of 
placement. 
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several features, such as size of the blocks, type of stone, narrative, style, iconography, 

and the polychrome finishes. When mentioning the discoveries of the Templo Mayor’s 

platform, Eduardo Matos commented that they were excavated associated with a series of 

reliefs and showed a picture of one of the reliefs (figure 5.154), which is now in Hall 4 

(Matos Moctezuma 1982a:69-70). Moreover, the relief on figure 5.138 has a label 

indicating the discovery place, which coordinates with the exact area under examination 

(“Sección I, Cala S’, Cuadro 44, Capa III”). While the set has been briefly described as a 

set of warriors (López Austin and López Luján 2009:313), this is the first time that they 

are analyzed and presented together.  

I must clarify that while some of them are still in situ (figures 5.139-5.149), the 

rest are in the storeroom and in Hall 4 of the Museo del Templo Mayor, form part of at 

least three different benches, that may not belong to the same unit or form a continuous 

line. It is a mix of diverse slabs placed for years in a little storeroom in the archaeological 

area, but with the construction of the new museum, the authorities asked the archaeology 

assistants to build the museography arrangement in the Hall 4. Maximiliano Acevedo, the 

principal excavation officers for the first season, told me that some of these slabs were 

found in the fill within the explorations of Section I, the west façade of the Templo 

Mayor, and during several movements of materials some were left in that bodega, but 

later others were part of the permanent exhibition.4  

The set is consistent iconographically, for example they share the action of 

walking in procession, with two lines of humans striding in different directions. As a 

																																																													
4 Maximiliano Acevedo, personal communication November 2004. 
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consistency, there are four humans in procession, who wear almost the same attires, and 

the only way to differentiate them is by observing the combination of the color of their 

items and attires. The beings from the west part usually are not wearing the amacuexpalli, 

a pleated paper fan attached to the back, attire and in the south part, it is not evident the 

final point, which is usually marked with a zacatapayolli, a plaited grass ball into which 

blood-stained maguey spines are burning.  

The color of the rock block was deliberately selected: either red or black. As with 

the reliefs found by Gamio (1979), the group from the Tlaloc side are covered with 

abundant colors, with usually a blue background, ochre bodies and long black hair. For 

headdresses, they have a combination of four long undulating feathers, covered with the 

Maya blue color, a series of short straight black feathers, and a paper circular pleated 

rosette, which is also observed on Chicomecoatl, the corn deity. The north file shows 

individuals with the amacuexpalli, the pleated paper ornament worn on the back. The 

necklace is made of leather and complemented with green stone beads, and the round 

pectoral is an ochre gold breastplate, teocuitlatecomalli. The earpieces are rectangular 

with a pendant, known as amanacochtli. The humans are wearing xicolli, sleeveless 

jackets, loincloths, maxtlatl, and the same bracelets on arms and legs, as a reference to 

the cardinal points, and sandals. Moreover, all the individuals hold an undulating serpent, 

coatopilli, symbolizing thunder and water streams (Gutiérrez Solana 1987:30; Pasztory 

1974:27) and are painted either blue or red (indeed figure 5.142) has a snake head at the 

base of the staff). They also carry an incense pouch, copalxiquipilli, and a flowery rush 

oztopilli, a staff to which cuplike devises of bark paper are attached. In the Primeros 
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Memoriales it is sometimes presented as spotted with liquid rubber or they contain plants 

that are tipped with a paper streamer, also spotted with rubber (see Sahagún 1993:98 note 

24).  

As previously noted by Acosta at Tula (Acosta 1957:153) , only a few individuals 

have speech scrolls, possibly the leaders of the procession, which indicate speech, chants, 

or invocations. The landscape is surrounded by clouds of rain and rain drops of variable 

colors, some are blue or ochre, and in figure 5.157 there is a flower descending. The 

elements listed combined with the blue color of the background may indicate that the 

scene is symbolically placed on water, maybe within Tlalocan. In Mexica cosmology, 

this was conceived as Tlaloc’s paradise, placed in the eighth of thirteen levels of the 

heavens (Codex Vaticanus A 1996:44-45)  and the historical sources name it Ilhuicatl 

Xoxouhcan “Blue Heaven.” Those who drown or die from other aspects of water (floods 

or being struck by a lightning) went to Tlalocan and Tlaloc’s temple was designated also 

with the same name (Miller and Taube 1993:167). Sahagún describes the Tlalocan as a 

mythical place, a joyful realm, full of food: 

“And in Tlalocan there was great wealth, there was great riches. Never did one 
suffer. Never did the ears of green maize, the gourds, the squash blossoms, the heads of 
amaranth, the green chilis, the tomatoes, the green beans, the cempoalxochitl, fail. 

And there dwelt the Tlalocs [tlaloque], who were like the offering priests, those of 
the long hair; who were like the fire priests” (Sahagún 1950-1982:III:47). 
 

The beings sculpted on these blocks are the tlaloque as ancestors, but they also 

show insignias of Huixtocihuatl,5 the group of tepictoton, Chalchiuhtlicue, and 

																																																													
5 “Women (Goddess) of the Huixtotin.” She was the sister of the Tlaloque, sometimes overlapped 
iconographically with Chalchiuhtlicue, and goddess who presided over salt (Mateos Higuera 1993:162-
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Chicomecoatl (Codex Telleriano-Remensis 1995:1r; Codex Borbobicus 1991:5, 7, 25, 

29-32, 36; Codex Magliabechiano 1996:29r, 34r, 44r, 89r, 92r; Sahagún 1993:24-261v, 

264r). There are other artistic representations showing the same discourse, one of the 

most well known is a stone box in the British Museum,6 that display four tlaloque, 

descending from the sky, pouring water and corn, and surrounded by clouds and lighting 

(figure 5.162a).7 

If one looks at the direction in which the beings are arranged, it is noteworthy that 

one group seems to be walking from the east to the west, and another group seems to be 

coming from the south. This may insinuate that the humans are emerging from the east. 

Recently, Alejandra Aguirre (Aguirre Molina 2009:102-107) suggested that Chamber III, 

placed exactly in front of these reliefs, but outside the room, was conceived of as a cave 

and it is related to the same Phase IVa (López Luján 1993:332). It is important to 

remember that Tlalocan was considered the place of the ancestors (López Austin 

1994:193, 197) and the intention may have been to carve and place this set of reliefs to 

display a series of tlaloque, emerging from a cave as an act of rain propitiation. This was 

a very important discourse promoted by Tenochtitlan and will be discussed and 

developed in the conclusion of this dissertation. 

The next six sculptures very close in form, function and meaning, which suggests 

the possible existence of another bench, or simply that they belong to the aforementioned 

																																																													
168). One of the most complete description of her is in the Primeros Memoriales (1993:264r), but she is 
depicted in Codex Telleriano-remensis and Codex Magliabechiano. In the Codex Vaticanus A (1996:44-45) 
the fifth of the thirteen-celestial level is labeled as ylhuicatl huixtula (Ilhuicatl Huixtolan). Tecuilhuitontli 
was the festival dedicated to Huixtocihuatl (Graulich 199:373-378). 
6 AZSSBMP1531. 
7 See also figure 5.162b for a full-round version. 
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described pieces, although it is hard to affirm (figure 5.163–5.168). It is important to 

point out that, at present, their precise archaeological context is unknown, and they are 

currently exhibited in Hall 4 of the Museo del Templo Mayor.  

All the depicted beings are walking in the same direction and the background of 

the scenes are predominantly white, but some are blue with a few cloud glyphs. Most of 

the stone slabs are black, very porous, with a layer of stucco which were painted with 

several well conserved colors. Usually, the beings depicted are individualized by the 

combination of colors, however, there are some shared attires present in the group, such 

as the presence of the paper and cord headdresses, amacalli, that are adorned with 

circular pleated paper rosettes at the corners from which pendants are hanging. Their 

facial paintings are ochre and red, which is typically used by maize deities, and they have 

long hair. The ear ornaments are of green stone, chalchihuitl, as well as the collars. It is 

common to observe a rhomboidal cloth, quechquemitl, and a cueitl, skirt, with notched 

ends, and each are wearing sandals. The humans are holding an oztopilli, a copal pouch, 

and a red chicahuaztli, a long a staff usually terminating in a point with a hollow rattling 

head usually filled with something to make noise (possibly corn) (Neumann 1976:257). 

These features are assigned to many water, pulque, and maize entitiessuch as Opochtli, 

Yauhqueme, Chalchiuhtlicue, Xilonen, Tzapotaltenan, Chicomecoatl, and Xipe (Codex 

Magliabechiano 1996:58r; Sahagún 1993:263v, 263r, 264), or Huixtocihuatl the salt 

goddess (Codex Magliabechiano 1996:35v; Sahagún 1993:264v). The chicahuaztli was 

also a musical instrument and the staffs often have the distal extremes that are bifurcated, 
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similar to a snake tail (Codex Magliabechiano 1996:58r) or long bone epiphyses (figure 

5.169).  

Through analysis of their standardized features, the six reliefs appear to be part of 

the set placed in the northwest part of the Templo Mayor. The latter contains two human 

beings walking in procession; the one on the left has all the features associated with the 

corn and water deities or impersonators and the human placed behind is a tlaloque. This 

is very significant because it suggests that the lines of tlaloque were led by water and 

corn deities or impersonators, as it has been reported for other examples, such as the 

group of the southwest part of the Templo Mayor, where Tezcatlipoca led the line, or 

Tlaloc at Tula (Acosta 1957; Beyer 1955). 

The second piece on figure 5.165 is unique in the entire corpus. It is identified as 

Chicomecoatl or an impersonator of this deity, and seems to be the last one in the 

procession line, meaning she was the leader. The final point is marked by two glyphs in 

front of the figure, which are not possible to identify completely, but one appears to be a 

building or a pile of wood and the other element is elongated with ochre placed in front 

of the face. It is close in style to the Codex Borbonicus in terms of proportions, attire, and 

combination of colors, specially in the Panquetzaliztli festival scenes (Codex Borbonicus 

1991:30; Graulich 1992a).  

Huehueteotl-Xiuhtecuhtli. For the first time on the island and particularly in the 

Templo Mayor, there appears a new form with human aspects, and its presence and 

identity in the pyramid have caused a long debate, which will be explored in further detail 

in the next phase when its manifestation is more evident. It is identified as the Old god of 
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Fire, Huehueteorl or Xiuhtecuhtli (figure 5.170), and it seems that this being existed and 

was reproduced continuously from this Early Imperial stage until the Spanish conquest. 

This sculpture was part of the Chamber III. The offering had five cultural levels of 

deposition, of marine fauna and stone artifacts, of Mezcala style and covered with 

painting and glyphs, a puma skeleton, deity effigies (Tlaloc, Chicomecoatl, and a pulque 

being), musical instruments, ceramic containers, greenstone masks, copal figurines, relics 

from Teotihuacan, and the stucco that covered the walls had traces of a design of two 

thigh bones painted black (Aguirre Molina 2009; López Luján 1993:334-336). 

Musical instrument, teponaztli. In the Chamber III there are six musical 

instruments called teponaztli, or horizontal drums (figure 5.171–5.177). All these models 

did not serve as practical instruments, and instead were covered with a thin layer of 

stucco, which hides the porous black basalt over which it was painted with blue on most 

of their bodies, and red on the extremes with some black lines. The abundance of the 

Maya blue color indicates their function as participants in rituals to propitiate rain.8  

Rattle or chicahuaztli. In this deposit Aguirre Molina (2009) reports four rattle 

staffs, chicahuaztli, made of basalt, unfortunately it was impossible to locate them in the 

storeroom. Instead, there are 12 pieces such as this with no information about the 

archaeological context, and these staffs could be part of that lost group (figure 5.178-

5.189). Also, a salvage archaeological exploration near the House of the Eagles recovered 

a possible rattle or a trumpet (Barrera Rodríguez and Rubio García 2003) (figure 5.190). In the 

																																																													
8 In the Phase V there is another group of this kind, coming from similar context but in front of the stairway 
of Casa de las Águilas, in Offering V. 
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chamber III, a circular tap of red basalt was placed, and represents a unique piece in the 

entire archive since there are no more examples of this kind (figure 5.191).  

Stone boxes, tepetlacalli. Two stone boxes localized in the Templo Mayor (figure 

5.195), labeled as offerings 18 and 19 (López Austin and López Luján 2009:327-331; 

Wagner 1982:136-138) (figures 5.192 and 5.193), and are identified as stone caskets or 

tepetlacalli (about these artifacts see Batres 1902; Gaida 2011; Gussinyer 1970a; 

Gutiérrez Solana 1983; Hulshoff 2016; López Luján and Santos 2012; Nicholson and 

Quiñones Keber 1983:64-66; Peñafiel 1990; Seler 1992b). Both were located over the 

platform in the west façade. A third box was reported in the same platform but on the 

north side, from Offering 97 (figure 5.194). The first two boxes contained 13 human 

green stone figurines (in the Mezcala style), covered with tlaloque markers in paint of 

different colors - blue, black, red, ochre, which references the cosmic order. The scene is 

placed in an aquatic landscape, due to the presence of conch shells and abundant green 

stone beads, although the inner walls are red. Offering 97 has a similar arrangement, but 

the main difference is that there are 14 tlaloque inside (López Austin and López Luján 

2009:599) (figure 4.45). 

Copetlatl, shield, and spears. The following two reliefs were part of the same 

scene (figures 5.196 and 5.197), in addition to a dismembered human body made of 

masonry representing Coyolxauhqui. The arrangement is located on top of the platform in 

front of the stairway on Huitzilopochtli’s side. The human figure is facing towards the 

east and is associated with the relief of three intertwined snakes, a mat, a shield, a flag, 

and spears (Matos Moctezuma 1991:27), and it has burnt marks on the surface. The fist 
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object has been interpreted as a copetlatl (‘mat of snakes’) and Sahagún describes this 

being as an ambivalent augury (Sahagún 1950-1982: XI:80-81). The second one has been 

deciphered by Matos as a symbol of Tenochtitlan (Matos Moctezuma 1991:27). Beneath 

this area they discovered Offering 92, which contained a saw fish beak cartilage, 1 

obsidian prismatic blade, a necklace of 180 greenstone beads, 10 flint knifes, marine 

shells, 260 carbonate beads painted blue, 1 ball of copal, and the skeletons of 12 quails 

(López Luján 1993:384). 

The Main Plaza reliefs. The next set is one of the most numerous in this work, 

constituting 75 pieces (figures 5.198-5.273), and consists of a pavement formed by stones 

reliefs that extend from the foot of the Templo Mayor to directly in front of the west 

façade. The first time these artifacts were reported was from the Escalerillas (now 

Guatemala street) excavation. During the end of 1900, Leopoldo Batres excavated a long 

trench in the west area of Templo Mayor (Batres 1902) and among the most relevant 

discoveries are a group of reliefs. Unfortunately, he did not mention the precise context 

and associations, and only some photographs were taken showing seven examples. A few 

years later, Eduard Seler published a more complete interpretation for these artifacts 

(Seler 1992a). In 2004, 2005, and 2007, under the Templo Mayor Project’s sixth and 

seventh field seasons they reported a new collection of 27 slabs that make up part of the 

Main Plaza (López Luján and González López 2014). Almost at the same time, the 

Programa de Arqueología Urbana (PAU) reported the discovery of 25 reliefs from the 

same plaza and chronology (Barrera, et al. 2012; Barrera Rodríguez 2017), in the 

southern part, near Emilio Cuevas’ excavation from the early 20th century (Cuevas 1934). 
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Recently through this project, the Aztec Stone Sculpture of the Basin of Mexico Project, I 

have collected data in the storerooms of the Museo Nacional de Antropología and Museo 

del Templo Mayor, to gather more pieces from Batres’ excavation and the Templo Mayor 

Project from its first field season.   

Thanks to these numerous different projects, it is clear that during Phase IV and 

IVa the plaza in front of the Templo Mayor was covered, if not in its totality, with widely 

dispersed bass reliefs (figure 5.1). They were focused in the adjacent area of the Templo 

Mayor and this decoration was unique among the different re-buildings phases of the 

Templo Mayor. In the subsequent building phase (Phase IVb), only a certain amount of 

reliefs were left on their original position, while others were detached and relocated, face 

down, in the immediate Templo Mayor area, and covered with layers of dirt, stones and 

stucco. Others were re-used in different constructions (figure 5.196), as pavements or the 

bottom of offerings.9 In the later building phases, the plaza iconographic program 

changed the carved slabs did not appear again in other constructions. This behavior 

makes clear the continuous function of the stone material, from one phase to another.  

When examined as a group due to similar archaeological context, it may suggest 

that these reliefs were part of the Flower world complex (Hill 1992; Taube 2004a, 2005, 

2006, 2013). In recent years, several authors have addressed the consistent presence of 

this complex in art across different Mesoamerican areas, from Teotihuacan to Tula, 

Cotzumalhuapa in Guatemala, and even extending to the US Southwest and across 

periods, possibly beginning in the Late Preclassic Maya until the Early Colonial period in 

																																																													
9 AZSSBMP0206 and AZSSBMP0207. 
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Central Mexico (Chinchilla Mazariegos 2011; Mathiowetz 2011; Saturno, et al. 2005; 

Taube 2004a; Turner 2015).  

Tlaloc grouping. The most abundant figure in the group is the face of the rain 

god, Tlaloc with 16 examples (figures 5.235-5.239, 5.242-5.248, 5.253, 5.260, and 

5.262). The god’s faces are schematized, showing the goggle eyes, twisted nose that 

resembles clouds, earspools, and sometimes a back-paper apron, amacuexpalli. The suite 

was distributed almost exclusively in front of northern side that is associated with the rain 

god temple, although Batres excavated a few examples of different types in the southern 

area.  

Scrolls grouping. There are six artifacts close in meaning that represent smoke 

(figures 5.213, 5.214, 5.233, 5.235, 5.265, and 5.270), clouds of rain, breath, or trumpets 

(Barrera, et al. 2012; Barrera Rodríguez 2017; López Luján and González López 2014). 

Despite their general forms, there are some divergences between them, for example 

figure 5.214 can also be interpreted as music, or as the concept of a breath soul that 

emerges from a trumpet, which is very similar to the scene presented in the Codex Tudela 

(1980:66r; fig. 5.214b). The breath soul is also related to scent, particularly the sweet 

aroma of flowers and copal (Taube 2001a; 2004a:72), another important component of 

the Flower World. While the elements on figures 5.235 and 5.235 depict water mirrors 

with intercardinal clouds of rain, the first example shows a whirlpool as a pathway, and 

the second one depicts the face of the rain god, Tlaloc.  

Paper attire grouping. The next set of five reliefs depicts a paper attire (figures 

5.205.5-5.209, 5.211), or amacuexpalli, a kind of rectangular paper fan placed on the 
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back of the head, that is sometimes pleated, with bands and cords hanging down (Barrera, 

et al. 2012; Barrera Rodríguez 2017; López Luján and González López 2014). On Aztec 

stone sculptures, it is usually worn by beings associated with agriculture, fertility, rain, 

corn, pulque, and wind (González López 2015:130-196; Nicholson 1973a:88). The piece 

on figure 5.211 was re-utilized as a wall for Offering 110, that contained maguey 

bloodletting spines, fish made of shell, and green stone beads.  

Maize grouping. The importance of maize in Tenochtitlan has been highlighted 

for obvious cosmological reasons, but in this stage there are only two examples carved on 

stone (figures 5.223 and 5.264). The first one was found face-down in front of the 

Templo Mayor as part of the main plaza on Tlaloc’s north side (López Luján and 

González López 2014:23). The slabs seem to represent all food over the earth. At the 

same time, it could represent the cosmic tree, which illustrates the organization of the 

cosmos in both its horizontal and vertical realms, and metaphorically places the imperial 

city of Tenochtitlan at the center of the universe. The second example consists of a 

double maize ears, cemmaitl, a staff made of paper and wood crowned by two ears of 

corn, sometimes with a double black line, such as in this case, and serves as another mark 

of Tlaloc, maybe referring to rain drops. 

Military, warfare, and sacrifice slabs. The following set of pieces are intimately 

intertwined with militaristic ideology and the destiny of those who died in war. The first 

part of this group is composed of three slabs on Huitzilopochtli’s side that stand out 

because they depict human beings transformed into butterflies (figures 5.212,	5.240, and 

5.266), wearing nosepieces made of turquoise, or yacaxihuitl, and a disk, anahuatl, or 
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shield on the back. Previous interpretations mention that the first one is associated with 

the fire goddess Chantico (Seler 1992a) and the second as a deceased warrior in the 

afterlife (González López, et al. In Press).10  

The next part of this group are six carvings (figures 5.200,	5.228,	5.229,	5.230,	

5.257,	5.263). One set depicts captives crying – in human or jaguar form – and walking 

with their arms tied behind their back, or captives simply holding a paper banner (figures 

5.228, 5.230, and 5.257) which is a standard insignia for those destined to be sacrificed or 

cremated in funerary ceremonies (Codex Magliabechiano 1996, f. 66r, 67r, 69r; Sahagún 

1950-1982:XII; 2000:225, 320). Some are also wearing a double eagle pedant, 

cuauhpilolli, and heron aztaxelli, feathers. Other warriors are holding spear throwers or 

atlatl, darts, and a circular pleated back device, made of paper with a protruding cone, 

cuexcochtechimalli, which are associated with Mictlantecuhtli and other mortuary beings, 

and finally to complement the look they have a cuauhpilolli as a headdress (figures 5.200. 

and 5.263). There is a human head with an aztaxelli, a speech scroll (fig. 5.230), judging 

by the marks and paper banner in the lower part behind the scene they were probably 

sacrificed. This composition resembles the discovery from October 28, 1900, during 

Leopoldo Batres’ excavation in Escalerillas street (Batres 1902), where two painted 

vessels were recovered close to the slab that is under discussion here. Both examples 

show the possible breath or soul placed over the nose and mouth.   

																																																													
10 Sahagún (1950-1982:III:49) clearly pointed out “Those went there who died in war, who perhaps right 
there indeed died in battle, in the warring place, where they despoiled them, where their breathing ceased, 
where they laid down their cares, or only were taken in, those who were to die later. Perchance one was 
slain in gladiatorial sacrifice, or cast into the fire, or pierced by darts, or offered up on the barrel cactus, or 
shot by arrows, or encrusted [and burned] with pieces of resinous wood: all went to the home of the sun. 
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There are three reliefs displaying a paper pleated rosette with a protruding cone 

emerging from the center and tied with ropes (figures 5.215-5.217), a cuexcochtechimalli 

(Caso 1952; Nicholson 1973a, 2006). This reaffirms the funerary and fire connotation of 

the space in front of the Templo Mayor since this attire belongs to de lord of the 

Underworld and dead beings, as well as Itztlacoliuhqui-Ixquimilli.11 The insignia seems 

to be another form of a mortuary bundle, or perhaps as an distinctive ethnic attire for 

Chalco and Mixtlan impersonators, as is seen on the stones of Tizoc and Motecuhzoma 

I.12 

The following four examples are sui generis, only one has been found in situ, and 

the rest are now spread across different storerooms (figures 5.198, 5.234, and 5.251). All 

contain a schematized flower, showing part of the petals in a circular arrangement with 

two pendants of cloth attire hanging down. As in previous examples, these artifacts were 

used by fire beings and those destined to be sacrificed in combat (Codex Magliabechiano 

1996: 72r.) and is illustrated in the monumental xiuhcoatl,13 the circular Coyolxauhqui,14 

and the Moon Goddess made of diorite.  

While these five slabs show smoking reeds, these bundles of reeds seem to 

reaffirm the space with fire and militaristic ideology (figures 5.218, 5.225-5.227, and 

5.258). The reed dart served in Mesoamerican iconography as a symbol of war, conflict, 

conquest, warriors or sacrificed gods, punishment, justice, fertilization and rebirth 

																																																													
11 Codex Borbonicus, p. 10; Codex Telleriano-Remensis, f. 15r, 16v. Also wore by Chachalmeca, Atlaua 
and Chalmecacihuatl, Sahagún, Primeros memoriales, f. 262v, 265r, 266v. 
12 See the stones of Tizoc and Motecuhzoma I the conquests of Chalco and Mixtlan. 
13 See the Xiuhcoatl groping in the Late Imperial Stage. 
14 AZSSBMP1488. 
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(Olivier 2015:25-140). Bartolomé de las Casas remarks that the darts of a warrior who 

died in battle were taken and used as a substitute for the person, and after, these weapons 

were dressed as the deceased warrior and burned (Las Casas 1967:II:464). Darts could 

also be used as a drill to make fire, or mamalhuaztli (López Luján and González López 

2014:32).15 

In addition, there is a group of four slabs depicting different kind of flowers 

(Barrera, et al. 2012; Batres 1902; López Luján and González López 2014). Most of the 

pieces exhale out volutes of sweet aroma (figures 5.220, 2.221, 5.256, and 5.267), which 

is also seen in other Mesoamerican areas (Taube 2004a:72-74; 2010a:157-158). By their 

form, the pieces may represent the species equimitl (Erithrina mexicana), the 

tzompanquahuitl (Erythrina Americana), the xiloxochitl (Pachiri insignis, Calliandra 

grandiflora, or Bombax ellipticum), or the tlacoxiloxochitl (Calliandra anomala) 

(Sahagún 1950-1982:III:49). These depictions on the compound of reliefs corresponds 

with Flower World imagery and the souls of those who died in sacrificial combat, war, 

giving birth, or by heart excision and resembles the solar paradise that is reserved for 

deceased warriors and ancestors (Taube 2004a, 2006, 2010a). It is important to remember 

that the deceased became precious birds and according to Sahagún, it is “here upon the 

earth they came to suck [honey] from all the various flowers” (Sahagún 1950-

1982:III:49). Finally, figure 5.221 displays the conflation of two concepts. In the first 

instance, the inner circle is the glyph for “festival,” combined with flowers, which results 

in the emblem of xochilhuitl (flower festival) (see Codex Telleriano-Remensis 1995:1v, 

																																																													
15 AZSSBMP1361 
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32v; Codex Vaticanus A 1996:46r; Codex Mendoza 1992:19r, 57r; Codex Aubin 1980: 

44v). Beside the slab, the remains of a puma with copper bells and conch shells as 

bracelets was recovered, and beneath this the skeletal remains of a sacrificed children 

impersonating Huitzilopochtli were discovered (López Luján, et al. 2010). Another way 

to interpret the piece is as the flowery road. 

Very close in meaning to the previous sculpture are the next two pieces (Barrera, 

et al. 2012; López Luján and González López 2014:27), with the glyph for “festival.” It 

was present in Teotihuacan during the Classic period (figures 5.222 and 5.268), were it is 

known as the “pinwheel” sign and is interpreted as a symbol of turquoise or Flower (Caso 

1967a:151–153), while Taube deciphers it as the day name Flower (Taube 2000b:44). 

The next couple pieces represent a widespread symbol in Late Postclassic central 

Mexico atl-tlachinolli (Caso 1927; Garibay 1971:115-116; Graulich 1999:157-207; 

Montes de Oca 2008; Pasztory 1983:165-169; Seler 1992a:38-39). One can readily 

recognize a stream of water that shown as part the hieroglyph atl or “water,” which 

terminate as jade beads and univalve shells combined with a broad strip that represents 

fire (figures 5.210 and 5.269). This is a recurrent strategy presented on Mexica 

monuments, or a difrasismo. This metaphor falls in the category of ideograms as they 

often appear as couplets and reflect forms of thinking that manifests itself both in spoken 

language and pictorial writing. It is clear that difrasismos are used to express the same 

idea by two words that are joined in the sense either as synonymous in sound, and/or by 

being adjacent. The best known in the Aztec Mexica monuments are the metaphor for 
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war, in atl, in tlachinolli (the water, the fire). To reaffirm this idea, both slabs contain 

militaristic items, such as four spears, a shield, and a banner. 

Accompanying these artifacts are three calendric dates (López Luján and 

González López 2014). The first example is difficult to interpret because it displays a the 

feather and bead each of which associated with a serpent and with frames surrounding it 

(figures 5.203 and 5.204). As previously been remarked (López Luján and González 

López 2014), it may refer to the ninth trecena of the tonalpohualli (count of days) that 

began with 1 Snake. Another possible reading is that the animals are diving into a body 

of water, as it is seen on other Mexica monuments.16 In Teotihuacan the feathered serpent 

brought the rain (Taube 2002). The second piece shows the date 2 Reed, which marks a 

very important event during the reign of Motecuhzoma I - the New Fire ceremony in 

1455. Another slab is of note here, even though it was found as part of the floor in the 

southwest room of the Templo Mayor (figure 5.271). It is a graffito of the sedimentary 

rock, but despite that it does not have a numeral, it can be read as 1 House (about this 

slab see López Austin and López Luján 2009:355; Umberger 1987a:412). It may 

correspond with the historical year of 1441 (Caso 1967a), but it could also correspond 

with the South as a cardinal point, or as part of the calendric name of a Cihuateotl.17 The 

last piece was not part of the main plaza, instead it was placed on the East façade of the 

Templo Mayor, and portrays the date 1 Rabbit, corresponding to 1454 (López Luján 

2018; Matos 1981:37; Umberger 1987a:417). 

																																																													
16 See the grouping Tlaltecuhtli (AZSSBMP1544) and Chacmool of Venustiano Carranza 
(AZSSBMP1566). 
17 See in this work the Cihuateteo grouping (AZSSBMP0271 and AZSSBMP0279) 
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Continuing with the topic of the Flower World, there is a group of four reliefs 

depicting jewels (Barrera Rodríguez 2017; Batres 1902). The figures show the fire 

serpent tail, xiuhcoatl, and the year-sign or the attire knows as yacaxihuitl, both of which 

resemble turquoise (figures 5.199, 5.255, and 5.272). The xiuhcoatl tail was an emblem 

of warfare and celestial fire closely related to Huitzilopochtli, Tezcatlipoca, and 

Xiuhtecuhtli (González López 2015:239-243).18 It may have also been worn by 

goddesses in combat such as Coyolxauhqui,19 Chantico, or the cihuateteo, (Codex Borgia 

1993:46), as well as high status beings as rulers (Noguez 1975), and mortuary bundles 

destined for cremation (Codex Magliabechiano 1996: 72r).  

Among the Mexica bestiary, the golden eagle (Aquila crysaetos) was of high 

importance (González López, et al. 2012) and there are 23 examples in this archive, but 

only two were found in the main plaza of Tenochtitlan (figures 5.201 and 5.219). These 

sculptures are quite realistic with the animals shown walking with one wing in front and 

the other behind, similar to the humans from the benches in Casa de las Águilas (López 

Luján 2006). Traditionally it has been linked with military factions and was a relevant 

symbol in Tenochtitlan, as a means of identity and part of the city foundational emblem, 

not to mention the animal double, or nahualli, for the sun.  

The next fragment is very similar to the previous one (figure 5.273), unfortunately 

there is no contextual information to indicate its precise space of use, but by style and 

iconography it could be related to the group coming from Phase IVa. It represents the 

																																																													
18 See the Xiuhtecuhtli sculpture from Huitzilopochco (AZSSBMP1791). 
19 See the disk over the Templo Mayor platform (AZSSBMP1488). 
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wing of a bird, and more precisely the skin, that was modified by a process of taxidermy, 

a custom already reported in Templo Mayor area (Quezada Ramírez, et al. 2010).  

Tlaltecuhtli grouping. The presence of the goddess of the Earth, Tlaltecuhtli, is 

persistent in the Templo Mayor and surrounding areas (figures 5.249 and 5.250). The 

earliest images, from an archaeological context, were placed in the Main Plaza, beside an 

alabaster sculpture from Chamber III (Aguirre Molina 2009:158) (fig. 5.250c). Both 

pieces are made of andesite and were re-utilized by the Mexica in Phase VI (1486-1502) 

as part of two different offerings, numbers 126 and 122 (López Luján and González 

López 2014). This is in the same area where the Tlaltecuhtli del Mayorazgo de Nava 

Chávez was exhumed,  and indicates that it was a ritual space dedicated to the earth from 

at least 1440 to 1502. The artifacts depict Tlaltecuhtli in her zoomorphic aspect, which is 

a mix of crocodile and snake (González López 2015; Gutiérrez Solana 1983; Henderson 

2007; Matos Moctezuma 1997a; Nicholson 1967) and their placement forming the 

bottom part of the offerings indicates the intention to mark this space as the underworld, 

Mictlan. Offering 126, the dedicatory deposit for the large Tlaltecuhtli monolith, has been 

considered one of the richest deposit in the Proyecto Templo Mayor with thousands of 

animal bones, copal figures attired as supernatural beings, wood masks, green stone 

beads, ceramic vessels, and seven stone sculptures, among other artifacts. Offering 122, 

on the other hand, was partially destroyed by the Mexica people, but it contained flint 

knifes dressed as ritual performers or deities, human and animal bones, and conch shells. 

Ex-Arzobispado Stone. In order to understand the change on stone sculpture, it is 

important to take a step back for a moment and analyze contemporaneous discoveries that 
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were located in other areas besides the Templo Mayor, such as the Motecuhzoma I Stone 

or the ex-Arzobispado Stone (figure 5.274). In July 1988, an archaeological team was 

working in the southern part of the Main Precinct, exploring a colonial building known as 

the Arzobispado (Pérez-Castro, et al. 1989) when they found a monumental stone 

sculpture near the Tezcatlipoca temple (Matos Moctezuma 1997b). It consists of a 

gigantic vessel that is also a gladiatorial stone, cuauhxicalli-temalacatl, with a solar disk 

and the face of Xiuhtecuhtli on top. Its circumference is covered with eleven panels, each 

one depicting the same warrior, possibly the king himself, subjecting eleven different 

cities or impersonators of these cities, with glyphs indicated the town name.20 It is similar 

in both iconography and function to the Stone of Tizoc, which is dated to around 1481-

1486 (AZSSBMP1000). The sculpture has been described as representing Motecuhzoma 

I’s conquests, due to the sequence of the victories, and the “copilli” glyph, deciphered as 

the word “tecuh” (Pérez-Castro, et al. 1989). In fact, this glyph is better described as 

xiuhuitzolli, which indicates the title tecuhtli, and specifically the name Motecuhzoma or 

“the lord grows angry” which is located at the top of the solar ray pointing to the mouth 

of the deity on top. The conquests are displayed in chronological order, with the starting 

point at Culhuacan, followed by Tenayuca, Xochimilco, Chalco, Tamazulapan, Acolman, 

Tecaxic, Tlatelolco, Teotitlan, Mixtlan, and Cuetlaxtla. The 11 panels depict the same 

arrangement, with a person on the left wearing identical attires as a richly armed Toltec in 

combination with features of Xiuhtecuhtli and Tezcatlipoca, who is subjecting an 

																																																													
20 AZSSBMP1500.1.2, AZSSBMP1500.2.2, AZSSBMP1500.3.2, AZSSBMP1500.4.2, 
AZSSBMP1500.5.2, AZSSBMP1500.6.2, AZSSBMP1500.7.2, AZSSBMP1500.8.2, AZSSBMP1500.9.2, 
AZSSBMP1500.10.2, and AZSSBMP1500.11.2. 
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impersonator or deity of these cities by the hair. Similar to the Stone of Tizoc (Umberger 

2008), the captives show clear markers of ethnic differentiation as part of their garments. 

The identification of Motecuhzoma I’s conquests is partially based on Diego 

Durán, the Codex Mendoza (1192), Codex Telleriano-Remensis (1995), and Historia de 

los mexicanos por sus pinturas (1995) and many scholars agree with this interpretation 

(Matos Moctezuma and Solís Olguín 2004:66; Umberger 2008). However, Michel 

Graulich has a divergent opinion about this sculpture and believes that it is not related 

with the name Motecuhzoma. Instead, upon further analysis of the piece, and through 

comparison with the Stone of Tizoc, and colonial chronicles, suggests a later 

chronological date, corresponding the the reign of Axayacatl from 1469-1481 (Graulich 

1992a). The author makes this conclusion based on the confirmation of the chronological 

order for the conquests and an intimate relationship between the data on the monument 

and the Codex Mendoza. More recently, Elizabeth Boone and Rochelle Collins 

convincingly argue that this stone placed its conquests between two bands of repeating 

motifs, and that these bands are examples of pictographic texts that parallel and likely 

called forth ritual speech acts, as prayers related to human sacrifice associated with 

Tezcatlipoca (Boone and Collins 2013). 

Temple of Ehecatl, Pino Suárez. Outside of the Main Precinct there is valuable 

material culture to include in this phase. For two consecutive years, from 1968 to 1970, a 

team of salvage archaeologists coordinated by Jordi Gussinyer explored a gigantic 

complex of buildings and temples in the southeast quarter of Tenochtitlan, which 

corresponds with the campan of Zoquipan. It included ritual deposits of great richness 
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(Gussinyer 1968, 1969b, 1969c, 1970b; Heyden 1971) and they are now partially 

integrated into the modern metro station of Pino Suarez. What seems to be the center of 

the complex is a building known in the archeological jargon as a composed temple and it 

has traditionally been attributed to Ehecatl’s cult, the wind god, but it changed to 

symbolize the Tlaloc cult over time (figure 5.275. In the excavation, they detected at least 

five superimposed sub-structures, with each one being slightly different and date to 

between 1440 and 1500 (labeled as “Estructura L” the most recent, “Estructura L1,” 

Estructura L2,” “Estructura L3,” and “Estructura L4” the oldest). In addition to the 

sculptures found in this building, they also discovered a spider monkey, attributed to L1 

(figure 5.276). 

What is relevant for this dissertation are the sculptures associated with the 

Estructura L2, which is a low platform with another temple on top and stairways that are 

oriented towards the West. On the top part of the two balustrades are embedded plaques 

with calendric dates - the southern one is 2 Reed and the northern one is 3 Wind (figure 

4.50), because the figure of Ehecatl is wearing the earpiece epcololli (Figure 5.277). 

While the first date likely corresponds with the historical year, 1455 AD, the second one 

date is more problematic. Emily Umberger (Umberger 1981:142) suggests that both 

plaques are referring to days and that there is a 52-day period between 3 Wind and 2 

Reed. 

The structure L3 is a building with similar features to the previous one, but it is 

oriented towards the east and they discovered a stone box made of several different 

pieces of stone, a tepetlacalli (Gussinyer 1970a). Inside, all of the walls were carved with 
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four year bearers: 13 House (facing east), 13 Rabbit (facing north), 13 Reed (facing 

west), 13 Flint (facing south), and each one has a tlalpilli. On the bottom of the box a 

Tlaltecuhtli image was depicted and all over it was covered with a red color (figure 

5.278). It contained an offering of obsidian points, maguey bloodletting spines, flint 

knifes, copal, a vessel made of rubber, dog bones, and a stone frog painted blue (figure 

5.279). These dates probably indicate the last year of each quarter of the 52-year cycle 

and the division of time and space into quadrants (Townsend 1979; Umberger 1981:108). 

There is another tepetlacalli, found in L1, but it probably corresponds to the later Phase 

IVb (figure 5.280). 

Also associated with the same L3, but towards the south part, they found a box 

made with flag stones covered with stucco and inside was one of the best-preserved 

examples of a Tenochca painted sculpture (Gussinyer 1970b). It is a human being seated 

on a pedestal and made of a fine grain basalt (figure 2.281). Several layers of stucco were 

applied directly to the stone and very detailed iconographic designs were painted all over 

its body. The most prevalent are blue and red and these insignias led Doris Heyden 

(1971) to suggest that it is a combination of Tlaloc and the fire god Xiuhtecuhtli (see 

analysis of these forms present on Phase IVb), under the identity of Nappatecuhtli. At the 

same time, it shows how the general form of the universe was organized, with a tree 

layered over quadripartite unity and its fusion with social order. On the opposite extreme 

of the structure they found another offering of 45 parakeets, possibly a reference to the 
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surface of the earth,21 several parrots, and three cranes, all spread over a mat (petate) 

(Gussinyer 1969b:35). 

In the same excavation but without precise archaeological context they discovered 

a fragment of Huehueteol (“Old God”) (figure 5.282). This was one of the oldest and 

most ubiquitous deities in the Central Mexican pantheon, and was present in Preclassic 

Cuicuilco, was a common feature in Classic Teotihuacan, as well as at Tula in the early 

Postclassic. Usually referred to as the Old Fire God, this being is invariably depicted as 

elderly with deep wrinkles in the face and it is typically seated clutching its knees or 

sitting cross-legged while balancing a large cylindrical basin or brazier on top of his head 

(Turner 2015:46). Its presence on this temple raises more questions about its continuous 

production in Central Mexico during the Late Postclassic, or maybe this sculpture was a 

relic, an example of a survival or a revival. 

Tlatelolco, Calendar Temple. There is an important set of 40 slabs that come from 

the twin city of Mexico-Tlatelolco and correlate to the year 1468 and to Phase IVa. This 

building is towards south of the Templo Mayor in Tlatelolco and it is known as Edificio 

M, or the Templo Calendárico (“Calendar Temple”) (figures 5.283-5.285). It was given 

this name because there are reliefs with calendric dates embedded in three of its façades 

(north, east, and south). Each of the dates are ordered based on the first three thirteen-day 

weeks (trecenas) of the ritual calendar, or tonalpohualli (Boone Hill 2007:15-16). The 

building begins on the north façade, with the day 1 Alligator, which is followed by 2 

																																																													
21 45 divided by 9 is equal to 5, which could indicate the four cardinal points plus the center, or a quincunx. 
Unfortunately, I do not have the original report to see the spatial distribution.  
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Wind, 3 House, and so forth until the thirteen-day cycle ends with 13 Reed. Then, the 

count continues with the second trecena, which begins on the east façade beginning with 

1 Jaguar, 2 Eagle, until this thirteen-day cycle was completed with 13 Death.22 Finally, on 

the south façade, the count continues with the third trecena, which begins with 1 Deer, 

followed by 2 Rabbit, 3 Water, until 13 Rain. These slabs mark individual days, but at the 

base of the north façade, directly beneath 1 Alligator, there a single year date, 2 Flint, that 

indicates A.D. 1468 (figure 5.286).  

This set is important for many reasons, particularly to show how divergent the 

styles were among the same ethnic group (Tlatelolcas and Tenochcas). Tlatelolco’s 

reliefs are deeper, almost more comparable in style to some codices, such as the 

Magliabechiano. Additionally, they depict a deepness in relief, in the composition of 

some animals, such as the jaguar, rabbit, deer, or snake, as well as natural elements such 

as water, which have a double outline, a feature that is unique across the entire island.  

“Standard-bearer.” This anthropomorphic large format figure remains 

unpublished even though it is now located in the Museo Nacional de las Culturas in 

Mexico City, and the catalogue label indicates that it was once part of the old National 

Museum when it was on Moneda street (figure 5.287).23 Its original context is unknown 

and it is made of a dense gray basalt with the remains of a thin layer of stucco layer. It 

wears a unique set of clothes - a triangular apron combined with a loincloth. On the back 

of the sculpture is the date 8 Flint, which corresponds with the year 1448 (Caso 1971). 

																																																													
22 AZSSBMP1832, AZSSBMP1833, AZSSBMP1834, AZSSBMP1835, AZSSBMP1836, AZSSBMP1837, 
AZSSBMP1838, AZSSBMP1839, AZSSBMP1840, AZSSBMP1841, AZSSBMP1842, AZSSBMP1843, 
and AZSSBMP1844. 
23 AZSSBMP1525. 
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There does not seem to be any important historical events in colonial codices for this 

date, but it was also a name for maguey, and a similar combination appears on the 

Bilimek Vase (Caso 1967b:198). 

Transitional sculptures. Pieces made in the Phase IV-IVa under the reign of 

Motecuhzoma I (1440-1469) and re-used throughout the Phase IVb under the reign of 

Axayacatl (1469-1481) 

Coyolxauqui. One of the most well-known Mexica sculptures is the monumental 

disk of Coyolxauhqui, discovered on the Templo Mayor platform on Huitzilopochtli’ side 

(figure 5.287). As with many pre-Hispanic monuments, was accidently discovered in 

1978 at the intersection of Argentina and Guatemala streets by a group of electrical 

workers. Later a salvage archaeological team, led by Raúl Arana and Ángel García Cook, 

took over excavations and then finally the PTM was started under the direction of 

Eduardo Matos Moctezuma (García Cook and Arana 1978). Recently, due to new 

archaeological information, the relief appears to date to Motecuhzoma I’s reign during 

Phase IVa, although the sculpture would have been exposed during all of Phase IVb 

(López Austin and López Luján 2009:295; Umberger 2007:171).  

Since this monument was discovered at the base of the Templo Mayor on the 

platform, this feature led different researchers to conclude that it is part of a basic Mexica 

myth (Aguilera 1978; López Austin 2008; López Austin and López Luján 2009:295-303; 

Matos Moctezuma 1979, 1991, 2009; Nicholson 1985; Pasztory 1983:154-155; Seler 

1992a:138). The Florentine Codex depicts this goddess at the hill of Coatepec, as the 

older sister of Huitzilopochtli and the 400 brothers, the centzonhuitznahuah. Furious with 
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the pregnancy of their mother, Coatlicue, Coyolxauhqui and the centzonhuitznahuah 

wanted to kill her. After distinct episodes, Coatlicue gave birth to Huitzilopochtli, who 

emerged as an adult armed with the powerful Xiuhcoatl (fire serpent), decapitated, 

dismembered Coyolxauhqui, and overthrew the 400 brothers (see Durán 2002:Vol. I: Ch. 

III:76-77; Sahagún 1950-1982: III: fol. 3v).  

This sculpture presents this violent scene, where the goddess is dead, beheaded, 

mutilated, and her extremities are severed and bleeding. The entire background of the 

relief was painted red, resembling blood. Beneath the Coyolxauhqui monolith, they 

discovered a deposit of human skeletal remains (Peña Gómez 1978). The salvage team 

also discovered five caches, one of which contained a green stone with an engraved 

image of Mayahuel or maybe tzitzimitl (López Austin 1979; Taube 1993). In Sahagún’s 

version, Coyolxauhqui was a woman warrior that was punished and humiliated for 

attempting to kill Huitzilopochtli’s mother, Coatlicue (Klein 1994). For a spectator at the 

Main Plaza or on top of the pyramid, the Coyolxauhqui monument was an old story 

presented in a new fashion. This fact is important because the presence of women in the 

Templo Mayor is unusual, besides the relief of Chicomecoatl or Chalchiuhtlicue (figure 

5.164-5.169). 

Despite the high aesthetical qualities and monumental dimensions of this piece, it 

also shows an unusually deep relief, which is an odd composition for Mexica sculpture. 

Additionally, the style is marked different from the rest from the same phase and the 

Coyolxauhqui is innovative, not only because of the shift in size, style, and number of 

details, but also because of the use of a monumental andesite block to sculpt larger 
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pieces. This is a perfect example to show change in Mexica stone sculpture. For example, 

if one compares it with reliefs from the Main Plaza and the rooms in front of Templo 

Mayor in Phase IVa or Casa de las Águilas, the largest piece in these areas is only 73.7 

cm high (figure 5.219), yet the Coyolxauhqui monument has a diameter of 325 cm. This 

is the result of having access to new sources of stone and skilled person with the 

expansion of the empire. 

The head and extremities of the goddess are in profile, but the torso is a frontal 

view. She has long hair decorated with white spots, elements that represent stars, a 

headdress of long and short feathers combined with a textile,24 and displayed on her 

cheeks are bells, for which she is named. In addition, she wears a turquoise nose 

ornament, as well as one in the ear. Another unique feature is that she is naked, with 

exposed breasts. Mexica people are usually shown properly dressed since public nudity 

was a form of humiliation (Pasztory 1983:155). Her belt is a double headed coral snake, 

the mythical maquizcoatl, that serves to tie a human skull on her back, and the same 

reptiles appear on both arms and legs. Death masks with round eyes with marked 

supraorbital ridges and prominent fangs are on her knees, elbows, and heels. Finally, in 

the relief she wears banded anklets and high status sandals, itzcactli, (‘obsidian sandals’) 

(Nicholson 1985:79). 

The goddess is also represented in different media besides stone sculpture (López 

Luján 2010; Matos Moctezuma 1991).25 Recently work has reconstructed her original 

																																																													
24 See figures 5.234, 5.251, and 5.254 in this chapter. 
25 See figure 6.35. 
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colors and identified the biological genre of the snakes that served as inspiration for the 

sculpture (Cué, et al. 2010). This use of real animals to serve as models should also be 

considered as an important change from the monumental stone sculptures made in Phase 

IVa which lack that degree of detail, at least on volcanic stones. In other words, during 

this time in Tenochtitlan, the quality on the monuments was still quite variable, possibly 

indicating several different persons were involved in the sculpting process. 

Altars apetlac. This next grouping continues the analysis of monumental pieces 

made with andesites (figure 5.289). These sculptures were found on the Templo Mayor 

platform as part of the stairway in the middle section, and are identified in Sahaguntine 

texts as the altar known as apetlac (Batres 1902; Beyer 1955; López Austin and López 

Luján 2009:294-295; Matos Moctezuma 1982b). The first piece was recovered during the 

excavations of Calle de las Escalerillas by Leopoldo Batres and the second one was 

recovered by Eduardo Matos and the PTM (Matos Moctezuma 1982b:56). They are both 

low rectangular parallelepipeds and in both examples, only three of their sides were 

carved - the frontal one and the two laterals, the fourth lateral as well as the upper and 

lower sides are without reliefs. Beneath the second piece they discovered the Offering 

112, which contained two green stone axes.  

The composition is similar to the friezes in the rooms in front of the pyramid in 

Phase IVa with a combination of undulating feathered serpents (quetzalcocoah) and 

cloud serpents (mimixcoah) on the front of the piece (López Austin and López Luján 

2009:294-295) and the Piedra del Centro Mercantil. Most of the reptile bodies are painted 

blue, while the background is red. The snakes have a bunch of long feathers as a 
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headdress and another on the tail. The frontal view presents two snakes, each one with 

two stripes emerging from the nose, possibly representing breath. 

These parallelepipeds served a double function, one architectural, as step of the 

platform stairway, and the other as an altar for Huitzilopochtli, or apetlac in Nahuatl 

(López Austin and López Luján 2009:294-295). The same authors also argue that the 

pieces are re-used, meaning that the platform was not their original place in Phase IVa, 

but they were placed there and remained in this position throughout all of Phase IVb.  

Plumed serpents on the platform. Next to be examined are two monumental 

feathered serpent heads, quetzalcocoah, placed on the west façade, flanking the stairway 

of Huitzilopochtli’s side, but still over the platform. The first one was discovered by 

Gamio at the beginning of the 20th century and the second by the PTM (figures 5.290 and 

5.91). 

The features of both pieces speak of the re-use of sculptures from one phase to the 

next one, or maybe the survival of a workshop employed by the group of rulers, or two 

different tlatoque, who reigned over Tenochtitlan between 1469 to 1481. Recently, it has 

been proposed that at least the first feathered serpent belongs to Phase IVa (López Austin 

and López Luján 2009:273-274; Umberger 2007:172) and then by extension the second 

one as well (figure 5.291) because their similar features. Both are painted blue on the 

feathers, with the rest of the body painted ochre and red, and their eyebrow have symbols 

of a woven mat, petate. The function and symbolism of these fantastic snakes are not 

well known, but there is a strong link with fire because of the blue color and the feathers, 
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which are a part of the same semantic field (Graulich 2001; Gutiérrez Solana 1987; 

López Austin and López Luján 2009:470-472; Nicholson 2000a).  

The other eight snake examples that decorated the other façades over the platform 

may belong to same period, but it is a speculative guess without enough data to support it, 

and so they will be include within Phase IVb. 

Early Imperial Stage. Phase IVb the sculptures under the reign of Axayacatl (1469-

1481) 

Large serpent heads on the platform. To begin examining sculptures associated 

with the fifth tlatoani of Tenochtitlan (figure 2.292), one should look at three 

monumental snake heads from the platform (figures 5.293-5.295) that probably were part 

of the same set described at the end of the transitional phase (Figure 5.290-5.291). The 

elements of this group are made of a dense basalt and covered with polychrome (Matos 

Moctezuma 1982b:26). Two of these were placed over the platform of the Templo 

Mayor, emerging from the rooms placed in front of the pyramid, and the third one is at 

the border of the platform towards the center. 

Both sculptures are attached to their respective masonry bodies and painted red, 

as part of the Coatepantli or serpent wall (López Luján and López Austin 2011). This set 

of three are not sculpted in the typical Mexica way, but instead in an abstract fashion, 

with a clear evocation to past civilizations, such as Xochicalco, Teotihuacan, and the 

western part of the modern state of Mexico (Turner 2017). The lower jaw is not present 

(figure 5.294b) or maybe was made of several stones and stucco that have since 

disappeared. Every face is carved, except for posterior and inferior surfaces. They have 
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elliptical eyes, pronounced fangs, and every figure has four teeth. On top of the sculpture 

a trilobe was carved that emerges from a circular vessel, which could act as an altar, since 

all of the examples have a channel to drain the vessel, but others identify this element as a 

jade bead or chalchihuitl (Graulich 2001; Gutiérrez Solana 1987; López Austin and 

López Luján 2009:282).  There is a differentiation of colors, with the south snake painted 

red, and ochre, the north snake is painted blue, and the piece at the center of the platform 

is a combination of all of these colors (Austin and López Luján 2009:282).   

There are another set of two snake heads from this same grouping (figures 5.296 

and 5.297), two of which flank the Tlaloc balustrades (Matos Moctezuma 1982b:50). 

Like the previous five examples, these two sculptures are made of a dense basalt, and 

share similar colors and textures. The pieces are attached to the building by a masonry 

tenon that are part of the snake’s head. Some areas of the stone is covered with a fine 

layer of stucco and abundant polychrome, predominating blue and red colors. At this 

moment, there are no offerings that can be linked directly to the north snake, but the 

southern snake head is related to a stone box, or tepetlacalli (figure 5.193). The last snake 

head of this set was placed on the east façade of Tlaloc’s side and is flanked by two 

Tlaloc braziers (figure 5.298).26 I include it in this section because of its morphological 

features and similar covering of blue paint. As has been pointed out by López Austin and 

López Luján (2009:274), is highly possible that another head existed on the north façade, 

but it may have been stolen during the first half of the 20th century. 

																																																													
26 See figures 5.392 and 5.292. 



	114 

The first two sculptures have a form that is close to the previous pieces, but 

without the long undulating feathers and it is sculpted in a clear Mexica style with 

elliptical eyes, with supraorbital scale, an open mouth showing teeth, and a large fang. On 

top of the pieces are two concentric jade beads, from which emerge parallel stripes that 

end in a trilobe. This combination has been interpreted as representing either a 

chalchihuitl or Tlaloc goggles (Graulich 2001; Gutiérrez Solana 1987; López Austin and 

López Luján 2009:282). I should add that based on the archaeological context, these 

authors think that they are intimately connected with the rain god, and by extension with 

water and rain. These features are present on other Mexica snake monuments, where the 

reptiles bodies are covered with concentric circles, as jade beads that could be interpreted 

as rain bringers (Taube 1995; VanEssendelft 2014). 

The last two pieces of serpent heads from the platform group were placed on the 

south and east façade (figures 5.299 and 5.300). The first one was found by PTM (Matos 

Moctezuma 1982b:22) over a rectangular platform that was 25 cm high, and the second 

one does not have any information about its context, except that it was excavated in 1900, 

as part of the sewer construction work (López Austin and López Luján 2009:274). Both 

are painted ochre, red, and to a lesser degree blue (López Luján, et al. 2005). The pair is 

carved in a more naturalistic way, with some carved scales on the nose and the 

supraorbital one.27  

																																																													
27 This archive has information of more monumental snakes of different kind and periods, that may have 
been attached to the balustrades such as AZSSBMP1441, AZSSBMP1442, AZSSBMP1444, 
AZSSBMP1445, AZSSBMP1457, AZSSBMP1458, AZSSBMP1459, AZSSBMP1460, AZSSBMP1461, 
AZSSBMP1468, AZSSBMP1469, AZSSBMP1470, AZSSBMP1521, AZSSBMP1560, AZSSBMP1598, 
AZSSBMP1686, and AZSSBMP1906. There are two more in Museo de Historia Mexicana de Monterrey, 
Nuevo León, a feathered serpent and a xiuhcoatl (Inv. 10-566158, 72 x 59 x 180 cm). 
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After have analyzing all of the large serpents from the Templo Mayor, the high 

standardization of features on the pieces and similar iconography suggest that we should 

think of them as a group, even though AZSSBMP1561 and AZSSBMP1814 (figures 

5.290 and 5.291) were made in different moment (Phase IVa), they continued to be used 

under two different reigns, Motecuhzoma I and Axayacatl (Phase IVb). This pattern of 

continued usage during different stages is also possibly true for three other pieces, 

AZSSBMP1814, AZSSBMP1905, and AZSSBMP1904 (figures 5.291, 5.296, and 

5.297), but at this moment we do not have enough evidence to confirm this. Another 

important unifying feature is the basalt that they are made of, which is a dense stone of 

fine-grained textures.28 This may indicate the same origin, not only from the same 

quarries, but also production in the same workshop that makes pieces for the Templo 

Mayor, through two different periods of reigns and two very different rulers.  

Two stone boxes or tepetlacalli. One of the most interesting stone boxes, or 

tepetlacalli, in this archive was completely covered in blue paint and is the principal 

element of the Offering 41 (figure 5.301). It was unearthed in Tlaloc’s Temple, on the 

platform, aligned with the central part of the stairway, between Offering 23, Offering 24, 

and the Frog’s altar (González González 1982; Matos Moctezuma 1980a:78).  

The Offering 41 is an unusual case, because it is one of the few examples of 

Mexica stone boxes with a clear archaeological context. The offering was inside a hewn 

stone slab box, and consisted of two different patterns of deposition. The first was 

external with 421 conch shells, 63 sea shells, 1 Pinctada mazatlanica shell, the remains 

																																																													
28 The predominant stone color is N4 Medium dark gray. 
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of porcupine fish mandibles, 5 greenstones fragments, and 1 ceramic jar. The other was 

within the stone box, which was covered all over with stucco and a brilliant blue color, 

and contained an abundance of greenstone objects such as zoomorphics and 

anthropomorphics, fish made of shell, two canoes and oars, tridents, a spear thrower (in 

white stone), scepters carved as rattle snakes, seven Mezcala greenstone masks, four 

figurines, as well as several zoomorphic pieces also in the same style, among others 

(López Luján 1993:409-412). 

The tepetlacalli box was carved out of a heavy basalt, composed of two parts - the 

box itself, which was hollow, and its lid. The exterior walls present two calendrical 

glyphs on the eastern wall, 13 Reed and 13 Rain, as well as a very abstract body human, 

while on the west wall there is a chalchihuitl. The lid of the box has a sculpture face of 

Tlaloc, his mouth towards the west and forehead to the east, with arms on either side. The 

north and south sides have a carving of a half-bent leg wearing a sandal and with some 

amate paper (amatetehuitl) on the calves (Gutiérrez Solana 1983:59-61). The entire box 

together represents the body of the deity, with two legs flexed, and resting in a seated 

position (González González 1987:154), while embracing the jade bead, chalchihuitl. 

The entire composition, including the archaeological context, and the objects inside the 

offering could represent an aquatic realm, maybe Tlalocan, and in a more metaphorical 

perspective the Tetzcoco Lake. 

The presence of the paired calendric dates is problematic, because it could refer to 

either historical or mythical events, or both (Nicholson 1988a). The first one can be 

interpreted as a reference to a historical year, AD 1470, because it is one of the year 
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bearers (Caso 1967a) and corresponds to  part of Axayacatl’s reign. If it instead refers to 

part of the 260-day cycle, then it is part of the first trecena, beginning with 1 Alligator, 

and by extension belonging to the East, as a cardinal point. The second date can be 

viewed as part of the third trecena of the 260-day count, which begins with 1 Deer, and it 

is part of the South as a cardinal point, and Tepeyolotl and Quetzalcoatl were the patrons 

of this trecena (Codex Borbonicus 1991:3). In this archive there are an additional three 

reliefs with the same date, including another tepetlacalli from Tenochtitlan,29 the Sun 

Stone at the beginning of this era, and finally a plaque from the Calendric Temple in 

Tlatelolco.30 The date has been interpreted as the year when the sun was born (Beyer 

1965a; Seler 1992a:129), using ethnohistorical accounts such as the Anales de 

Cuauhtitlan, and the Historia de los Mexicanos por sus Pinturas. 

Painted tepetlacalli. Outside the Main Precinct, but still within Tenochtitlan, there 

is another example of a stone box from this period (figure 5.280). In February 1969, Jordi 

Jussinyer and his team were exploring the Pino Suárez station area, and at the foot of the 

stairway of the structure L2, they found a stone box (Gussinyer 1970a). The box consists 

of two parts, the lid and the box, and both were painted with a layer of blue color, and 

each interior wall has two black stripes with an insignia of the corn and rain deities 

(Nicholson 1963). In the interior, Jussinyer found seven conch shells, two of them were 

cover with black and Maya blue color, as well as a greenstone collar, and three vessels, 

																																																													
29 See figure 5.278 (AZSSBMP0245). 
30 See figure 5.253m (AZSSBMP1831), there is another greenstone figurine in the Teotihuacan style, but 
with Postclassic dates, as part of the Hamburg Museum für Völkerkunde, Fischback storeroom (B 264). 
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whose form resembles Teotihuacan ceramics, and maybe part of a relic or as an evocation 

link with that ancient city.  

 The stone block of this tepetlacalli is comparable with two stone boxes from 

Phase IVa, Offering 18 and Offering 19, but it is also analogous with the previous box in 

the surface treatment, particularly the very polished walls, the layer of blue paint, and the 

deposit of marine elements inside. 

The teponaztli grouping. Below a floor of andesite, in the southeast corner of the 

Templo Mayor, on Huitzilopochtli’s side, Offering 82 was deposited (López Luján 

1993:424). It contained two masks, one of which was in a Teotihuacan style, and a 

human skull, presumably decapitated (Chávez Balderas 2017:475). In the same deposit 

the discovered a stone musical instrument, a horizontal drum, teponaztli (figure 5.302). 

The model did not serve as a practical instrument, and was instead covered with a thin 

layer of stucco, which was painted red. If one compares this sculpture with a group of 

seven teponaztli sculptures from Phase IVa (Chamber III), it is evident that are no 

significant changes in type of stone, measurements, surface treatment, or polychrome 

painting, and reaffirms the idea of a steady standard in the production of these artifacts 

that persisted through different phases (figures 5.171-5.177). This is also clear when 

examples from next stage, Phase VI, are also included, which completes the teponaztli 

grouping (figure 5.302-5.319). 

Name glyph (Axayacatl?). This relief was sculpted in a slab of volcanic rock that 

was part of a larger scene, as suggested by the shape of the block (figure 5.320). It is the 

representation of a diadem, seen in profile, in a triangular shape. In the upper part, there 
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are two parallel strips elongated with geometric designs towards the interior, which is 

associated with penance and fasting (Nicholson and Quiñones Keber 1983:64).31 

Underneath, there are two streams of water, which end in a chalchihuitl. The badge 

presented here is the well-known "turquoise diadem,” or xiuhuitzolli as it was known in 

the Nahuatl language, which Simeon identifies as a crown or miter, diadem adorned with 

precious stones (Simeón 2004:770).  

The xiuhuitzolli has several types of connotations, among which the most 

important is its name glyph sign character or as a symbol of fire (Noguez 1975:87), and 

as the schematic form of the head of the xiuhcoatl, the fire serpent. When it is part of an 

name glyph grouping, it is usually accompanied by one or more complementary glyphic 

elements (López Luján and Olivier 2009). As proposed by Noguez, when the glyph does 

not appear in relation to a deity or a ruler, orhueitlatoani, it seems to be associated with 

the delegation of military command or as a symbol of the conquests made by an alliance 

of manors. It was also worn by the burial bundles of the warriors killed in battle and the 

priest-gatherers of fire (Noguez 1975:93). 

The artifact presented here can be interpreted as an name glyph, referring to the 

Tenochtitlan king, Axayacatl, who ruled the city between 1469 to 1481 since the water 

stream emerging from the diadem may be a reference to his name. This is only a 

possibility and it is important to note that the slab does not show the face as it appears in 

other representations, such as in colonial codices such as the Codex Telleriano-Remensis, 

																																																													
31 AZSSBMP0854. 
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Primeros Memoriales, Codex Azcatitlan, Codex Cozcatzin, Codex Durán, Tira de 

Tepechpan, or Codex Mendoza.   

Another prospect is that it is indicating a deity, which is less likely since there is 

no other evidence to support this interpretation, but the xiuhhuitzolli was used by 

supernatural beings, such as Tonacatecuhtli, Xiuhtecuhtli and Mictlantecuhtli, and pulque 

deities (Beyer 1969b; González López 2015:184-191). 

Calendric dates. A plaque was attached to the south façade of the Templo Mayor, 

on the platform, with the inscription 3 House, which corresponds to the year 1469 in 

Alfonso Caso’s correlation (figure 5.321). This relief has a square frame surrounding it, 

which usually marks this as a temporal period, and differentiates it from other kind of 

dates. Although the plaque has received attention from several researchers, there is no 

consensus about its meaning. Some scholars believe it is a historical commemoration of 

the pyramid construction, while others believe it is marking the year that Motecuhzoma I 

died and was succeeded by Axayacatl (Caso 1971; López Austin and López Luján 

2009:354-355; Matos 1981:37,  50; Umberger 1987a:418).  

Altar of the Frogs (Altar de las Ranas). Located on the west bank of the platform, 

on the side of Tlaloc, and towards the middle part of the stairway, there is a small altar 

with two frog sculptures (López Austin and López Luján 2009:303-304; López Luján 

1993:72). The stone of these pieces is a kind of tuff (figure 5.322), which is similar to the 

basalts that the rest of the sculptures of this phase are made of. There are few anatomical 

details, besides the circular eardrums on the back. Both were covered with polychrome, 

with blue on most of their bodies and red on the circular motif and the mouth (López 
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Luján, et al. 2005). Each piece wears two rectangular adornments with pendants, an 

amate paper fan variation, amacuexpalli, which is present on several deities including 

Tlaloc. The animals were carved to appear as though they are resting on top of the 

balustrades, and both examples are almost identical, with a conical hollow space on the 

back, which suggests their function as standard-bearers.  

At the symbolic level, the batrachians are associated with humidity, bodies of 

water, rain and fertility because the Mexica people believed that they announced the 

rains. The Nahuas called frogs cuayatl, and every eight years, at the festival of 

Atamalcualiztli several individuals called mazatecah, would swallow live snakes and 

frogs for bravery. As Sahagún mentions, "some are black, others are brown, are paunchy 

and are edible; to the great ones they called tecalatl, there were other calls acacuiatl 

("frog of the reeds") that are stained green and black” (Sahagún 2003: 1034). It also 

mentions others known as zoquicuiatl, "frogs of silt,” that breed in the mud.  

Huehueteotl-Xiuhtecuhtli grouping. The grouping contains 54 examples, most of 

which were found in and around the Main Precinct area by the PTM (figure 5.23-5.77), 

however, the first report is from las Escalerillas street excavation, followed by one from 

the El Volador, and another in the campan (parcialidad) of Zoquipan and Moyotlan 

(Batres 1902; Estrada Balmori 1979; García Cook and Arana 1978; Guzmán 2004; 

Hernández Pons 1996; Heyden 1971; López Luján 1993; Nagao 1985a; Nicholson and 

Quiñones Keber 1983; Seler 1992a; Solis Olguín and Morales 1991). 

The omnipresence of this figure in Tenochtitlan and practically a lack of it in the 

rest of the city-states in the Basin of Mexico, may suggest that it was a highly appreciated 
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form on the island and held special significance for the Mexica. It is noteworthy, 

however, that although the cult of Fire god is deeply rooted in Central Mexican history 

(López Austin 1985), each region has different expressions (see Heyden 1972; Umberger 

and Klein 1993:323), which are similar but not identical. The practice of creating 

Xiuhtecuhtli stone figures begins in Phase IVa, and continues until Phase VII, although 

the Mexica later adopt other forms and use different materials. The most complete source 

of information comes from a group of 22 figures excavated at the Templo Mayor and 

surrounding buildings, all of which belong to Phase IVb (figures 5.326-5.339, 5.363-5.368, 

5.369-5.372).  

In the Mexican intellectual tradition, these figures are currently known as 

Xiuhtecuhtli, the fire god. In the United States, however, new perspectives question this 

interpretation and suggest a complex multilayered construction of identity, including the 

periphery of Tenochtitlan, they challenge the idea of a single and unique character to 

designate the sculptures. The figures also have other names, since they appear in the 

ongoing dialogue for over a hundred years and across traditions in Europe, Mexico, and 

United States traditions, where it might be referred to as Tepeyollotl, Nappatecuhtli, 

Ometeotl-Tonacatecuhtli, Huehueteotl-Xiuhtecuhtli, “Two-Tuffed” figure, or more 

vaguely the Mountain Deity (Guzmán 2004; Heyden 1971; López Austin 1985; López 

Luján 1993; Matos Moctezuma 1988; Nagao 1985a; Nicholson and Quiñones Keber 

1983; Seler 1992a). Today, these portable sculptures are the most discussed pieces of 

Aztec sculpture, second only to the high quality monumental pieces. 
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For a deeper understanding of these sculptures, however,  it is necessary to 

conceptualize them as Xiuhtecuhtli, at the beginning of the analysis and not at the end, as 

López Austin pointed out, and under a dialectic process of fusion and fission of deities 

(López Austin 1983). Secondly, thanks to the archaeological excavations, they are linked 

with important symbolic meanings since this entire group is from Phase IVb of the 

Templo Mayor. Future studies, however, should also include questions about the place 

inside the offerings, and the specific symbolic scenario in which Xiuhtecuhtli was one of 

the protagonists, since these stories in which he was participant were a part of his own 

life-cycle, and each offering tells a unique story with diverse elements.  

 The figure is always seated, with its arms on its knees and wears a diadem with 

four chalchihuitl,32 combined with either a blue bird or blue snake, on top of which are 

two protuberances, an amacuexpalli, and an amanacochtli, a stole covered with turtle 

carapaces, and finally a loincloth. One of the distinctive features of these sculptures is a 

smile and a toothless mouth, with many facial wrinkles, which suggests that the deity is 

very old. The facial painting is variable, with black on the lower part of the face and red 

around the mouth, but the ones coming directly from the Templo Mayor are highly 

standardized, and although the pieces from Casa de la Águilas have blue and red on the 

same areas. One anomalous example is the piece from the Pino Suárez metro stop, that 

was excavated by Gussinyer (figure 2.281), covered with brilliant colors (Gussinyer 

1970b; Guzmán 2004; Heyden 1971, 1972; López Luján 1993:185-186). The recurrent 

iconography and any anomalies present in the Xiuhtecuhtli figures may indicate that they 

																																																													
32 There are examples with three, five, one, and none. 
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came from different workshops inside Tenochtitlan, or there was a distinct degree of 

dexterity of artists, or may even be understood as improvements in artistic skill across 

time.   

The central role of these figures has fascinated many scholars over the years, 

particularly since they were placed at the head of several offerings in the building, the 

axis mundi point, which is confirmed in pre-Hispanic and colonial documents (Caso 

1962; López Austin 1985; López Luján 1993; Matos Moctezuma 1988; Seler 1988 

[1904]). Additionally, this form has been attractive to several top ranked educational 

institutions over the globe for exhibition of Mexica art (figures 5.373-5.377). Besides the 

Templo Mayor Museum and the National Museum of Anthropology in Mexico, examples 

of the Xiuhtecuhtli sculpture come from the Metropolitan Museum of Art33 and the 

American Museum of Natural History,34 both in New York City; the British Museum in 

London (Baquedano 1984:48-49);35 the Musée du Quai Branly in Paris (López Luján and 

Fauvet-Berthelot 2005:92-96);36 the Museum für Völkerkunde in Berlin (Eggebrech 

1986:315); and the Museum der Kulturen in Basel (Baer and Bankmann 1990).37 Finally, 

there is a Xiuhtecuhtli in the Museum of Natural History in Washington, D.C. (catalogue 

number A99007-0),38 and a final bearded version in the Stavenhagen Collection 

(Gendrop and Díaz Balerdi 1994:234).39 

																																																													
33 Figure 5.323.  
34 Figure 5.324. 
35 Figures 5.325 and 5.356. 
36 Figures 5.335, there are other three examples (López Luján and Fauvet-Berthelot 2005:93-96). 
37 Figures 5.373. 
38 It is the number NHA933 in Nicholson’s archive. 
39 It is the number NHA760 in Nicholson’s archive. 
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Pulque deity. Very close in form, but not in meaning is this artifact belonging to 

Offering 6. It was excavated by Francisco Hinojosa and Diana Wagner in 1978 and was 

located on the western portion of the platform, on the side of Huitzilopochtli, adjacent to 

the Coyolxauhqui monolith. Since its discovery it has been the focus of several studies, 

not only for its aesthetic qualities, but because it is one of the best-preserved Mexica 

stone sculptures with polychrome painting (Matadamas 2015:165-168; Nagao 1985b:81; 

Velázquez Castro 2000:144-148; Wagner 1982:122).40  

Similar to the Xiuhtecuhtli grouping, the figure is seated, with its arms on its 

knees and wears a blue diadem xiuhhuitzolli, which is often used by other supernatural 

beings, such as Tonacatecuhtli, Xiuhtecuhtli, Mictlantecuhtli, and pulque deities, as well 

as by high status people of Tenochtitlan (Beyer 1969b; González López 2015:184-191; 

Matos Moctezuma 1980a:62; Noguez 1975). Additionally, this figure has as a U-shaped 

nosepiece, yacametztli, and a loincloth. This is combined with a pleated amacuexpalli, 

paper earpieces with a rain drop and an emerging a amanacochtli, and a plain stole on the 

back and a loincloth (figure 5.378). As Matadamas (2015:165-168) has explained, there is 

an abundant amount of paint remains from which it is possibly to recreate the colors, for 

example it had ochre on the body and the face was red at the center and black on the side. 

This kind of facial painting is present in the historical accounts as chictlapanqui 

(Nicholson 1991).  

 Offering 6 included both foreign and relic materials, such as Teotihuacan vessels, 

Mezcala masks, and greenstone figurines, penates, from Oaxaca (Wagner 1982:122-124), 

																																																													
40 AZSSBMP1555. 
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as well as the skeletal remains of five people (Chávez Balderas 2017:278). This pulque 

deity is part of a group of three sculptures (figures 5.326, 5.369, and 5.407). 

Tlaloc pot. The following group is composed of containers, typically rounded or 

cylindrical and that are made of fine-grained texture basalt (similar to the sculptures in 

the Xiuhtecuhtli grouping), were probably used for storing liquids, although some are not 

hollow (figures 5.379-5.391). They are part of the Tlaloc jar grouping, however these 

sculptures are smaller, have a lid, and two handles, by which the pot was held, carried, or 

controlled. As mentioned in the prior grouping, these sculptures have a Tlaloc mask on 

front of the pieces. All the individuals have the remains of blue and black color, and 

sometimes the remains of two black parallel stripes. The archaeological context is 

unknown for only two of the pots, and the rest come from the offerings of the Templo 

Mayor.41 

Tlaloc’s face is attired with a bunch of heron feathers as a headdress, tied with a 

rope and a notched amate paper at the base. He is wearing an amacuexpalli, that is 

sometimes pleated and other times it is simple, as well as earpieces made of paper with a 

rain drop emerging.  

In this group, there are three varieties, or sub-groups: one in which the body is 

globular, hollow, with a rope as an annular base, and an independent lid (figures 5.383, 

5.380, 5.384, 5.386, 5.387-5.390), the second has a globular body with two conical parts 

at the extremes and is a solid block (not hollow, figures 5.382 and 5.385), and the third 

has a cylindrical body, but it is the smallest of the groups (figures 5.381 and 5.379). 

																																																													
41 See AZSSBMP0400 and ceramic pots from the offerings 35, 120, 126, and 141. 
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There is another piece in the Museum of Cultures, Basel (Baer and Bankmann 1990:82-

84; figure 5.391). The Nicholson’s archive has an example, supposedly from the 

American Museum of Natural History (NHA994). An unusual pot is in the Lowe Art 

Museum Miami (Ardren 2010). 

Five of the pieces belong to offerings from Complex A (1, 13, 17, 20, and 60) 

(López Luján 1993:323-330), and it is common to also find in these deposits sculptures 

of Xiuhtecuhtli and braziers (figures 5.333-5.336, 5.398, 5.399, 5.400, 5.363, 5.403, 

5.366, 5.370, 5.371, 5.372, and 5.407). Hypothetically, they may have been made in the 

same workshop that supplies the Templo Mayor with necessary sculptures based on stone 

similarities. Additionally, in six of the offerings with Tlaloc pots (13, 15, 17, 20, 60, and 

CA) they found human skeletal remains, most of them skulls, that were presumably 

sacrificed (Chávez Balderas 2017:431, 454, 436-442, 419-430, 443-448, 314-318). 

The brazier grouping. This grouping has multiple varieties, or sub-groups, but 

each of the forms were found in the body of the pyramid. Symbolically, the braziers were 

the embodiment of a group of beings, and served as containers for natural elements such 

as fire and water, under the ixiptla concept, and should be understood as a cortex, or a 

vessel for the supernatural (López Austin 2014:119). Braziers from the south side are 

symbolically depicted as burning ceiba trees, and on Tlaloc’s side, they are clouds filled 

with water and sometimes fire too. Water and fire were one of the pivotal narratives in 

the Templo Mayor, or at least on its superior part, but only fire was common on both 

sides of the Templo Mayor.  
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Brazier bi-conical and knot. The samples analyzed here are bi-conical forms of 

masonry, presented as a stone ribbon knotted in the middle with a bow and attached to 

the rest with stucco (figures 5.392 and 5.393). One of the examples is depicted as a 

butterfly, or a flame (figures 5.396). The main body is spotted with small cylindrical 

pieces of embedded stone that resemble a ceiba trunk (López Austin and López Luján 

2009:291-292). The top part has a shallow hollow portion to deposit the fuel used to 

burn, and by extension when it was used the fire that the brazier contained would act as 

the canopy. The first part of this grouping is formed by large elements, and most of them 

have been found in excavations at the Templo Mayor by Manuel Gamio (figures 5.392-

5.397). The excavation was located on the south façade of the temple, over the body of 

the pyramid, on Huitzilopochtli’s side, and here Gamio reports braziers that are still in 

situ (Gamio 1917:127). When Eduardo Matos and his team explored the same area more 

pieces were recovered, next to the monumental snake heads, which will be described 

below, on the same façade and additional pieces were found in the east and north area as 

well (Matos Moctezuma 1982a:21, 22). Recently, researchers presented a reconstructed 

version of their original colors, which highlighted red and ochre as part of larger 

iconographic program on Huitzilopochtli’ side that relates to fire (López Austin and 

López Luján 2009:291).  

While the braziers from the south side were left unaltered by the Mexica when the 

next phase covered everything, the pieces from the east and north façades were broken, 

and it appears they dismantled the entire artifact with some pieces spread near the 

original location (see fig. 5.394), others pieces are in an unknown location. It is highly 
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probable that the piece in the archive belongs to the central knot of the north brazier on 

the east façade. 

Unfortunately, we do not have information from the 1900 sewer archaeological 

intervention, under the direction of Leopoldo Batres, that practically cut in two 

Huitzilopochtli’s side, including the east façade and at least one brazier. This is because 

Batres took over control of the excavation when they explored in front of the Templo 

Mayor at the foot of the building, but not before. Even still on November 25th, in the 

Main Precinct, just behind the Catedral Metropolitana in Calle de las Escalerillas street, 

he found similar sculptures, but they were made of ceramic (Batres 1902). Beyond the 

Templo Mayor, in 1944, Hugo Moedano Koer excavated the Pasaje Catedral, at number 

12 Guatemala street and found multiple stone sculptures (López Austin and López Luján 

2007:57-58; Mateos Higuera 1979) that are now in the National Museum of 

Anthropology storeroom. This material included more braziers with stone knots, as well 

as ceramic braziers depicting the death goddesses. Other members of this group are also 

located in the storeroom of the Dirección de Salvamento Arqueológico, in la Alhondiga, 

and the archaeological site of Santa Cecilia Acatitla.42  

There is also another piece currently in the Templo Mayor Museum storeroom 

without contextual information that is covered with several layers of polychrome, 

including blue, red, ochre, white, and black (fig. 5.396). The iconography depicts 

chalchihuitl (jade beads) in blue and many stripes in red and ochre that imitate textiles 

designs. These motifs are not symmetrical on the knot, but they are together at the center.  

																																																													
42 Trinidad Durán, personal communication February 2013. 
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The last example was recovered recently in the excavations of the Ehecatl-

Quetzalcoatl temple in the body of the building (fig. 5.396), within the debris, and 

stratigraphic information suggests it probably belongs to Phase VI (Urdapilleta 2014).43 

Morphologically, it is similar to the rest of the group, although it is made of a denser 

stone and it has undulating edges that resemble flames. Symbolically it represents a ceiba 

tree that has the fire on top (by burning wood or other fuel) and the knot suggests it is 

linked with other representations of flames and the souls of the deceased warriors (Beyer 

1965b, Taube 2000). This last example adds more layers of meanings since the red bow 

and knot is identified as one of Huitzilopochtli’s personal attires (López Austin and 

López Luján 2009:291). The importance and reason for the presence of ceiba trees 

incorporated into the Templo Mayor body is highly relevant and there exists an abundant 

literature on the subject, however, it is beyond the scope of this chapter.   

Miniature braziers. Another part of this grouping is a set of similar forms (figures 

5.398-5.407), but all miniature braziers (Contreras 1979; Del Olmo Frese 1999; García 

Cook and Arana 1978; López Luján 1993:323-330). The smallest piece and the tallest 

piece range in size between 10 to 24 centimeters high. These braziers are not usually 

painted, but there are some examples with a stucco layer covered with red color. A 

constant feature shared with other sculptures from this phase, is the use of a denser basalt, 

especially for the smaller pieces.   

																																																													
43 Raúl Barrera, personal Communication, March 2017. 
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Seven of them are directly from the offerings of the Templo Mayor (offerings 1, 

6, 11, 12, 17, 98 and CA),44 four of which were grouped together by López Luján in the 

Complex A (1, 6, 11, 17), a numerical taxonomy developed to study the Proyecto Templo 

Mayor offerings (López Luján 1993:153-159). Complex A is one of the richest group of 

offerings in PTM and relevant for this dissertation because in each of these 11 ritual 

deposits were placed an abundance of elements, both natural and culturally modified, in a 

multifaceted arrangement. Among the most significant artifacts are other stone 

sculptures, such as the Xiuhtecuhtli and Tlaloc pod constellations discussed above, and 

several human skeletal remains, usually just skulls (Chávez Balderas 2017:226-287). It 

was common to find braziers at the center of the deposits, just in front of the duo 

Xiuhtecuhtli and Tlaloc pod (López Luján 1993:323-330). In a recent analysis, Chávez 

Balderas pointed out that in Offering 1 they recovered human remains of 6 individuals 

presumably sacrificed, in offerings 6 (5), 11 (9), 17 (8), and 98 (6).  

As with the previous brazier group, there are also some pieces without 

archaeological context, one of which was made of a very dense stone that was polished 

and is currently in the Martell collection (figure 5.402). Another artifact is one that varies 

in its form, since it has three hearth stones, a cord tied without a knot, and protuberances 

on the body. There is also a cylindrical form in the shape of a sand clock, knotted in the 

middle with a bow, an undulating rim, and a hollow feature on top. As mentioned, these 

braziers are a persistent feature associated with fire containers and flames that depict 

																																																													
44 The Contreras-Angulo (CA) offering was not recovered by the Proyecto Templo Mayor, it was excavated 
in 1966. 
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butterflies, and serve as a direct antecedent of what Taube identifies on torches and is 

also observed on other Mexica fire beings (González López, et al. 2018; Taube 

2000a:274-293).  

Tlaloc braziers. The next group of 36 sculptures are both complete and 

fragmented pieces from the Templo Mayor, which were placed on the body of the 

pyramid, but exclusively on the east and north façades of Tlaloc’s side (some present in 

figures 5.408-5.16). The AZSSBMP collected fragmented material belonging to this 

grouping, but not present on this dissertation.45 The general forms are a bi-conic body 

with a globular part in the middle and the superior part has a deeper hollow portion that 

served as a vessel. The difference with respect to the Huitzilopochtli braziers is that there 

is part of a Tlaloc figure attached to the frontal face, but not the entire body. Originally, 

there were four Tlaloc braziers flanking the monumental snake heads of the Templo 

Mayor, but three of the conical artifacts were dismantled by Mexica people (east façade) 

and with the remains placed in the surrounding area and final brazier was removed in the 

first half of 20th century (López Austin and López Luján 2009:274). 

The vessel were made of masonry and covered with a brilliant polychrome (López 

Luján, et al. 2005:30), predominantly a blue color with some stripes of red. There are 

only two complete examples of the rain god, and one is severely damaged, but they are 

still two in situ and one was moved to Hall 5 of the Templo Mayor Museum. The head 

																																																													
45 Other pieces of this grouping are AZSSBMP0079, AZSSBMP1356, AZSSBMP1357, AZSSBMP1365, 
AZSSBMP1366, AZSSBMP1367, AZSSBMP1368, AZSSBMP1369, AZSSBMP1370, AZSSBMP1371, 
AZSSBMP1372, AZSSBMP1373, AZSSBMP1374, AZSSBMP1375, AZSSBMP1376, AZSSBMP1377, 
AZSSBMP1378, AZSSBMP1379, AZSSBMP1380, AZSSBMP1382, AZSSBMP1383, AZSSBMP1676, 
AZSSBMP1676, AZSSBMP1678, AZSSBMP1898, AZSSBMP1899, and AZSSBMP1900. 
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and torso were embedded to the brazier by means of stucco, so it is not a monolith and 

they instead used multiple stone pieces with masonry.  

The creation of sculptures through masonry and little stones was an innovative 

technique that appears to begin in Phase IVa, with the Coyolxauhqui VI (Matos 

Moctezuma 1991), but it continues through Phase IVb with the Tlaloc and bi-conical 

braziers. This suggests that Mexica people were experimenting with new methods to 

create larger sculptures, particularly by combining stucco plaster and volcanic stones.  

The iconography represented is the standard for Tlaloc, at least in the Templo 

Mayor, his headdress is an aztatzontli made of white heron feathers with the rachis (shaft) 

and vane delicately painted in black, and tied by a row of chalchihuitl and a xiuhtototl, 

the blue bird (Cotinga amabilis), and a notched paper “crown.” This attire was regularly 

displayed by fire being such as Xiuhtecuhtli. They also display pleated back adornments, 

amacuexpalli (in blue), earpieces made of paper with a tear drop emerging from the 

center (in red and blue), and the mask of the rain god (in blue), with the fangs and the 

eyes (in red), and his hair (in ochre). The necklace is composed of four long threads, 

combining tubular and globular green stone beads, in patterns of at least five that 

resemble an M. This element has been discussed by numerous scholars, and in the jargon, 

it is known as a trilobed. It has a long presence in Central Mexico, with reports from 

Teotihuacan and Tula, but it is also present in the Maya area as well. In this context 

seems to be a bowl pouring water. Generally, it is meant to represent blood and water, but 

also clouds (see Heyden 1983:121-125; López Austin and López Luján 2009; Stocker 

and Spence 1973:279-281), and in this specific context, it seems to display rain, as the 
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motifs of painted rain drops seem to indicate. Additionally, each piece is wearing a 

circular pectoral (in ochre) made of gold, a teocuitlatecomalli.  

One Nicholson’s slide archive entries46 from the early years of the archaeological 

excavation depicts an example of this piece that now is in Hall 5 of the Museum (figure 

5.414). It shows the sculpture wearing a long bunch of feathers on the top of the head, but 

for unknown reasons this extra portion is in the storeroom and not on display with the 

piece.  

On each side of the braziers, attached to the globular vessel, is a cloud symbol (in 

blue) filled with rain (fig. 5.415), from which fire tongues emerge (in blue, red, and 

ochre) indicating lightning bolts, and representing fire falling to the earth.47 There are 

eight fragmented sculptures of clouds that may be related to this phase. The pieces do not 

fit together, which may suggest at least two more braziers existed in this area. Besides its 

function as containers of fire, these pieces may have also been used as water receptacles, 

to collect rain water, in this context directly from the Sacred Mountain. 

This grouping can be understood in the symbolic sphere as the embodiment of the 

supernatural and the true presence of dangerous deities since they may be conceived of as 

the vessel or container for these powers for the whole building. Other brazier examples, 

but made of ceramic in a large format, suggest similar behavior, for other beings such as 

Tlaloc, Tezcatlipoca, death goddesses (Cihuateteo?) and fertility deities (Heyden 1983; 

Mateos Higuera 1979). Beyond Tenochtitlan, in Tlatelolco, Tlahuac and Acolman, 

																																																													
46 NHA1091. 
47 See the stone box in the British Museum displaying four Tlaloque. 
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similar forms are reported, but they depict Tlaloque, Chicomecoatl, Chalchiuhtlicue, or 

other corn and agriculture deities (or impersonators) and fire deities.48  

Other stone braziers. Besides the previous examples, there are still other variants 

within the brazier grouping with an unknown context from Tenochtitlan. They are usually 

quite divergent to the vessels found in the Templo Mayor, this brazier has a composed 

body, with a conical lower part and the upper part is a low cylinder with a shallow vessel 

(figure 5.417).  

All of the surfaces are covered with reliefs, with the conical part depicting a 

dismembered human being, an upside-down head, curly hair, closed eyes, and an open 

mouth, indicating that this being is dead. It is wearing an earpiece made of conch, an 

epcololli. Its four extremities were cut, showing a long bone diaphysis and little masks on 

the elbows and knees, which specifies that this being belongs to Mictlan. Each arm has a 

textile bracelet, similar to Tlaltecuhtli,49 and it is wearing sandals.  

The fact that this figure is dead, dismembered, and is upside-down suggests that it 

is revealing way to travel to the underworld. The rim of the cylinder depicts a 

combination of several symbols, with a unique example of pictographic text that calls 

forth ritual speech acts, such as visual exhortations or prayers related to Quetzalcoatl 

sacrifice (see Boone and Collins 2013). Additionally, it depicts the deity’s clothes, as a 

loincloth, maxtlatl,50 two earpieces of epcololli, two bird masks, ehecaxayacatl, two 

conch-shell pectorals, ehecacozcatl, and other aspects that are not as clear (see Seler 

																																																													
48 The entire group is spread between the Museo Nacional de Antropología, Museo del Templo Mayor, 
Museo Nacional del Virreinato, and Museo Arqueológico de Santa Cecilia Acatitla. 
49 See Tlaltecuhtli grouping. 
50 Eduard Seler (1907:42-43) thinks that it is a Malinalli symbol. 
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1907). On the upper portion, there are also other ehecacozcatls. This piece seems to 

illustrate the myth of the death of Quetzalcoatl, when he went to the underworld to collect 

the bones needed to create the current humankind (Leyenda de los soles 2002:177-181). 

Eduard Seler, in a brief comment about this piece, suggested that it was used as a 

pedestal (1907:42-43) or as a platform for other images. Using previous examples from 

the Templo Mayor, another probable function was as brazier, because of the hollow part 

on the top.  

The last element in this grouping is an anthropomorphic piece without context 

that is now located in the Museo Nacional de Antropología (figure 5.418). It is one of the 

smallest examples, with a handle in the lower part, while the upper part has the head of a 

dead person that contains a deep hollow portion with burn marks. It probably was used as 

a vessel to transport fire. 

Mallet grouping. In 1978, salvage archaeological intervention underneath the 

Coyolxauhqui monolith led by Ángel García Cook and Raúl Arana found six offerings. 

One of these is Offering 3, which was placed on the platform at the center part of 

Huitzilopochtli’s side (García Cook and Arana 1978). There are four cylindrical forms, or 

a tool with a spherical head that we call mallets (figure 5.419-5.422).  

Within this grouping there is another group of five mallets from Offering V 

(figures 5.423-5.428), however, these belong to Phase VI, and were found in front of the 

House of the Eagles (López Luján 2006:249).51 This form could be part of the weapons 

																																																													
51 AZSSBMP0698, AZSSBMP0699, AZSSBMP0700, AZSSBMP0701, AZSSBMP0702, and 
AZSSBMPP0703. 
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associated with attired knives (figures 5.429). The major difference is the length, between 

18.3 to 22 centimeters. They are made of a dense basalt, which allows for a polished 

surface and is a treatment that will be reproduced in future grouping of stone sculpture in 

Tenochtitlan, indicating an intentional behavior.52 At least two of the mallets are the 

remains of small copper bells.53 

In the material culture of the Templo Mayor, there are other pieces with this form 

but made of obsidian, wood, and others that are depicted on reliefs and in codices (see 

Offering L). Their function was to serve as weapons (Lienzo de Tlaxcala 1983; 

Telleriano-Remensis 1995:38v), scepters to designate pulque deities (Codex 

Magliabechiano 1996:63r), or as a marker of ethnicity for the people of the Toluca 

Valley, which was used by the Mexica to designate these groups on the Stone of Tizoc. 

Similar pieces have been found in other offerings of the Templo Mayor, and there the 

mallets that are part of the set of attired flint knives that impersonate ritual practitioners 

and deities (Alejandra Aguirre, personal communication June 2013).  

Small snake grouping, “clavos serpiente” This set has 58 examples of sculpture 

that are embedded much like nails in the walls of two buildings (figures 5.292, 5.30-

5.80),54 both on platform of the Templo Mayor and the Cuauhxicalco in front of the 

pyramid on Huitzilopochtli’s side (López Austin and López Luján 2009; López Luján 

and Barrera Rodríguez 2011). All examples have a wedge-shaped form, with most of the 

																																																													
52 AZSSBMP0691, AZSSBMP0692, AZSSBMP0693, and AZSSBMP0694. 
53 AZSSBMP0692 and AZSSBMP0693. 
54 The AZSSBMP has information of more pieces belonging to this grouping but not present in this 
dissertation, such as AZSSBMP0146, AZSSBMP1912, AZSSBMP1913, AZSSBMP1914, 
AZSSBMP1915, AZSSBMP1916, AZSSBMP1917, AZSSBMP1920, AZSSBMP1921, and 
AZSSBMP1922. 
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body embedded in the walls and the other part that what is exposed ends with a schematic 

snake head, possibly a rattle snake (Herrera 1979). There is a total of 15 figures exposed 

on the Templo Mayor on Tlaloc’s side (figures 5.430-5.444), while there are 14 figures 

on Huitzilopochtli’s side (figure 5.445-5.458), as well as a human skull (figure 5.481). 

Additionally, there are more examples in the storeroom, but unfortunately without any 

contextual information.55 

Recently, scholars have emphasized that the snakes display an important 

morphological feature, as a means to represent the Coatepec (López Austin and López 

Luján 2009:292), which can be seen represented across different materials. The authors 

believe that there is a desire to represent the variability and abundance of snakes in the 

Sacred Mountain, as well as using it as a means incorporate local and foreign groups in 

the contribution to the embellishment of the temple (López Austin and López Luján 

2009:293). This implies that many of the stone reptiles likely came from the population 

in Tenochtitlan, and others may have come from other city-states within the Basin of 

Mexico (For more about the incorporation of others groups in the Templo Mayor using 

stone material see Guzmán 2004). 

Other potential causes for this diversity may be a re-use of artifacts from previous 

periods such as the quetzalcocoa, apetlac, and Coyolxauhqui monoliths, which were 

utilized in at least two consecutive phases (IVa and IVb). Secondly, the variation may be 

the result of sculptures coming from different workshops or variation in the ability of 

																																																													
55 AZSSBMP0145, AZSSBMP0146, AZSSBMP1912, AZSSBMP1913, AZSSBMP1914, AZSSBMP1915, 
AZSSBMP1916, AZSSBMP1917, AZSSBMP1920, and AZSSBMP1922. 
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diverse people within the same workshop. No matter the cause of the variations, the set of 

snakes are iconographical and thematically consistent.  

The second part of this grouping, still in Phase IVb and continues till Phase V, is 

exhibited in the circular building called the Cuauhxicalco (López Luján and Barrera 

Rodríguez 2011), and consists of 18 snakes that are contemporaneous with the snakes 

exhibited on the Templo Mayor (figures 5.459-5.477). There are few differences between 

the two sets, with more or less the same sizes and surface treatment of several layers of 

stucco. The only discrepancy is more use of volcanic tuff and the presence of one snake 

with polychrome painting.56 There are more pieces from this building, but they remain 

buried. 

Tlaloc jar and pot grouping. The Tlaloc jar and pot grouping represents one of the 

changes in sculptures through time at the Templo Mayor. During the archaeological 

excavations of the PTM (1978-1982), they found the remains of at least 38 jars and pots 

with the face of Tlaloc on them (Luna 1982). Their shape is a bi-conical block of basalt 

or andesite that is covered with stucco and brilliant colors. This set was grouped together 

in the archive with 50 entries, representing complete and fragmented pieces from the east 

side of the Great Temple (figure 5.482-5.522),57 from Casa del Marqués del Apartado 

(Barrera Rodríguez 2003), and other similar pieces without context from the National 

Museum of Anthropology (Cabrera, et al. 1975; Solís Olguín 2002) (figures 5.523-

																																																													
56 AZSSBMP0481. 
57 This archive also has information of fragmented jars belonging to this grouping but not presented in this 
dissertation such as AZSSBMP1362, AZSSBMP1363, AZSSBMP1639, AZSSBMP1642, AZSSBMP1861, 
AZSSBMP1863, AZSSBMP1866, AZSSBMP1867, AZSSBMP1868, AZSSBMP1869, AZSSBMP1871, 
and AZSSBMP1872. 
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5.528). Additionally, this second half also includes eight pieces excavated inside the 

spring of Los Reyes in Coyoacan (figure 5.529), an important Tepanec capital (Declercq 

2016), three from the water tank of Chapultepec, a settlement to the west of Tenochtitlan 

(figure 5.532), one from the Walters Art Museum in Baltimore (fig. 5.533a), one from the 

Natural History Museum of Los Angeles County (5.533b), and finally another example in 

the Museum of Cultures in Basel (figure 5.533c). In the following analysis, I present the 

information first from the sculptures from the PTM, followed by the pieces from outside 

Tenochtitlan and those found in the Museum collections. 

The first group is made of dark basalts and andesites, that are denser and heavier 

than the jars from Offering 48, and others are made of tuff. Most of them are jars with a 

handle, followed by elongated pots without handles (figures 5.2-5.11). Despite this 

distinction, they were examined as a single grouping because they are contemporaneous 

and have similar forms, iconography, and archaeological context. 

In form, style and iconography they are identical to the jars from Offering 48, in 

Phase IVa (1440-1469), and should be understood as a continuation of productive 

activity. The only change within this new group of sculpture is the increase in size. 

Analyzed as a group, they are comparable with similar dimensions and materials, which 

emphasizes a highly standardized production, although there are minor variations in the 

painting and colors used. It is likely that they come from the same workshop that 

produces sculptures for the royal palace. Recently, researchers presented preliminary 

information on 27 of these artifacts and suggested that they functioned as almenas or 

crenellation, but this research only included measurements and a single drawing 
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(Carrizosa Montfort and Aguirre Molina 2003; see also López Luján 1997). This 

interpretation is based on iconographical examination that compares them with several 

images from colonial manuscripts that depict the upper part of the Templo Mayor of 

Tenochtitlan. These objects are not often studied by examining information about their 

original context and rarely through an examination of all of them together, as a totality. 

In terms of their function, the top part invariably is flat, meaning that it is unlikely 

that they would be used as containers. Despite the fact that there are many examples of 

these artifacts, there is no clear indication of either spaces of use, or whether it is a single 

or multiple space. In the archaeological jargon, they are known as crenellation (almenas) 

on the top part of the buildings, there is little evidence to support this idea. These artifacts 

may have instead served as a table, or an area to deposit offerings.  

The jars and pots are bi-conical with a globular body. While the upper section 

depicts a red basin inverted, the central part is blue and has a Tlaloc mask, with a black 

face that is sometimes made with chia seeds (fig. 5.490). The pieces invariably wear a 

headdress of notched paper, painted either blue or ochre, and a white background spotted 

with asterisks, that symbolize rubber and rain (Carreón Blaine 2006), finally, it is tied 

with cords and has an aztatzontli. Other paper elements include an amacuexpalli, and 

earspools with a water drop emerging from the center. The pieces depict tlaloque, the 

carriers of water. Occasionally, the body is surrounded by cloud glyphs, thunderbolts, and 

rain.  

Understanding the archaeological context is difficult for these objects since the 

city represents an uninterrupted and dynamic occupation of at least 500 years from the 
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establishment of Tenochtitlan through to the early colonial period. Even after consulting 

an archive of pictures, archaeological reports, and maps this represents a particularly 

complicated stratigraphic deposition, that begins with modern buildings and parking lots 

(Contreras and Luna 1978). The objects appear to have been recovered from the space 

designated as number 52 of Guatemala street, a parking lot of the Secretaría de Hacienda 

y Crédito Público. The violent contact with European cultures affected gravely this area, 

especially for Phase VII and part of the Phase VI (1486-1519), which limits the amount 

of contextual information that is available (López Austin and López Luján 2009:224). In 

1978, an archaeological team led by Pilar Luna and Eduardo Contreras, report the 

constant presence of Tlaloc effigies, which were labeled with consecutive roman numbers 

(Contreras and Luna 1978).  

They appear to have been deposited in the Patio de los Altares, which consists of 

part of a stepped structure and an open space covered with other small structures, 

identified as temples, with polychrome painting. It is located to the west the Templo 

Mayor with Building K towards the north and Buildings L, M, and N to the south (López 

Luján 1993:83-85). To the east, there is a stairway that led to a sunken patio, a possible 

water tank, with Altar 15 at the center and a monumental conch shell on top with a Tlaloc 

jar (fig. 5.522d). The archaeologists named the sunken patio and the stairways as a pier 

and report a total of 14 pieces from this area (Contreras and Luna 1982:95) (Contreras 

and Luna 1982:77).  

According with Contreras and Luna (1978) when referring to the stucco floor of 

the Patio de los Altares:  
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“The floor in general is in good conditions of conservation, except in a part that is 
towards the north, and that covers a surface of more than 20 meters and whose break, it 
seems that it was made intentionally, because it is almost regular. In this surface, there 

was a filling of large stones in its majority and that contrasted remarkably in the 
sedimentary material of the rest of the excavation and within which 4 more groups of 

wooden stakes were found that worked as piles to compact the terrain”. 
 

The Patio de los Altares subsequently would be covered with Building J, the long 

platform that limited the Main Precinct, and served as access to the stepped structure in 

front of Altar 15. The east and west façades of Building J have alternating balustrades 

and stairways, with a few doors that is surrounded by the Main Precinct on all four sides. 

The remains of this building are observed in the archaeological zone in Phase VI and VII 

(López Austin and López Luján 2009:224; Matos Moctezuma 1984:20). Instead, the 

Patio de los Altares is a previous platform to Building J. When the archaeologists dug a 

sub-structure, within the fill they found more sculptures of frogs and sea snails protected 

within a layer of mud and large stones (Contreras and Luna 1982:75) (fig. 5.522d). When 

describing the discoveries from this area, Contreras and Luna (1982:77) also mention 

additional figures made of stone, such as a lunar deity head, and others that did not 

receive explanation.  

It has been difficult to reconstruct the depositional sequence and exact chronology 

of these sculptures to a loss of contextual information. For example, technical 

archaeological data written on the labels that accompanied the pieces were missing or 

illegible, or vertical position measurements were taken from different datums, and after 

excavation, many of the materials were not labeled with ink. Some of these apparent 
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difficulties were solved through consultation with the historical archive in the Templo 

Mayor Museum and the Nicholson’s archive. 

Recreating the sequence of events, by analyzing stratigraphy, fieldwork and 

graphic reports, suggests that these pieces correspond to the period between AD 1469-

1486. This includes the last few years of Axayacatl’s reign, the short reign of Tizoc, and 

the beginning of Ahuitzotl’s reign and correspond with phases IVb, V, and VI. Moreover, 

the continuity of the long Patio de los Altares was interrupted to deposit more jars within 

a previous sub-structure. The vessels were placed within different levels, which may 

indicate a repetitive behavior of depositing jars, on different occasions, an act that was 

performed several times over a period of 15 years. Although, recently Pilar Luna 

explained to me that she thinks that it was a single event (personal communication, 

September 2018). 

The depositional pattern of the jars indicates several groups of four or five 

Tlaloque (figure 5.510). All examples were reported horizontally, some oriented towards 

the north-south axis, and others oriented East-West. The group of five around cala D’ 

cuadro 38, 39 (figures 5.497, 5.510, 5.513, and 5.515), shows an arrangement of four 

pieces face-down in each corner, forming a rectangle, and a fifth one facing-up in the 

center. Another group was placed inside a sub-structure of the Patio de los Altares, 

intruding into it to depositing them within a matrix of large stones and mud. Additionally, 

several sculptures were found directly over the patio. There is a possibility of a single 

deposition event suggesting that the sculptures were buried in the immediate structures, 

including the Templo Mayor, and was not restricted in a sumptuous refuse episode. This 
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practice is also reported for the west and north façades of the Templo Mayor, as well as 

in phases VI and maybe VII (González López, et al. In Press).  

The creation of this set of forms is symbolically linked with the narrative of 

bringing rain and water, a theme expressed throughout many of the offerings at the 

Templo Mayor (López Austin and López Luján 2009; López Luján 1997, 2018). This 

story was promoted (and performed over the years) by the controlling group of people 

who used the Templo Mayor space, in both the interior area such as in the offerings (see 

offerings 18, 19, 97) and the surrounding area, evident in the presence of larger pieces 

exposed in collective spaces. These jars and pots also existed in other materials, such as 

ceramic or wood miniatures (Barajas Rocha, et al. 2016).  

Outside of Tenochtitlan, these forms have been reported from inside the spring of 

Hueytlílac, Coyoacan, and near the water tank of Chapultepec. This same ritual behavior, 

however, is also present in the Basin of Mexico for many centuries before the Mexica 

arrived (López Luján 1997). The imperial innovation in this practice was to increase the 

production of larger stone forms, predominantly jars, and exhibit them in public areas and 

spaces of power. 

This grouping of sculptures is relevant because of archaeological contextual 

information that sheds light on its eastern limit. If they belong to the proposed phases, it 

is possible to trace a continuous sequence of the production of Tlaloc jars from Phase 

IVa, embracing the examples from Offering 48, through phases IVb, V, and VI, and the 

final examples from Phase VII (fig 5.535). This continuous production may be derived 

from an imperial necessity to control water and rain through the use of religious and 
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political agendas sculpted on stone. The same imperial agenda is displayed on other 

Mexica stone monuments of future generations, which show powerful deities, or 

impersonators, or the king using the same kind of jar,58 as well as other scenes that show 

Tlaloc pouring water to the earth employing the same artifacts (figures 5.162 and 

5.535b). 

Additionally, these objects further support the expression of centrality of the 

Templo Mayor, which is a theme that has been suggested for many years (López Austin 

and López Luján 2009; López Luján 1993:87-111; Matos Moctezuma 1988), and is 

supported by an iconographic program that extended beyond the limit of the building 

(López Luján and González López 2014). The deposition of these jars as rectangles in 

groups of four and five, symbolically recreates the earth’s surface as a milpa, 

representing its cardinal points and the center that marks the fifth point that connects the 

sky, the earth, and the underworld. This recreation of the cosmos was intentional by the 

ruling powers of Tenochtitlan that controlled the spaces in and around the Templo 

Mayor, and was the core of the empire. This illustrates both the social order and national 

territory through the use of a cosmological metaphor - a thirsty empire needed to pour 

water over the four corners of its whole territory and at the center was Tenochtitlan, the 

heart of the scene (Townsend 1979:12).  

It is possible that the sunken patio on the eastern limit of the excavation was an 

artificial tank based on the form of the structure. They also discovered an altar in the 

middle of the possible tank, topped with a conch shell and a Tlaloc jar. Additionally, 

																																																													
58 See the Acuecuexco monument AZSSBMP0026. 
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there is an inverted stairway on the building known as the “Pozo Sagrado” in Tlatelolco 

(González Rul 1998:98-99) (figure 5.536) and a similar building was found at palace of 

Motecuhzoma II (Corona, et al. 1994). Other evidence seems to show a pervasive 

association of this kind of stone crenellation to water bodies, as seen in Chapultepec and 

Coyoacan. Motolinia also mentions the relationship between water bodies, altars, and 

effigies (Benavente 1969:ch. 4). Could this building represent the Tlilapan, the eleventh 

building in the Main Precinct of Tenochtitlan that Sahagún described in the Florentine 

Codex? The Franciscan describes it as: 

Tlilapan: there the fire priests bath themselves, only at night, and often. And when 
they had bathed thereupon they deposited incense; they offered incense there at the 
Temple of Mixcoatl. And when they had offered incense, thereupon they went to the 
calmecac (Sahagún 1950-1982: II:181). 

Sahagún is clear here, that the fire priests used this space and says nothing about 

Tlaloc or the tlaloque. In the Historia General, however, Tlilapan is described as, “black 

water” because of its considerable depth, and it is characterized as a whirlpool that was 

used by the people only by night during the four-day vigil prior to festivals (Sahagún 

2000:274). In a recent publication, Declercq exhaustibly examines the religious 

architecture associated with springs in Mesoamerica, incorporating perspectives from  

archaeology, ethnography, and historical sources, and shows that there is a remarkable 

repetition in space and time (Declercq 2016:70-72). The same author also describes three 

other buildings with similar conditions in the imperial capital: Tezcapan, Coapan, and 

Tozpalatl. Inside the Main Precinct, there is archaeological evidence for water tanks, 

which are currently underneath the Cathedral. Durán mentions other similar bodies of 

water, named Acapan, where priests cleaned their bodies after penitence and sacrifice, 
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and a reference for another one called Tlilapan (Broda 1988:94; Cabrera Castro 1979:60; 

Durán 2002: Vol. II:Ch. IV:64). 

Frogs. In the surrounding area of Building J, additional frog sculptures were 

discovered, unfortunately the information about their specific context is ambiguous or 

even contradictory. When Eduardo Contreras and Pilar Luna described the excavation in 

the east part of the Templo Mayor (Sección 2) they state that on the foundation of a 

colonial building they recovered a set of sculptures next to some Tlaloc jars and a 

monumental sea snail (Contreras and Luna 1978). In another publication, the authors 

indicate that the sculptures are three stone frogs (Contreras and Luna 1982:77) that were 

found in the same area and depth as the five Tlaloc figures, but they do not provide 

further details about coordinates and depth. This assertion, however, contradicts the 

photographic information, since photograph A4-VI-2 of the historical archive of the 

MTM indicates that it is the intersection on the cuadro 4-I, but this place is out of the 

limit for the excavation of Sección 2, indeed for the entire PTM. The date on the board 

(May 25, 1978) and the fieldwork notes indicates that indeed the exploration was on the 

Patio de los Altares (Contreras and Luna 1978), as previously explained. However, 

Contreras and Luna mention a group of five Tlaloc sculptures (figures 5.497, 5.510, 

5.513 and 5.515), which suggests that this is the area around cala D’ cuadro 38, 39, where 

they found this particular set. The other group was placed inside a sub-structure of the 

Patio de los Altares, around cala X to Z, cuadro 40-41. At this moment, it is still difficult 

to confirm the precise area, but if the reasoning is correct, they were discovered in the 

space between Building K and Building L.  
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All the frogs, and toads, in this archive are in a crouching position, with the head 

slightly raised. Usually, the animals have a jade bead carved on the belly (figures 5.537 

and 5.538), and only a few anatomical features, such as circular ears, detailed toes and 

fingers, and parotic glands. Occasionally, they are shown with a human face emerging 

from the mouth (figure 5.539).  

The batrachians discovered in the Patio de los Altares have remains of 

polychrome (figures 5.540-5.542), with the most abundant colors being either red or blue, 

although it seems that they were damaged in pre-Hispanic times. The piece on figure 

5.540 has four holes on the back that are almost perfect circles, yet their function is 

unknown and they may have served to attach perishable attires.59 In the Museo del 

Templo Mayor and Museo Nacional de Antropología storerooms there are more frog 

examples, but of unknown provenience.60 

Pulque deity. There are two more sculptures that were broken by Mexica people. 

Both were photographed in situ, but the information on the board does not correspond 

with the project general grid, and the excavation was not exploring these areas in that 

moment. The first piece, a fragmented head with a headdress of heron feathers, 

aztatzontli, and an amacuexpalli, with its eyes closed, indicating that it is dead, and it is 

wearing a lunar nosepiece, yacametztli (fig. 5.543). Supposedly, it was found in Cuadro 

																																																													
59 In MTM Sala 6 there is another example, probably from the same area, unfortunately I was unable to 
include it in this archive, Inventario: 10-253169, catálogo: 7299 (24.5 x 36 x 50 cm). 
60 AZSSBMP0559, AZSSBMP0560, AZSSBMP0789, AZSSBMP1034, AZSSBMP1055, AZSSBMP1302, 
AZSSBMP1305, AZSSBMP1317, AZSSBMP1592, AZSSBMP1593, AZSSBMP1909, AZSSBMP1910. 
There are two more in the Museum für Völkerkunde in Berlin, and one in Museo de Escultura Mexica “Dr. 
Eusebio Dávalos Hurtado,” Santa Cecilia Acatitla.   



	150 

3L, but again this information contradicts the photograph, which seems to be describing 

the Pulque deity, particularly when it is noted that the coordinates in the picture are 

outside the limit for the excavation. According to Contreras, it was protected by several 

stones, creating a kind of wall, and its style is reminiscent of Toltec forms (Contreras and 

Luna 1982:75-77). My recent publication suggests that it instead belongs to an early 

chronology (González López 2015:189). 

Bundle crenellation (?). As with the previous example, this piece was found in 

Sección II, behind the Templo Mayor, but the in situ photograph has a discrepancy 

between the date indicated and the area that was explored during this time (Contreras and 

Luna 1982:75-77). I also published an analysis of this that presents the true information 

(González López 2015:256-257). It represents a bundle of wood or sticks, that is tied in 

the middle part by a series of knots and this piece was broken during the pre-Hispanic 

period (figure 5.544). 

Completing this set are 440 stone slabs found in the building immediately to the 

north, known as the House of the Eagles, and have been previously published by 

Leonardo López Luján (López Luján 2006:102). The author points out that more than 

half of this building remains unexplored and it is quite probable that the total number of 

sculptures may be double that what is currently known. Moreover, on the Building G they 

detected benches with polychrome reliefs similar to those in the Casa de las Águilas 

(López Luján 1993:82), although it remains partially explored. 
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Chapter 6. The sculptures of Tenochtitlan: The Master Sequence. Late Imperial Stage 

(1471-1519) 

Late Imperial Stage, Phase V: The sculptures under the reign of Tizoc (1481-1486) 

The last three phases are the most grouping of all. First, I must remark that all 

phases of the Templo Mayor building and surrounding area were severely damaged by 

the war of conquest and following Colonialist reforms, but it was more intense for the last 

two phases (figure 6.1). For this reason, I include material from the surrounding area of 

the temple to complete the sequence, in addition to the fact that Tizoc only reigned for a 

very short term (1481-1486).  

The sample consists well known pieces from this period, including one of the 

finest examples of Mexica sculpture, the Stone of Tizoc. This piece depicts his name 

glyph name and shows conquest scenes a monumental vessel of remarkable 

characteristics. 

Stone of Tizoc. One of the most examined pieces in the corpus of Aztec sculptures 

is the Stone of Tizoc (Chavero 1882a; Galindo y Villa 1903b:215-216; Gendrop and Díaz 

Balerdi 1994:62-63; Gutiérrez Solana 1983:145-153; León y Gama 1832; López Austin 

and López Luján 2002; López Luján 2015:231-258; Matos Moctezuma 2009; Matos 

Moctezuma and Solís Olguín 2004b:110-122; Mayer 1953 [1844]; Nicholson 1971a; 

Orozco y Berra 1880:291; Pasztory 1983:147-150; Peñafiel 1990; Sánchez 1886; Seler 

1992a:131-136; Solís Olguín 1991:156-159; Toscano 1944; Townsend 1979:43-49; 

Umberger 1981:137; 1998, 2008; VanEssendelft 2011; Wicke 1976). It is the first 

monumental sculpture that can be dated unambiguously and using glyphs be attributed to 
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a known ruler (Pasztory 1983:147, Nicholson 1971a:117). There also a prolonged 

disagreement about its function, as either a vessel or cuauhxicalli, or a circular stone for 

gladiator combat, temalacatl (figure 6.2). Here, I will not distinguish between these types 

because Aztec Mexica monuments may have had multiple functions that are not 

necessarily mutually exclusive. 

The background of the piece is deeply cut away, with remains of red color, while 

the figures are rounder, and extremely detailed as is evident on the double outline of the 

eyes, which is a distinctive feature of a group of related pieces, other details include hair, 

nails, clothing and weapons. Practically all the figures have intentional and systematic 

mutilation on their faces, although it is unclear if it occurred in the pre-Hispanic era or 

post-contact. This piece marks a new standard for monumental sculptures made of hard 

stone, which later becomes standard hereafter. It seems that the sculptors were aware of 

the Motecuhzoma I Stone (figure 5.274), and that this piece served as an inspiration. The 

Stone of Tizoc, however surpassed this previous sculpture in quality and should not be 

considered merely a copy. This sculpture truly represents one of the highest peaks in 

Mexica sculptural art and was quite revolutionary at the time on the island of 

Tenochtitlan. Unfortunately, there are few other pieces in the archive that show cultural 

similarities with this example, although one of the clearest is the Piedra del Centro 

Mercantil (fig. 6.6), that is similar in composition and iconography and probably came 
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from the same period or workshop. A few other monumental examples may be easily 

linked to this piece, but they are made of green stone or other hard stones.1  

The stone of Tizoc is a cylinder of hard polished rock, on the top is a sun disk 

with a basin at the center, and the channel across the top is from colonial times. The side 

has a sky border of stars, representing butterflies and shooting stars, which may represent 

a glimpse of the Flower World complex. On the bottom, is a rim with a simplified version 

of the four maws of the earth monster, Tlaltecuhtli, covered by crocodile spines (Beyer 

1965c). In the frieze between, there are fifteen pairs of figures, and each pair has a 

warrior holding a captive by the hair, however, they are not completely defeated because 

they still have weapons. Each captive is identified by a different glyph near its head. The 

conquerors and captives combine humans (as political leaders) with divine attributes.  

The identification of town glyphs on the Stone of Tizoc was proposed many years 

ago (Bernal 1979:29; Orozco y Berra 1880:142; Toscano 1944:291), with only minor 

adjustments (Seler 1992a) and the tlatoani’s name appears for the first time, as a human 

leg. The order of conquered towns from left to right begins with Matlatzinco, Tochpan, 

Ahuilizapan, Huexotla, Culhuacan, Tenayuca, Xochimilco, Chalco, Tamazulapan, 

Acolhuacan, Tetenanco, Tlatelolco, Teotitlan, Mixtlan, and Cuetlaxtlan. Another 

important subject that has previously been noted is that several of the conquests on the 

stone were that of Tizoc’s predecessors and not his own (Orozco y Berra 1887). 

																																																													
1 See Nicholson and Quiñones Keber (1983:52), Pasztory (1983:151), AZSSBMP1273, and 
AZSSBMP1929. 
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Umberger (1981:137, 2008:93) suggests that the glyphs are not place names, but rather 

the names of ethnic groups.2 

The composition is similar to the bench reliefs from Phase IVa, however, the 

Stone of Tizoc is not a complete copy of Toltec art, despite the fact that it has some 

inherited elements from Tula. Its indirect models are Mixteca-Puebla style (International 

Style) manuscripts, such as the Codex Zouche-Nuttall and the so-called Borgia Group 

(fig. 6.3), which is particularly clear when one compares the conquest of Mixtlan and “los 

Hombres de Piedra.” There is no other similar sculpture in the other city-states within the 

Basin of Mexico at the moment. As Pasztory proposed, with this monument the Mexica 

have ceased to imitate old models, and instread a new, unique synthesis emerges in which 

they create their own special art (Pasztory 1983:150).  

The captive and warrior pair is only also seen on one other Mexica sculpture, the 

Motecuhzoma I Stone, and these are only two of the few Mexica monuments that 

represent the ruler as a conqueror (Pasztory 1983:149). Instead, the emphasis of most 

other sculptures is on the patron Mexica gods - Huitzilopochtli, Tezcatlipoca, and 

Xiuhtecuhtli (Seler 1992a:132). Some researchers, however, think that this may represent 

a combination of Huitzilopochtli and Tizoc together with the rest of the figures 

representing Mexica captains under him (Pasztory 1983:150; Townsend 1979:43-48; 

Wicke 1976). Although this is an interesting idea, there is not enough evidence to 

confirm it.  

																																																													
2 Because the lack of locative endings on the pictographs leaves room for alternate interpretation; the 
pictographs are located like name glyphs next to the heads of the figures; they recall the colonial 
manuscript glyphs with the but here accompanying full figures rather than just heads (Umberger 2008). 



	 155 

These figures are represented as dead warriors killed in battle, as Toltecs, by the 

presence of the butterfly pectoral, feathers of precious birds, collars, a loincloth and 

triangular apron, bracelets, a headdress (long quetzal feathers and a row of heron 

feathers) that is the same as those from the benches associated with Phase IVa of the 

Templo Mayor and the House of the Eagles. It is important to note the turquoise elements 

on them, including the blue bird, xiuhtototl (Cotinga amabilis), the nose decoration 

yacaxiuhtli, the mirror on the back, tezcacuitlapilli, and the butterfly on the chest (figure 

6.4). These elements, excluding the mirror, are attires present at funerary and fire 

ceremonies for rulers and Mexica combatants in Central Mexico codices (Codex 

Magliabechiano 1996:72r; Codex Tudela 1980:55r). At least one these figure is wearing a 

hummingbird helmet, combined with a headdress of quetzal feathers, a 

quetzalapanecayotl (figure 6.5), his facial painting is “the star design called darkness” 

(Sahagún 1993:95) and only one has the glyph of the king, Tizoc, which is presented as a 

human leg. The rest have headdresses of long quetzal feathers, that may represent fire, 

because in Mexica iconography there is a link between both elements, or possibly with 

maize plant leaves. Besides these, there are smoking mirrors near the head and black 

clouds emerging from the missing foot on the left leg, and a chalchihuitl earplug. In the 

right hand, they are holding standard weapons, such as a shield, atlatl, banner and arrow, 

and in the left hand they are grasping the captive by the hair. All these figures have an 

open mouth and display their teeth in an aggressive gesture. 

The 15 captives are dressed in different fashions accompanied by glyphs 

indicating the Mexica interpretation of their origin. The figures appear to conflate group 
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leaders and patron deities (Pasztory 1983:147-150, Umberger 2008:86), yet the victims 

are generic because they lack specific names. They hold weapons in their left hand, 10 of 

them have spears (figures 6.2a, 6.2b, 6.2c, 6.2d, 6.2h, 6.2i, 6.2k, 6.2l, 6.2m, 6.2n, and 

6.2o), two have the wooden instrument used in weaving or tzotzopaztli, (figures 6.2e and 

6.g) two have bows (figures 6.2f and 6.2j), and one has a lancet (figure 6.2i). In contrast, 

in the right hand 14 of them have a spear thrower and only one has a mace with a 

spherical ending (figure 6.2a). 

 Their attires are also variable, 13 examples are wearing a loincloth, or maxtlatl, 

while two are wearing skirts or cueitl (figures 6.2e and 6.g), and only one has a sleeveless 

jacket, xicolli (figure 6.2i). On two occasions, as back adornment, there is a human skull 

with sea snails (figures 6.2e and 6.g), or citlalicue, which is associated with earth and 

underworld deities such as Coatlicue, Cihuacoatl, Tlaltecuhtli, and Mictlantecuhtli, as 

well as Quetzalcoatl. This last attire should be highlighted as the clearest example of 

women in combat and confirms that they were present in Mexica society, not to mention 

other female deities as Itzpapalotl or Coyolxauhqui, despite the fact that this topic has 

been avoided and denied multiple times. 

 One of the 15 examples has a headdresses that is quite different, despite other 

similarities such as wearing the double upright heron feather, aztaxelli,3 which was used 

by captives destined for sacrifice and the mimixcoah, the enemies of Huitzilopochtli 

(Taube 1993), as well as a leather band and long hair. In five examples, it is combined 

																																																													
3 It is relevant that this attire was described by Seler (1992a:134) as a spoonbill bird or quecholli feathers, 
another insignia for those destined to the sacrificial stone. 
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with the double forked eagle feather or cuauhpilolli of Mixcoatl (Beyer 1965d). In this 

sense, the captives could also represent the souls of sacrificed warriors (both women and 

men), as the mimixcoah personified as the stars. 

The sculpture metaphorically represents the Mexica empire; its composition has 

both cosmological and social principles of order. As cemmanahuac, “that surrounded by 

water”  (Nicholson 1971b:403), it refers to the circular cosmic structure of the earth seen 

as a great disc floating over the sea (Townsend 1979:37), which is similar to Maya 

conceptions (Taube 1988:195; 2010b). Even the four heads of Tlaltecuhtli depict the 

horizontal organization of the universe, with the quadrants (as Tenochtitlan) extending 

out to the four directions, with the center or tlalxicco, represented on top of the sculpture 

by the basin. The combination is a well know cosmogram in Mesoamerican iconography, 

this being the quincunx, which at the same time connects the three realms of the universe, 

the sky, the earth and the underworld. The vertical organization of the cosmos is 

represented by the sun disk on top, the stars on the border, and finally the earth by the 

Tlaltecuhtli mask and crocodile spines. The images place the imperial capital of 

Tenochtitlan in the central space of it all, as the point of departure of order. The scenes of 

conquest by the head of the empire is an attempt to domesticate the space beyond the 

island, as Townsend pointed out, “social space was automatically translated as sacred 

space, to be separated and purified against the inchoate, threatening forces and 

phenomena of regions barely known, of foreign territories beyond the zone of Mexica 

habitation and control” (1979:48). 
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The Stone of Centro Mercantil. It is likely that the Stone of Centro Mercantil is 

from the same period as the Stone of Tizoc (figure 6.6), and as a part of the imperial 

corpus, it is also likely that it came from the same workshop. It was found in the 

southwest corner of the Zócalo in colonial debris (Seler 1992a:141-143; Moedano 

1947:130-131; Beyer 1955: 11-12; Nicholson 1971a: 125; Gutiérrez Solana 1983:141-

144; Pasztory 1983: 146-147; Townsend 1979; Umberger 1981). The rectangular form, 

and the square hole on top, indicate that its function was to serve as a vessel, more 

precisely as a box or tepetlacalli, and it has reliefs on five of the surfaces. A supernatural 

being was carved on the top surface, floating over a precious sea, indicated by marine 

bivalves (Spondylus princeps). This may indicate that the scene is beneath the earth, that 

is in the Underworld. Unfortunately, it is damaged and difficult to interpret, however, the 

bit that is perceptible appears to be a figure depicted in a straight-on view, with long bird 

claws, and human skulls on the knees and the elbows.  

On the sides, on the top part there is a narrow band with undulating mythical 

snakes, seven are quetzalcocoah and only one is a mixcoatl, plumed and cloud serpents 

respectively that mark the direction of the line, such as in the Templo Mayor rooms from 

Phase IVa and the House of the Eagles.4 As I indicated for the benches friezes from the 

Templo Mayor, the snakes could refer to a diurnal space, but there is one example where 

the plumed serpent is inside a body of water, or maybe the underworld.5 The march 

begins at the back and ends at the front where snakes and humans are found. The scene is 

																																																													
4 Also, compare with the Tepetlacalli de los Guerreros, AZSSBMP1339. 
5 AZSSBMP1566. 
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divided in a series of four panels, decorated with 14 warriors in total, divided into two 

groups of seven, that hold weapons with some of them speaking. The distribution of 

humans consists of two couples placed in opposite directions that are walking, and on the 

longest sides there are four warriors dressed identically, and finally two more figures who 

converge in front on a burning grass ball or zacatapayolli. It may represent a cave or a 

pathway to other realms (Taube 2010c) and it was also a symbol of self-sacrifice 

indicated by the presence of burning maguey leaves inserted on top, and finally it could 

be a way to access these places by means of corporal penitential sacrifice. 

Although some warriors wear similar attires, it is evident that the sculptors 

created two different factions in groups of seven, which also is clear when one notes the 

distinct serpents, one entirely covered by long quetzal feathers (using the same 

combination of feathers as the headdress of some of the humans) and the other with the 

body partially plain. Some investigators believe that the set of warriors represent captains 

of the Tenochca army (Seler, 1992a:141-143, Pasztory, 1983:146-147), and the tlatoani 

or ruler of the city placed in front of the composition and identified by turquoise elements 

such as the xiuhuitzolli and yacaxiuhuitl, although there is no glyph that confirms this.  

More than showing that militaristic ideology was reproduced and promoted in 

Tenochtitlan through time using old paradigms, the Stone of Centro Mercantil is a 

testimony of the production of stone monuments by what seems to be one workshop tied 

to the group of the tlatoani Tizoc. The composition of the sculpture, the number of details 

carved (such as the double outline on the eyes), the great realism, polished surfaces, and 

its iconography is comparable only with the Stone of Tizoc and a few other select pieces 
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made of green stone that make up a special grouping (and a complex one) in this archive. 

This sculpture is a mirror of what was happening on the island, the Basin of Mexico, and 

Mesoamerica, where the Tenochca army and politics were spreading over the land, 

creating unequal relations with the rest of the region. 

In a symbolic context, it seems that the scene is under the earth, because 

Tlaltecuhtli is represented on top of the piece, the plumed and cloud serpents on the 

friezes are the guides in this space, and the warriors are the Mexica representation of 

Toltec warriors fallen in battle, ready to be reborn, and emerge through the cave marked 

by the burning zacatapayolli. 

Sculptures from Offering P. The next two pieces were recovered in the Offering 

P, inside a stone box, at the central part of Building A (Pascal 2012). The deposit 

contained the remains of three golden eagles articulated in anatomical position (López 

Luján 1993:373), 1,423 small conch shells, as well as 60 olive shells forming a necklace 

(citlalicue type?), marine material including fish, and accompanying these elements were 

17 anthropomorphic copal figures (Victoria Nola 2004) representing agriculture deities 

such as Tlaloque and Chalchiuhtlicue, all at the same level as the stone sculptures. 

Additionally, five mother-of-pearl shells, represent the four cardinal points plus the 

center, a quincunx, that were combined with seven flint knifes. This pairing of artifacts 

together should be understood as an integral part of a group of sculptures that helps us 
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understand the use of the Building A, including three altars (figures 6.89-6.91), two 

Tlaloc pots,6 and two Xiuhtecutli figures,7 although these were created in Phase VI. 

The Tlaloc pot was made of a porous dark basalt (fig. 6.7), covered with blue 

paint, and is a clear example that not all sculptures during the late imperial stage were 

made with the same kind of stone. The vessel has the typical Tlaloc mask and headdress 

of heron feathers, with a shallow hole on top. It is the smallest piece in the Tlaloc pot 

grouping.8 

The Xiuhtecuhtli figure from the same offering was made of a dense basalt, that 

becomes popular in the next two phases (figure 6.8). According to Guzmán’s analysis, 

the probable quarry of origin, was in the southern part of the Basin of  Mexico, around 

Cuicuilco or Ciudad Universitaria (Guzmán 2004:553). The figure is in the usual position 

for Mexica sculptures of the fire god, and it is seated, with its eyes closed, and the typical 

headdress of sticks to make fire, and a paper adornment, amacuexpalli, that contains the 

remains of blue color. This is part of the 52 similar figures that form the Xiuhtecuhtli 

grouping in this archive.  

Severed human parts and Xipe Totec headdress. The Antigua Casa del Marqués 

del Apartado (fig. 6.1), the context where the next set was found was excavated over 

many years: (Barrera Rodríguez 2003; Batres 1902; Galindo y Villa 1903a; Hernández 

Pons and Navarrete 1997; López Luján 2006:78; Seler 1902; 1992a:186). The group of 

																																																													
6 AZSSBMP0401 and AZSSBMP0403. 
7 AZSSBMP0538 and AZSSBMP0539. 
8 See Phase IVa. The Tlaloc pot grouping from the Templo Mayor includes AZSSBMP0402, 
AZSSBMP0450, AZSSBMP0689, AZSSBMP0690, AZSSBMP0742, AZSSBMP0876, AZSSBMP1410, 
AZSSBMP1471, AZSSBMP1478, AZSSBMP1479, AZSSBMP1557, and AZSSBMP1558. 
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six slabs inspected here, were found aligned face down in 1990, although in the same 

area they reported other 27 stone sculptures (Hernández Pons and Navarrete 1997; 

Serrano Espinosa 1997) (figures 6.9-6.13), plus three exceptional monumental pieces in 

the imperial style (figures 6.251, 6.253, and 6.256), and a Toltec Chacmool (López 

Luján, et al. 2014). There are some efforts to identify this structure with Sahagún’s 

description of the buildings in the Main Precinct and it has variously been identified as 

possibly Cihuacoatl’s temple (Marquina 1960; Nicholson 1988b), the Coateocalli 

(Alcocer 1935; Batres 1902), the Telpochcalli (Seler 1902), the Tlacochcalco 

Quauhquiahuac (Klein 1987:337-338), the Cuacuahtin inchan, or a combination of two 

of these buildings (Hernández Pons 1997b:51-52). However, as López Luján remarked 

these attempts have been generally fruitless (López Luján 2006:78).  

The set of stone artifacts were part of a sub-structure of the long platform that was 

originally found in 1901. It is a little quadrangular altar, associated with a stone box in 

the center and an offering containing a female human skull (modified) that was 

presumably decapitated, five flint knifes with abundant Maya blue pigment, and marks of 

having been cremated (Hernández Pons and Navarrete 1997). The fact that these slabs 

were found face down indicates that they were torn from their original place of use and 

deposited in this context. The new placement is as a floor on which one walked 

repeatedly and there does not appear to be any evidence of intentional breakage. This is a 

set of pieces with similar iconographic motifs, particularly of a band with hree pendants, 

the human members are showing part of the bone and possibly streams of blood, in 

addition to the smooth frame that surrounds the scene. There are two possible scenarios 
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for the function of these pieces, the first is that they were used as part of the floor of the 

building discovered in 1901, or a bench, and the second is that they were part of vertical 

walls, or a frieze. No matter their arrangement in space, they were part of the same scene, 

which shows the four extremities of the same body, without the thorax, and two emblems 

of the god Xipe, the yopitzontli. The specific arrangement or sequence in which they were 

originally placed and the reason for why they are in this building remains unknown. As 

Hernández and Navarrete pointed out, the reliefs were aligned by pairs, that is, left and 

right arm, as well as right and left leg, plus both headdresses (Hernández Pons and 

Navarrete 1997:73-74). 

This evidence is significant as it contrasts with other examples seen in the Templo 

Mayor and surrounding area, where the sculptures were intentionally broken and their 

remains were mixed and carefully deposited in the construction fill, as part of the 

termination ceremonies and consecration of the building (González López, et al. In 

Press). In this group, the pieces were kept together in the same space; a behavior that is 

repeated in another group of reliefs showing the same iconography, but in the building 

known as the Calmecac (Barrera Rodríguez and López 2008). 

As Hernández Pons and Navarrete (1997)  highlighted, the six slabs and the 

associated offering show dismembered human parts, along with the presence of the 

headdresses identified as the yopitzontli, which led them to link this grouping to Xipe 

Totec (Our Lord the Flayed one). Moreover, this insignia was part of royal garments 

(González González 2011:388; Olivier and López Luján 2010), as the Yopico, and the 

veintena (a 20-day period or “month” in the Aztec ritual calendar) Tlacaxipehualiztli. 
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Among the Mexica there are also reports of carved stones displaying dismembered 

human parts associated with the earth goddesses Cihuacoatl and Itzpapalotl (Ojeda Díaz 

1986), and Quetzalcoatl (Solis 1976:35) (figure 5.417). 

The first two slabs show the Xipe headdress, adorned with four forked pendants 

hanging on the sides and a pointed hat emerging from the center of a circular rope 

(figures 6.14 and 6.15. In fact, there are many examples showing circular cords as a kind 

of passage from which distinct elements come out.9 

The third and fourth reliefs are right legs (figures 6.16 and 6.17), with a bone 

diaphysis exposed each one and blood coming out. It has an adornment with three 

pendants that end with a chalchihuitl bead and the legs wear sandals with a schematic 

yopitzontli.  

The last reliefs are arms (left and right), that have been amputated and are gushing 

blood (figures 6.18 and 6.19). The only iconographic element is a bracelet with a square 

in the interior and three pendants. This form references Acolhuacan or Acolman and is 

one of the few examples of phoneticism in Mexica sculpture (Dibble 1971; Lacadena 

2008; Nicholson 1973b; Prem 1992:62).  

Reliefs on the Calmecac. The west area of the sacred precinct has remained an 

enigma in terms of stone sculptures, however, our knowledge was enriched thanks to the 

recent archaeological explorations carried out at Number 97 Donceles street (figure 6.26) 

between November 2006 and May 2008 (Barrera Rodríguez and López 2008; Barrera 

Rodríguez, et al. 2008). They planned to construct a new building in the northern part of 

																																																													
9 See the reliefs on the Main Plaza from Phase IVa. 
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the Centro Cultural de España en México, an area of roughly 34.35 x 21 m, and 

archaeological exploration was undertaken to gather as much information as possible 

from this property. The objective of the research consisted of recording all kinds of 

information regarding construction elements, distribution, chronology (Barrera 

Rodríguez, et al. 2008) and resulted in 7.75 meter deep units to accommodate the 

foundation of the new building. The excavation was limited to the north by Donceles 

street, to the south by a body of stairs adjacent to the current building, to the east by the 

Museum of the Caricature, and to the west by the Hotel Catedral. Important architectural 

elements to be highlighted include heterogeneous fills consisting of pre-Hispanic floors 

or floors and materials deposited during the Colonial period (Barrera, et al., 2008: 2).10  

The archaeological building may correspond to the school for Mexica elite, called 

the Calmecac (Barrera Rodríguez and López 2008). These remains are west of the main 

pyramid, forming a square of buildings, with this one placed at the northeast corner, and 

then the huey Tzompantli is in the southeast, the ballgame court is in the southwest, and 

the Ehecatl temple is in the northwest.11 They reported several sculptures from these 

excavations (figure 6.20-6.30). 

Based on the presence of architectural features, the authors indicate that four slabs 

were found as the top of the drainage (figure 6.26-6.30), but they were covered by the last 

constructive stage, which corresponds with the Phase VI of the Templo Mayor. If this is 

																																																													
10 Coordinated by Raúl Barrera, Gabino López Arenas, as field work chief, also Cristina Cuevas Carpintero, 
Mauricio Gálvez Rosales, Iván Urdapilleta Caamal, Ulises Lina Hernández, Rocío Morales Sánchez, 
Alejandro Funes Salazar, Ricardo Rivera García, Arturo Monteros Guijón; the physical anthropologist Bertha 
Alicia Flores Hernández, and the draftsman Ramiro Medina. The team also had a group of conservators, 
Virginia Pimentel Chehaibar, Luisa Straulino Mainou and Dara A. Valencia. 
11 Raúl Barrera, personal communication February 2018. 
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the case, then, the group of reliefs discovered face down may correspond with the Phase 

V or a still earlier one. This set resembles the one previously described and should be 

considered as part of the same group from the Antigua Casa del Marqués del Apartado. 

Not only is the iconographic information almost identical, but the slabs have similar 

dimensions, are made of the same kind of stone, and they were also discarded and re-used 

in another context. Additionally, the iconographic program also shows the same band 

with three pendants, a visible bone and possible flows of blood, and the smooth frame 

that surrounds the scene. They similarly show human extremities of the same body, 

without the thorax and at least one emblem of the god Xipe the yopitzontli headdress. 

The function of these pieces is also similar to the group found in 1990, and were 

either used as part of the floor or part of vertical walls, or friezes. The specific 

arrangement or sequence in which they were originally accommodated and why they 

were placed in the Calmecac remains unknown. The context in which these artifacts were 

found illustrates the reuse of the sculptures in pre-Hispanic times, since they were 

recorded in the archaeological record as being used as a cover for a drainage (figure 

6.26), which ran under an exterior bench of Calmecac (Barrera Rodríguez and López 

2008).  

The first slab is a left arm that is slightly bent, showing the epiphysis, and a fluid 

emanating, possibly blood. On the wrist, it carries a band with three pendants and the 

scene has a smooth frame that surrounds it. The pieces with slightly bent arms are part of 

the very few samples of phonetics in Mexica sculptural art (figure 6.30). 



	 167 

The second piece is a left arm that is slightly bent,12 showing the epiphysis, and 

has cut marks with a liquid emanating, possibly blood. On the wrist, it carries a band with 

earrings. The scene has a smooth frame that surrounds it (figure 6.28). 

The third piece is a right arm that is slightly bent,13 showing the epiphysis, with 

cut marks and a fluid emanating, possibly blood. On the wrist, it carries a band with 

earrings. The scene has a smooth frame that surrounds it (figure 6.29). 

The last one is a relief is a yopitzontli the headdress of the god of war Xipe-

Totec,14 which is also related to the kings of Tenochtitlan and the Yopi ethnic group 

(Barrera Rodríguez, et al. 2008:175). It is a conical form, from which emerges from a 

rope with four hanging strips at the sides, known in archaeological jargon as maxaliuhqui 

(figure 6.30). The scene has a smooth frame that surrounds it. A very fine stucco plaster 

was detected and the remains of black color, although its nature could not be identified. 

Enthronement stone. This piece is made of hard stone that is very polished, but 

unfortunately it is broken and of unknown context (figure 4.109). It depicts a human 

being, only the superior part, holding a kind of lancet in its right arm, and the face was 

intentionally damaged. The entire head is covered with a cape that has designs of 

crossbones and skulls with shining mirrors on the back, such as the skirt used by 

Tlaltecuhtli. The fine surface treatment is consistent with what the Stone of Tizoc 

																																																													
12 It was found on September 18, 2007 (item number 12, block VI, in the H-G11 trench) at a depth of 4.63 
meters. 
13 It was registered on September 18, 2007 (item number 11, block VI, in the trench H-G11, at 4.63 meters 
depth, bag 823). 
14 AZSSBMP1225. It was recorded on April 24, 2007, item 2, block VI, location C11, bag 519, depth 3.9 
meters. 
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presents, and the offensive weapon, probably a lancet, that it holds corresponds with what 

is present on the Piedra del Centro Mercantil (fig.6.6).  

The iconography of this piece is similar to what Sahagún mentions about the 

enthronement rites for the new king in Tenochtitlan “Then they veiled his face, they 

covered his head with a green fasting cape designed with bones” (Olivier 2003:78-81; 

Sahagún 1950-1982:VIII:62). 

Tlaloc with a sawfish tongue. This piece is made of hard and polished stone, by 

stylistic similarities I must include it in this phases (figure 6.32). The fragment shows part 

of a full-round sculpture, but the only identifiable parts are a coral snake, as a belt, a 

series of copper bells, and a skirt of cross bones and human skulls, commonly worn by 

Tlaltecuhtli. The most complete figure is on what seems to be the bottom part, and 

appears to represent Tlaloc’s skeletal face, with a sawfish nose as a tongue. Some details 

on the piece, such as the teeth, resemble on what is seen in sculptures from Phase V, as in 

the Stone of Tizoc, the Dedication Stone, or the colossal head of Coyolxauhqui, among 

other pieces made at a later date such as the Bilimek vase. 

Altar with human skulls. In the same condition is this fragment, made of hard 

stone, that shows a very polished surface (figure 6.33). The only designs that survived are 

a human skull seen in profile, and an eye, that could correspond to a claw common in 

Tlaltecuhtli depictions. 

Maguey plant. This example is a relief carved in a dense stone that was recovered 

among salvage archaeological explorations in Downtown Mexico City, unfortunately a 
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more precise location does not exist (figure 6.34).15 In Mexica stone sculpture there are 

only a few examples of plants, and the most commonly represented are cactus, maize 

plants, squash, or a variety of flowers. This piece is a unique example of a maguey, or 

metl in Nahuatl. This plant had a number of practical uses - as food, drink, construction 

material, thread for weaving, as an agricultural product, other domestic uses, or as an 

adornment. This plant was also intimately linked with supernatural beings of the Nahua 

pantheon and mythology (Gonçalves de Lima 1956; Histoire du Mechique 2011:149-151; 

Matadamas 2015). This sculpture is particularly relevant for its stylistic connections with 

Mixtec codices such as Vindobonensis (1992:18) or Zouche-Nuttall (1992:20), but more 

clearly with the Codex Borbonicus (1991:8). It seems that it functioned as part of a floor 

or part of a larger frieze, such as the plaques in the Tepoztecatl hill in Morelos 

(Brotherson 1998).   

Coyolxauhqui 4. This is a fragment and part of five pieces representing the same 

being (Matos Moctezuma 1991). The piece was probably excavated in 1913 by Manuel 

Gamio (1917), when he explored the southwest corner of the Templo Mayor (fig. 6.35), 

although it was later exhibited over the platform of Phase IVb, until the PTM moved it to 

the storeroom of MTM. The fragment is eroded, but it is possible to observe the profile of 

Coyolxauhqui that is upside down, with a coral serpent in the hair and the part of her eye 

(Cué, et al. 2010). There are more fragments of this goddesses in the Museo del Templo 

Mayor (figures 6.35c-d) 

																																																													
15 Álvaro Barrera, personal communication February 2018. 
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Bench frieze. The next artifact, of unknown origin, should be understood as part 

of the set of benches placed in the House of the Eagles and the Templo Mayor, from 

phases IVa and IVb, but made at a later date (figure 46.36). This piece differs on the 

deepness of carving and presents more detail from the aforementioned reliefs in that it 

shows a procession of the same being, in what seems to be the corner (an arrangement 

such as the Piedra del Centro Mercantil (Alcina Franch, et al. 1992:235). Other contrasts 

include a more sinuous body realistic and proportions. It displays a human being adorned 

with the royal turquoise diadem, xiuhuitzolli, ending in quetzal feathers, a necklace of 

green stones and a loincloth. He holds a shield and a banner similar to that of the 

Panquetzaliztli festival, a copal pouch, and finally there is a speech scroll.  

Plaques with deities embedded in niches. Some museums collection have among 

their artifacts several narrow plaques with reliefs16 depicting different supernatural beings 

of the Aztec Pantheon. Until now, they have not been analyzed as a homogeneous group 

that shares several features. The most immediate similarity to the eyes is a standing 

human figure that holds a variety of elements such as staffs, a copal pouch, shields, 

banners, or flowery rushes, and maybe the most distinctive feature is that they were 

depicted with the feet opposed. This feature may follow a sculptural tradition that Keith 

Jordan (2014) calls Central Mexican stelae . Even though it is known that they were made 

in the Basin of Mexico during the Late Postclassic, unfortunately there had not been any 

archeological context to link them to the group analyzed here. Thanks to recent 

																																																													
16 The set presented here includes sculptures from the National Museum of Anthropology, in Mexico City; 
Museo del Templo Mayor, Mexico City; Museo Rufino Tamayo, in Oaxaca; the Brooklyn Museum; and 
Museum of Cultures, Basel. 
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explorations in front of the Templo Mayor, it is now known that several of these were 

placed in buildings, inside niches such as the one in Building B of the Main Precinct 

(Pascal 2012). Many of the members of this group show a clear relationship with deities 

of vegetation, corn and water, and there is one example that seems to represent a being 

with a belligerent attitude. 

The Tlaloque grouping. The first piece according to Álvaro Barrera, this piece 

was found in 2006 towards the northwest corner of the Tlaltecuhtli monolith (figure 

6.37), inside a pre-Hispanic fill composed of extremely hard stucco and medium sized 

stones, which covered Phase VI of the Templo Mayor and colloquially designated as the 

"entortado." Moreover, he thinks that its original position was in a little structure, inside a 

niche in a building that is now buried and corresponds to Phase V.17 The reliefs of the 

rain god in the scientific depicted in this way are relatively unknown. It is a very deep 

bas-relief covered in red, ochre and blue colors. He is standing, seen from the front, and 

in one hand he holds a bag of copal, copalxiquipilli, and in the other what is possibly a 

cane or flowering reed. The figure represents the god Tlaloc or one of his helpers, a 

directional Taloque, which carries a series of heron feathers as a headdress, an aztatzontli, 

which is combined with a pleated paper ornament, amacuexpalli, his typical mask with 

circular goggle eyes and a twisted nose, paper earrings with a drop shaped earring, 

amanacochtli, and a loincloth or maxtlatl, which is complemented by a circular gold leaf 

pectoral, a teocuitlacomalli. About the function of this piece we can say that it was inside 

a niche that adorned a platform in front of the Templo Mayor, on the side dedicated to 

																																																													
17 Álvaro Barrera, personal communication, January 2017. 
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Tlaloc. It has a smooth frame that surrounds the scene and the background is covered 

with a brilliant red color, such as the benches from the Templo Mayor from Phase IVa on 

Huitzilopochtli’s side, and it contrasts with the series of reliefs of tlaloque on Tlaloc’s 

half, that are typically blue.  

The second piece representing to the rain god or one of his multiple assistants, 

tlaloque, is now in the MNA (figure 6.38). It was mutilated, which erased part of the face 

and modified it to have a roughly carved part of the eyes and mouth, but eliminating the 

ear adornments. There are no traces of color and only a thin layer of white stucco. While 

it corresponds with the general features of Tlaloc, there are also some particularities, such 

as wearing a necklace of green stones that end in copper bells, a skirt, holding a flowery 

rush, oztopilli, decorated with paper, from which emerges a series of feathers, and finally 

as part of the headdress, there is a long quetzal feather that the historical sources named 

as quetzalmiahuayo, an evocation to the maize plant. 

While the next examples are iconographically consistent to the previous, the third 

one only differs in the use of a sleeveless jacket, xicolli (figure 6.39), and that he holds an 

undulating serpent staff, which represents a thunderbolt.18 There is also another example 

that can be related to the rain god or his personifications (figure 6.40). 

All the previous artifacts were found in Tenochtitlan, but there is another similar 

group displaying other deities. In a general view, it is possible to link them to 

																																																													
18  In the seventh season of the PTM they found two more pieces that belong to this set, AZSSBMP0119 
andAZSSBMP0135; both representing directional tlaloque that are currently under study. Also, there is 
another tlaloque buried in the platform in front of the Templo Mayor, Álvaro Barrera, personal 
communication, January 2017. 
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Chalchiuhtlicue and Chicomecoatl (figures 6.41-6.44).19 This cluster shows how 

problematic it is to make a strict classification of the Aztec pantheon, moreover it is 

symptomatic of the fusion and fission of the goddesses of water and maize (López Austin 

1983; Nicholson 1963). While it is known that figure 6.42 came from Culhuacan, an 

ancient city with Toltec heritage, figure 6.43 and 6.44 share almost the same 

iconographic devises and may indicate a common origin.20 Finally, figure 6.41 is a cruder 

relief, but consistent with the theme of the maize cult. 

The last piece of the group is of unknown origin and represents Quetzalcoatl 

(figure 6.45). The only difference respect to the rest is that he is holding weapons, in the 

right hand a curved scepter decorated with circles, a xonecuilli, and in the left one a 

shield with an Ollin symbol inside, plus a paper banner. The rest of his attires are typical 

for this deity - a heron headdress with two pendants, a necklace of marine conch shells, a 

loincloth with rounded edges, and as a pectoral a shell ehecacozcatl. This relief shows the 

intimate iconographic and stylistic relationship with Indigenous books, made under the 

colonial regime (see Codex Magliabechiano 1996:62R; Codex Tudela 1980:42r). 

Tlaltecutli altar (apetlac). In May 1978 during the excavation by the PTM in the 

back part of the Templo Mayor (figure 6.46), within colonial debris they recovered this 

sculpture that has remains of red and black color (Matos Moctezuma 1982:19). This piece 

has been dated to Phase V by its similarities with other pieces, although it could also 

belong to Phase VI (see Tlaltecuhtli grouping). Since its discovery, this piece has been 

																																																													
19 The frontal display seems to be related with Mexica reliefs on Cerro de la Malinche, a hill across the 
river from the site of Tula Hidalgo where are carved Chalchiuhtlicue and Quetzalcoatl (Krickeberg 
1949:30-44; Pasztory 1983; Umberger 1981:157-164). 
20 This piece shows wrinkles on the face indicating an old person, probably Toci or Ilamatecuhtli. 
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recognized for its outstanding qualities, not only by the composition but by its resembles 

to other beings from the ancient city of Teotihuacan (Gutiérrez Solana 1990; Klein 1980). 

That is an evocation of the intentions by the growing empire to be linked not only to 

contemporaneous prestigious people, but with other groups distant in time.  

Despite the fact that it is broken, one can discern the general form as 

quadrangular, of low height, and covered with reliefs on three sides. This feature led me 

to deduct its function was likely a horizontal altar (apetlac), instead of a pedestal to 

support another figure, or to be placed vertically (figure 5.289). Previous interpretations 

have described the reliefs on the top face as a single being, Tlaltecuhtli, and another 

being, Tlaloc, emerging from her mouth, however, I prefer to see the image as two 

different human bodies, one on top of the other. The uppermost, is the earth goddess 

Tlaltecuhtli, such as Teotihuacan’s Tlaloc B (Pasztory 1974; von Winning 1987:66), 

using a headdress with three dots, but the Mexica version has added spines of crocodile 

or sword fish on it. The head is turned while the rest of the body is depicted in a frontal 

view.21 The body was carved using a double outline,22 quite distinctive to Phase V, with 

outstretched arms and legs in the mamazouhticac (parturition) position (Nicholson 1967), 

showing the breasts. The face is unique in the Tlaltecuhtli grouping with human skulls 

attached at the elbows, wrists, and knees. Even though the hands are damaged, there are 

remains of what seems to be an undulating staff. She is wearing a broad skirt decorated 

with alternating skulls and crossed bones, and an Ollin or movement symbol emerges 

																																																													
21 I am thankful to Karl Taube, who pointed out me that both faces are another archaistic allusion to Classic 
period, that on Tlaloc's face is more evident. 
22 This feature seems to be another archaistic allusion but to El Tajín, Veracruz. 
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from it. In fact, there are only a few examples with this symbol, such as the Bilimek 

Vessel and instead, there are of the examples of Tlaltecuhtli display a jade bead, a 

quincunx, or a human being emerging from it (Nicholson 1967). The Ollin sign may refer 

to the birth of the sun, and the skirt could be interpreted as a sacrificial birth vessel, 

cuauhxicalli, in the central abdomen of the goddess (Taube 2009).  

This human figure can be related to the Tlaltecuhtli 2 in Henderson’s 

classification (Henderson 2007), Tlaltecuhlti group A in Matos’ classification (Matos 

Moctezuma 1997a), or an anthropomorphic figure with an open mouth (Gutiérrez Solana 

1983:23; Nicholson 1967).  

 The second figure underneath Tlaltecuhtli is Tlaloc, the rain, agriculture, and 

earth god (Sullivan 1974:213-219). Here he is depicted in a unique way, since the body is 

made of water streams with whirlpools, green stone beads, and sea shells. What we are 

seeing is the back of the figure. He also has in an outstretched arms and legs and wears an 

amacuexpalli as a headdress, using earplugs, and a collar of jade. He also displays a skirt 

decorated with chalchihuitl symbols, that led to Matos interpreting it as Chalchiuhtlicue, 

the water goddess (Matos Moctezuma 1982:19), in the same area it is possible to see a 

disk on the lower back area, maybe a tezcacuitlapilli or mirror, with designs of burned 

earth or fire, as in the atl-tlachinolli symbol.  

 The other two sides of the altar present water streams, with the one near the head 

depicting a serpent surrounded by whirlpools and conch shells (some of them of Oliva 

sp).23 The other side is similar in composition to the previous one, although there is a 

																																																													
23 Belem Zúñiga, personal communication, November 2010. 
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little frog inside. The artists intended to sculpt a quadrangular block of water, where the 

earth as Tlaloc is floating. 

Some studies (Gutiérrez Solana 1990:24) have argued that both figures are in the 

midst of a sexual act, but the composition makes it impossible, and an alternative 

interpretation of the image is that it presents the earth goddess, Tlaltecuhtli, floating on a 

body of water, or as Gutiérrez Solana (1990:24) suggested the primordial waters . 

Moreover, Tlaloc’s body has an abundant of remains of black color. In a metaphorical 

view, this piece could represent Tenochtitlan in middle of the Tetzcoco lake. As I will 

discuss for the Tlaltecuhtli grouping, this image can arguably be a local portray of the 

imperial capital, used as a national symbol that represents the birth of a new sun or era 

and places the island at the center of the universe. 

Late Imperial Stage, Phase VI: The sculptures under the reign of Ahuitzotl (1486-

1502) 

This set shows a variety of new forms, in both portable and monumental formats, 

as well as full-rounds and reliefs. This period is remarkable for the constant presence of 

monumental pieces, covered, with complex iconography and placed in public spaces as 

building decorations. There are some challenges with analyzing these artifacts, the most 

problematic of which is the fact that Phase VI was systematically dismantled by the 

colonial Spanish in their struggle against Tenochca popular beliefs. This severely affected 

the building, but there is still a valuable set of remains as part of the platform on the west 

side and a good portion of the Main Plaza (figure 6.47). 
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The portrayal of human beings appears as a important category, attired as 

supernatural entities, as well as ritual elements including boxes, vessels, altars, musical 

instruments, sacrificial stones, pedestals, zoomorphics, and calendric dates. There are 

several noteworthy pieces that display the royal glyph, the ahuitzotl headdress, as well as 

name glyph elements that appear as new narratives sculpted on stone. Another feature 

that seems to be clear from this point on is the high degree of standardization in the 

iconographic system. 

This stage should always be analyzed as an event that begins in Phase VI and 

continued through at least the beginning of Phase VII, but for methodological purposes 

divided it in two. The logic follows the exposition of forms through time, as they 

appeared in the Huey Teocalli, the Main Precinct, and the campan, parcialidades or one 

of the four neighborhoods of the city, and that can be related to Phase VI. This artificial 

distinction, however is sometimes limited by my incapability to distinguish between the 

stages at times. 

Small snake grouping, “clavo serpiente.” There are 13 artifacts situated 

chronologically in Phase VI (figures 6.48-6.55),24 that should be included as part of the 

small snake grouping or “clavo serpiente” from Phase IVb.25 The whole corpus comes 

from the Templo Mayor and the cuauhxicalco. The pieces from this period are also part 

of the Huey Teocalli, from the frontal platform that surrounds the building. The serpents 

are embedded in the west, south, and north façades.  

																																																													
24 other four snakes are on the same platform but on Tlaloc’s part. When I was collecting information from 
that part of the temple, it was under treatment by the team of conservators, for logistic implications was 
difficult to include these pieces. 
25 See the snakes from Phase IVb. 
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The variation in size was not considerable between phases, with the difference in 

size between the largest and the smallest being 26 x 29 cm (fog. 6.53) to 19 x 26 cm 

(6.49); while for IVb the sizes measured 27 x 25 cm to 10 x 15 cm.26 As with the 

majority of pieces from the Late Imperial Stage, at least in Tenochtitlan, the characteristic 

feature is the use of basalt and andesite, and this set of snakes have open mouths with 

long fangs, creating more realistic animals (compare figures 5.443 and 6.51). As we will 

see, a major difference in the quality of the carvings under Ahuitzotl’s reign are more 

naturalistic features that display detailed anatomical features, such as eyes, fangs, or the 

supra orbital scale. Also, some sculptures have remains of red color, visible between the 

multiple stucco layers. Furthermore, there are other pieces beyond the principal temple 

sucha as in Batres’s work, the Metro Línea 2 project, and PAU excavations revealed 

(Batres 1902; Cabrera Castro 1979; Díez-Barrosso Repizo 2008; González López 

2015:234-236; Gussinyer 1979).27 It is important to note that some of these pieces are 

larger than the “clavos serpiente,” but not as large as the serpent heads on the platform of 

Huitzilopochtli’s temple. 

Human skull grouping (“Clavo cráneo”). The most reproduced figure in basaltic 

stone from the Templo Mayor were the so-called “clavos craneo,”28 which is a kind of 

adornment attached to the bodies of the buildings and the top part of the shrines (Codex 

Ixtlixochitl 1996:112v; Codex Fejérváry-Mayer 1994:32). The sample for this phase is 

																																																													
26 AZSSBMP0628. 
27 AZSSBMP0138. 
28 In a moment of major distraction, I was not able to include these almost 500 pieces in this archive, 
futures investigations should incorporate the variation and consistencies present on these artifacts, as the 
“clavo cráneo” grouping. 
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reduced to ten sculptures of the many examples that exist (figures 6.56-6.65). This form 

is defined by its similarities with chocks, a long tubular tenon ending with a human head, 

without any hair, important anatomical details, or iconographic attires. The sculptures 

were covered with several layers of stucco, and while many do not retain color, there are 

a few pieces with red. The eye sockets are carved either as full with eyeballs or totally 

hollow, the jaw and maxilla show a row of teeth, and their gums are perceptible. The 

earliest example that can be dated is found in Phase IVb (fig. 5.481), and mass production 

clearly occurs during Phase VI, although with a considerable variation in size (15x 16 – 

40 x38 x 87 cm).29 This is one of the forms that has been ignored in past research, 

ironically this may be due by its abundance in the archaeological record.  

The most complete example is located a few meters to the north of the Templo 

Mayor (figure 66.6) on three of the façades (south, east, and north) of Building A, that 

were embedded more than 240 skulls (López Luján 1993; López Luján and Polaco 1991; 

Matos Moctezuma 1984; Pascal 2012). In the lobby of the Museo del Templo Mayor 

there is a museographic installation, displaying 241 sculptures of this kind, although the 

original contexts for these are unclear. Maximiliano Acevedo (personal communication, 

November 2004), told me that many of these are from colonial and pre-Hispanic debris.  

There are several reports of fortuitous discoveries of “clavos cráneo” in the Main 

Precinct area, in front of the Templo Mayor, on the east part of the House of the Eagles, 

or in colonial debris (Corona Olea 2004; González López, et al. In Press). This is also 

true for other areas inside the basin, such as Tlatelolco (Heyden and Gendrop 1975), 

																																																													
29 Figures 5.481 and 6.59. Although figure 6.65 is the biggest (47 x 48 x 100). 
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Tenayuca (Noguera 1950; Reygadas Vertiz 1935), Mexicalztinco (Avila López 2006), 

Santa Cecilia Acatitla, Xochimilco, as well as areas outside the scope of this research 

such as Cholula (Noguera 1937), Calixtlahuaca, near Toluca (García Payón 1979), and 

Cempoala, Veracruz (García Payón 1991), among many others. Two main ideas have 

been suggested regarding their function, first as a way to mark the north, which is the 

place of death (Matos Moctezuma 1984); and second as a tzompantli rack (Xochipiltécatl 

2004). The second option seems to be the most likely,30 and if true, then this structure 

was contemporaneous to the Huey Tzompantli, which was recently discovered by the 

Programa de Arqueología Urbana, headed by Raúl Barrera with at least 445 human 

skulls, apparently from sacrificed victims (Matos Moctezuma, et al. 2017).  

Offering 78, South Red Temple. This group of sculptures was placed inside the 

building at the southeast corner of the Templo Mayor, and is a Teotihuacan revival, 

covered with mural paintings (López Luján 1989; Olmedo Vera 2002). The ritual deposit 

contains a diversity of new forms made of stone (Olmedo Vera:145-173. Unfortunately, I 

only recorded few examples of this deposit, because at the moment of analysis most of 

the artifacts were part of a temporal exhibit, in Merida, Yucatán. However, this group 

includes a golden eagle head, maybe a staff, and the nahualli of Xochipilli (fig. 6.67). 

Additionally, there are eight “fragments, of musical instruments (fig. 6.68)31 four flutes 

(figures 6.68 and 6.69,32 three horizontal drums, teponaztli (fig. 6.71) a zoomorphic one 

and another representing a turtle carapace, a human bone rattle, omichicahuaztli (figure 

																																																													
30 But the sources could be referring to different buildings under the name tzompantli, Sahagún mentions 
several racks, but the Huey Tzompantli was the bigger, see Sahagún 2000:143-144, 194, 225.  
31 Although, the real function of these pieces is unknown.  
32 Figure 6.69 was found around the building. 
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6.73), two squashes, five chicahuaztli, and three drums. There are two fragments, maybe 

representing butterflies or flames (figures 6.77 and 6.78). Finally, Olmedo (2002) reports 

the presence of three monumental knifes, painted as Xochipilli (fig. 6.69).  

Sculptures embedded in the constructive fill of Phase VI (“entortado”). This is a 

series of broken sculptures deposited around the Templo Mayor with the same discard 

treatment. All the pieces were detached from their original places of use or exhibition, 

intentionally fragmented, and only certain fragments were placed carefully together in the 

construction fill, which in the local archaeological jargon is known as "entortado.” The 

fill was placed around the facades of different buildings such as the Templo Mayor, the 

House of the Eagles, Building A, Building B, Building C, and Building J. This 

construction fill varies by its hardness, and consists of stucco plaster containing large 

stones (basalts), and to a lesser degree, other archaeological materials. Stylistically, this 

set is used to show the difficulties in distinguishing between Phase VI and the beginning 

of VII, which I interpret as possible evidence of a group of people specifically working 

for the royal palace. 

Recent research has noted the dynamic growth of the Main Plaza during Phase VI, 

particularly the area currently underneath the Cathedral, which is evident by the presence 

of various floors made with different materials of varying quality (Cuevas 1934; 

Gussinyer 1979; López Luján 2006:51-53; Olmedo Vera 2002; Pascal 2012:90-92; 

Quezada Ramírez 2016:165-169). The fragments described in this section were deposited 

around specific points, though they are all contemporary, and part of a generalized 

practice surrounding the Templo Mayor (González López, et al. In Press). 
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The first point to clarify is this behavior in the West Plaza, in front of the 

balustrade on the platform of the Templo Mayor of the side dedicated to Huitzilopochtli, 

in between the circular building recently discovered, the Cuauhxicalco (Barrera 

Rodríguez 2017; López Luján and Barrera Rodríguez 2011). This work is the result of 

archaeological research carried out by the Programa de Arqueología Urbana (PAU) team, 

in the northern part of the Manuel Gamio plaza (Barrera, et al. 2012). The constructive 

sequence of the plaza is complex, given the intense occupation over time, but we can 

speak of a general pattern similar to that of the Templo Mayor. The archaeological 

evidence illustrates several horizontal overlapping floors, which were growing through 

time, and each one has individual characteristics and materials. The Programa de 

Arqueología Urbana team detected a large intrusion or pit that substantially modified this 

space. While digging, they discovered a discontinuity in the different floors, evident by a 

change in the size and type of materials in the interior, although in general it followed an 

orientation from east to west and measured 12.2 x 7.7 x 2.2 m (figure 6.80). It should be 

noted that the beginning of the intrusion was not clear given the intense and repeated 

actions that modified the archaeological context. From pre-Hispanic times, the intrusion 

altered the sequence of the floors from at least the VI to IVa constructive stages, a period 

of 62 years (1440-1502) in the architectural chronology of the Templo Mayor. During the 

archaeological excavation of the intrusion, 12 monumental sculptures were found (figures 

5.240,	6.59, 6.60, 6.80-6.85).33 They were first found inside the layers of the "entortado,” 

																																																													
33 There are more pieces in this archive sucha as AZSSBMP0212, AZSSBMP0216, AZSSBMP0220, and 
AZSSBMP0481. There is another sculpture, a human heart, but it was reintegrated to its original piece, the 
Yollotlicue (AZSBMP1529).  
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some of them embedded in the stucco mortar, but which continued appearing until the 

floor of stage IVa; suggesting this intrusion was a single event. All these pieces, except 

one (fig 5.240), are from stage VI (1486-1502). They suspect that this deposit occurred 

during a new remodeling of the plaza or perhaps the Templo Mayor itself (González 

López, et al. 2019). The sculptures were detached from their usual places of use, broken, 

scattered in space and deposited in the fill, then it was sealed again with a floor. The 

deposition of the sculptures was a premeditated act to give importance to this space as 

part of a general termination event, which has also been identified in other parts of the 

Main Precinct. 

The second point is the North Plaza.34 This is on the northern area of the Templo 

Mayor, the space between the House of the Eagles and Building A (Pascal 2012:65-87), 

excavated by Isabel Gutiérrez (Gutiérrez 1980, 1982), and covered by the “entortado.” 

This is a group of 13 sculptures (González López 2015; Gutiérrez 1980), all broken, some 

of them are now lost, but they are still included in this archive (figures 6.106, 6.121, 

6.122, 6.138, 6.147, 6.150, 6.151, 6.154).35 This shows the same refuse pattern and I 

propose that it is part of a general termination event. The third piece of this puzzle of 

disposing sculptures, is the group underneath Building J, although (as previously noted) 

both contexts may not be contemporaneous, but they are related in their continuity in the 

																																																													
34 It includes Buildings A, B, C, D, and E.  
35 Besides these sculptures, Gutiérrez reports a fragment of relief with skulls and crossbones, now lost, as 
well as the fragment of Coatlicue published by Matos (1997a: foto 7).  
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chronological sequence. Another Tlaloc jar,36 is reported but in the south corner of 

Building B. 

The altars from North Plaza, Altars of flint knives. The first group is six 

monumental altars with the general form of a circular arrangement of personified flint 

knives (González López 2015), covered with a mantle with blood motifs or snake skin 

(this motif is also present at the bottom part). These artifacts served as a base for 

offerings, or liquid containers, with esoteric purpose (figure 6.84-6.92). It is less possible 

but likely that they functioned as a pedestal or sacrificial stone, techcatl, especially when 

compared with the size with (fig. 6.88). The stone texture and color of the set is very 

similar. Details such as the wavy lines or the faces in the knifes, may point to a very 

specific workshop making these sculptures. Two of them were recovered from the west 

façade of the Huey Teocalli (figures 6.84 and 6,85), three from the east façade of 

Building A figure 6.89-6.91), and the last one from the southern façade of the House of 

the Eagles (fig.6.86). 

The Itzpapalotl altars/vessels. The following four fragments were recovered by 

the Proyecto Templo Mayor during its first season and may correspond to a single or at 

least two independent pieces (González López 2015:191-199) (figure 6.93-6.96). 

Moreover, in the Museo Nacional de Antropología there is another piece, that by style is 

presumably from the same zone (or workshop). This duo both show the "Obsidian 

Butterfly,” surrounded by severed human parts that are bleeding (hands, long bones, feet, 

																																																													
36 AZSSBMP1649. 
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livers, and hearts; fig. 6.97). The background of both scenes is covered by wavy lines, 

with the presence of abundant red color, suggesting blood, and there is a smooth frame 

surrounding all the sides (figure fig. 6.97). It has been thought that these quadrangular 

pedestals served as vessels or containers; although, other specialists argue that they were 

a pedestal for other images (Caso 1952b; Nicholson 2006), and the absence of a vessel in 

figure 6.97likely means they were not a cuauhxicalli. All of them are quadrangular 

blocks with similar reliefs on each side, but with differences in the arrangements of body 

parts.  

Four fragments from the North Plaza were found in May 1981 in front of the 

access point to the north wing of the House of the Eagles, on the east balustrade 

(Gutiérrez 1981). The pieces were found close to each other, although they do not join, 

and unfortunately, the rest of the missing pieces were not located. When compared with 

figure 6.97, it is clear that these pieces represent Itzpapalotl in its butterfly form. There 

are winged insects that are ascending and the extremities are adorned with flint knives or 

tecpatl. Additionally, a Tlaltecuhtli is carved at the base of one fragment (fig. 6.96). 

Comparing the elements of the altar on figure 6.97 and the one from North Plaza, there 

are great formal and stylistic similarities, which suggesting that both scenes are identical, 

or at least very similar: butterflies, surrounded by human parts. Given the sculptural style, 

these pieces maybe even came from the same workshop. The sculpture in the Museo 

Nacional de Antropología presents two complementary scenes, a defeated being, that 

contrary to what Ojeda Díaz (1986) thinks, is adopting the same body position as 

Coyolxauhqui (6.98). Its chest has a wound, with a liver and an abundant amount of fluid 
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emerge from it.37 The aztaxelli on the head and the rope as its belt, indicate an individual 

sacrificed in the temalacatl  (Codex Magliabechiano 1996:30) , as well as the shield, 

arrows, and banner that it is holding. This position is also present on scenes of flying, 

descending, or swimming figures (figure 6.98a and 6.98c). The second scene displays an 

aquatic landscape, indicated by the wavy lines, with human parts floating in it and a 

flower. These attributes are representative of the Flower World, the paradise destined for 

people who died in battle, sacrifice, or other sacred events.  

Itzpapalotl was the representative of the cihuateteo, one of the groups of 

supernatural beings who accompanied the Sun, had links with the tzitzimime, with an 

astral character, and was an aspect of the Earth goddess. Nicholson explains her to female 

fertility, particularly as the earth and links it with the cihuateteo (Nicholson 1971b:422). 

Ojeda thinks that she was originally a goddess of the earth, with strong nocturnal, death 

and malefic characteristics, with agricultural tendencies and intimately related to human 

dismemberment (Ojeda, 1986). She was an aspect of the earth with a strong bellicose 

character (González López 2015) 

The Historia Genereal de las Cosas de Nueva España says that the cihuateteo 

were the women who died during their first childbirth, who were canonized as goddesses 

(Sahagún 2003: 609-614). They are together in the air and appear to those who live on 

																																																													
37 The reason why the liver was carved is because in Nahua conceptions (written by colonial sources in the 
16th century), the ihiyotl, one of the three souls of the body existed there. Lopez Austin, identifies one of 
this entity with a specific sector of the cosmos. He also mentions the close relationship between this organ 
and the earth (Lopez Austin 2004:258-262). The ihiyotl controlled life, vigor, sexuality and the digestive 
process. In Ojeda's opinion, this organ was given to the earth because of the large amount of blood that was 
obtained at the time of the dismemberment of the victim and she considers it a typical offering for the earth 
goddess (Ojeda 1986:54). 
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the earth and could make children sick. Itzpapalotl was the regent of the fifteenth trecena 

of the tonalpohualli that begins with 1 House, her calendrical name which was used to 

designate her (see the Cihuateteo grouping). Carlos Hoffmann identifies the butterflies in 

the codices with the species Rothschildia orizaba (Hoffmann 1932: 423).  

On the Museo Nacional de Antropología piece (fig. 6.97), and probably the 

fragments from North Plaza, the butterflies have obsidian knifes on the wings, are 

holding human hearts, and their only attire is a bracelet of green stones. The faces are 

decorated with enormous fangs. In this sense, the four insects are carrying the humans to 

the afterlife, paradise. The sequence of the human parts is symmetrical on all panels, 

which suggests another example of pictographic texts that parallel and likely called forth 

ritual speech acts, as a mnemonic devise (Boone and Collins 2013; Navarrete 2011).  

Stone of the Death Monsters. The following example was found in 1940 near the 

North Plaza, under unknown conditions, and by style I suggest that it belongs to Phase VI 

(figure 6.99). Alfonso Caso was the first to describe the piece in detail, and he mentions 

that it appeared in the number 103 to 105 of Donceles Street, a modern construction 

between Casa del Marques del Apartado and the current Museo de la Caricatura (Caso 

1952a). More recently, Nicholson added information about previous reports and links it 

with other sculpture of similar iconography (Nicholson 2006), such as the altar that is 

now in the Anahuacalli Museum (fig. 6.100), and the stone from Universidad de las 

Américas, Puebla (fig. 6.101) 

The sculpture adopts a cubic shape, with a container on top and the rest of its five 

faces, including the bottom one, have been carved with four animals and a human 
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Tlaltecuhtli. The animals are an owl, a spider, a bat, and a scorpion. Each one wears a 

pleated bark paper rosette (ixcuatechimalli) on the forehead and a paper band that is 

around the neck and crossed over the chest (amaneapanalli). As Nicholson and Quiñones 

Keber (1983:56) pointed out, these attires were standard items in the ritualistic decoration 

of the mummy bundles of the dead warriors, prisoners destined for sacrifice, and 

mythological beings associated with Mictlan, the realm of death. The owl and bat are 

shown flying downwards, while the bird is holding two livers, the bat and the spider have 

human hearts, and the scorpion has nothing.  

The Earth Goddess, Tlaltecuhtli grouping. This set is formed in part from pieces 

found in archaeological excavations, such as from the House of the Eagles (figures 6.103, 

6.105, 6.121, 6.122, 6.128, 6.129, 6.138), between building C and D (Gutiérrez 1981), 

and others outside the Main Precinct from the four neighborhoods of Tenochtitlan and 

other city-states inside the basin, but without context.38  

																																																													
38 The grouping, with and without known archaeological context, was grouped into three sets; the first by 
female anthropomorphic. AZSSBMP0113, AZSSBMP0152, AZSSBMP0176, AZSSBMP0222, 
AZSSBMP0226, AZSSBMP0264 [NHA1381], AZSSBMP0708, AZSSBMP0807, AZSSBMP0922, 
AZSSBMP1160, AZSSBMP1446, AZSSBMP1463, AZSSBMP1544, AZSSBMP1582, AZSSBMP1591, 
AZSSBMP1594, AZSSBMP1572, AZSSBMP1750, AZSSBMP1815, and AZSSBMP1966. Besides the 
cultural jade pieces, it includes the statue from Stuttgart, and one in the American Museum of Natural 
History, New York. The second by male anthropomorphic, AZSSBMP0227, AZSSBMP0229, 
AZSSBMP1273(?), AZSSBMP1401, AZSSBMP1507, AZSSBMP1542, AZSSBMP1578, 
AZSSBMP1733, AZSSBMP1954, AZSSBMP1955. Besides the cultural jade pieces, it includes one hard 
stone, one recently recovered from Ehecatl Temple, now in the Museo del Templo Mayor, and another 
almost identical from Escalerillas excavation, now in MNA. And the last set is composed by zoomorphics, 
AZSSBMP0010, AZSSBMP0206, AZSSBMP0207, AZSSBMP0245, AZSSBMP0266 [NHA1385], 
AZSSBMP0487, AZSSBMP0948(?), AZSSBMP1000, AZSSBMP1448, AZSSBMP1501, 
AZSSBMP1589, AZSSBMP1952, AZSSBMP1953, plus another two, the first is now lost but recorded by 
Nicholson (NHA965) in Berlin, and the second is now on display in Xochimilco. Besides the cultural jade 
pieces, one cuauhxicalli in the National Museum of the American Indian, on Washington, D.C., another in 
Berlin, the green stone figure from Hotel Majestic, downtown Mexico City, the Tlaltecuhtli from the 
cuauhxicalli from Centro Mercantil, both in MNA; and the Box of Hackmack, Museum fur Volkerkunde, 
Hamburg (no. B. 3767). There is a cylindrical altar with spines on Acolman [NHA545] but it deserves to be 
explained in another grouping. 
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In the archaeological record of the Main Precinct of Tenochtitlan, the Earth 

goddess form shows a radical change through the consecutive phases, from IVa to VII. 

The first group of this grouping, belonging to Phase VI, is part of a diverse set of figures 

(figures 6.121, 6.138, 6.150, 6.151, and 6.154) found by the Proyecto Templo Mayor in 

the North Plaza (Gutiérrez 1981). One was broken and the other was in the process of 

being carved (figures 6.121 and 6.122), and both were deposited within the “entortado,” 

in a concentration of intentionally fragmented sculptures. The third one was modified 

during the colonial period (fig. 6.106). These four have a similar general arrangement of 

cubic altars or pedestals and the walls are covered with reliefs, including the bottom part 

(figures 6.106, 6.121, 6.122, and 6.128). The characteristic arrangement shows 

Tlaltecuhtli on the bottom and upper surface, in two different aspects - one with features 

of Tlaltecuhtli-Tlaloc and the other a female Tlaltecuhtli (fig. 6.113). The other surfaces 

depict Cipactli spines,39 and what seems to be nocturnal animals (figures 6.106, 6.121, 

6.122).40 The tremendous importance of AZSSBMP0227 (figure 6.121) is that it was not 

completed and was buried while in the middle of the sculpting process, which is indicated 

by the sketches and the grid on the block. This opens the door for two possible 

suggestions, that some pieces were entirely sculpted near the Templo Mayor or that they 

were partially worked, at least in the last steps of the process, in this area. In the same 

zone, there are another three pieces showing Tlaltecuhtli with similar iconography, but 

found in front and at the southeast corner of the House of the Eagles (figures 6.103, 

																																																													
39 The sculpture on figure 6.122 was directly associated to one Macuiltonaleque (fig. 6.150). 
40 As in AZSSBMP1798 and other pieces like zoomorphic and cylindrical cuauxicalli. 
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6.124, and 6.138). Finally, another cubic piece displays the same being, and was found in 

the same building in pre-Hispanic strata (fig. 6.128).  

Examining the highly standardized material from the Templo Mayor Project, 

brings us an emblematic example of one form that appeared on two continuous phases 

(VI and VII). Despite the fact that we know earlier examples of Tlaltecuhtli from the 

Templo Mayor excavations, such as the alabaster piece from Chamber III (fig. 5.250c), or 

the two examples presumably created in Phase IVa but re-used on VI (Aguirre Molina 

2009; López Luján and González López 2014), plus the Stone of Centro Mercantil 

presumably from Phase V, in this period the figure changed substantially (fig. 6.6f). It 

suggests that under Ahuitzotl’s reign and part of Motecuhzoma II’s reign, the Tlaltecuhtli 

image was highly produced, in both monumental and portable scale, but showing 

different aspects. The consistency and similarities (like appearing in the same strata, 

made of the same kind of stone, with similar iconography and analogous forms) in these 

carvings could support the idea that at least one skilled workshop was attached to the 

royal palace faction throughout many consecutive years. The same figure is also reported 

on pieces from Coyoacan (López Luján 2016b) and Xochimilco (Nicholson 1971a:115), 

as well as outside the Basin of Mexico in Calixtlahuaca in the Toluca Valley (figures 

6.104, 6.107, 6.143).41   

Does this evidence support Nicholson’s statement, based on Motolinía “that all 

the stoneworkers (which probably included the sculptors), or virtually so, were from 

Tenochtitlan or Tetzcoco, from where they departed to ply their craft wherever they could 

																																																													
41 AZSSBMP0264 is reported by Nicholson, 1971a:115, from Xochimilco.  
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find employment” (Nicholson 1971a:114)? Or, as Umberger suggested (Umberger 2007), 

that this shows that local people in other city-states within the Basin of Mexico were 

creating stone figures, and that they were sharing a more general iconographic style? 

Unfortunately, there are not enough records for similar forms before the Mexica arrival in 

these settlements. The information from the Main Precinct indicates a precise moment in 

time for the creation of these sculptures. The few pieces from outside the capital were 

carved in portable and monumental formats and made of a similar volcanic stone, which 

could indicate that Tenochca sculptors were traveling to work for Tenochca sponsors, 

located in these bastions, or at the behest of local elite factions. 

In Tenochtitlan, Tlaltecuhtli also appears in other forms, usually carved on the 

bottom of other sculptures, such as plumed serpents42 and Coatlicue-Yollotlicue grouping 

(figures 6.33, 6.126, 6.129, and 6.138).43 Many of them are imperial sculptures, dating to 

Phase VII, pieces such as the Teocalli of the Sacred War, the Stone of the Five Suns 

(figures 6.132 and 6.140), and a series of other pedestals-altars. Additionally, some of 

these artifacts are made of hard stones, such as cultural jade (figures 6.131). Indeed, the 

largest sculpture in the entire archive (fig. 6.119), adopted this form. 

																																																													
42 The plumed serpent grouping if formed by AZSSBMP0176 (from Calixtlahuaca), AZSSBMP0264, 
AZSSBMP0266, AZSSBMP0267, AZSSBMP1515, AZSSBMP1578, AZSSBMP1582, AZSSBMP1958. 
Also, included in this grouping, but without Tlaltecuhtli presence are AZSSBMP0241, AZSSBMP0242, 
AZSSBMP0252, AZSSBMP0265, AZSSBMP0396, AZSSBMP1149 (from Coyoacan), AZSSBMP1078, 
AZSSBMP1135, AZSSBMP1157, AZSSBMP1441, AZSSBMP1442 (?), AZSSBMP1468, 
AZSSBMP1561, AZSSBMP1595, AZSSBMP1626, AZSSBMP1814, AZSSBMP1958 (from Coyoacan), 
AZSSBMP1959, AZSSBMP1960, AZSSBMP1961, AZSSBMP1963, and AZSSBMP1964. Thanks to 
Bertrand Lobjois, I know that in the Museo de Historia Mexicana de Monterrey Nuevo Leon, there is 
another one carved in late imperial style; and finally, there is another piece in the Museo Nacional del 
Virreinato. 
43 See also the Coatlicue-Yollotlicue set in Phase VII (AZSSBMP1956, and AZSSBMP1957). 



	 192 

The figure of this deity has a long history of research this this is one of the most 

recurrent images sculpted by the Mexica (Baquedano 1993; Baquedano and Orton 1990; 

González López 2015; Gutiérrez Solana 1983; Henderson 2007; López Luján 2009b; 

Matos Moctezuma 1997a; Nicholson 1967). The "Lord / Lady of the Earth" refers to the 

dual male and female gender aspects of this deity. In pre-Hispanic times the earth was 

thought of as a thorny being, such as the animal called cipactli, which was part crocodile, 

part snake, and part sawfish. Others times, the earth is envisioned as a toad, that is 

floating in a body of water. Nelly Gutiérrez and Lucia Henderson suggest that the 

anthropomorphic Tlaltecuhtli is a figure that is almost exclusively present in 

Tenochtitlan, and Central Mexican codices (Gutiérrez Solana 1983; Henderson 2007:73), 

and I would add that it is also present to a lesser degree in the rest of the Basin.  

The earth deity occupied an important place in Tenochca religion with an 

apparent articulation to warfare and associated duties. Sahagún mentions the need for 

humanity to serve both the earth and the Sun, mentioning that:  

“For Tlaltecuhtli openeth his mouth, parteth his lips, and there appear the eagle 
vessel, the reed tube, the ritual feathering, the incomparable. And behold, verily the sun, 

Tlaltecuhtli, will now be gladdened. And [the warrior] will give one drink, offerings, 
food above us, in the land of the dead. And as many as are above us, in the land of the 
dead, in the heavens, already lie watching, already lie beholding him who will obtain 

merit, the humble eagle warrior, the humble ocelot warrior, and the noble one, who will 
attain the lap, the bosom of the sun, Tlaltecuhtli” (Sahagún 1950-1982:VI:11). 

  
In the tonalamatl of the Codex Borbonicus, it occupies the second place in the 

series of the thirteen lords of the night. She devours the Sun at the sunset, and also 

swallows the blood and hearts of sacrificial victims and the souls of the dead. 
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As Eduardo Matos (1997:19) points out that a specific shrine where Tlaltecuhtli 

was worshiped has not been found, even though recently they discovered three figures, 

from phases IVa and VI in front of the Templo Mayor, which makes me think that this 

space may have been dedicated to the deity (López Luján and González López 2014). 

Similarly, Fray Bernardino de Sahagún does not mention any temple dedicated to the 

being in his account of the 78 buildings inside the Main Precinct. Another particularity of 

this deity is that, in general, its image was hidden from the observer as it was most often 

carved on the surface that is in contact with the ground or the lower face of other 

sculptures. There are a few exceptions to this rule, such as the Teocalli of Sacred War 

(fig. 6.132) and the Tlaltecuhtli of Mayorazgo de Nava Chávez (López Luján 2009b) (fig. 

6.119). 

Tlaltecuhtli was not always represented in the same way, with specific differences 

in form and content. For some time, experts have noticed these variations in 

characteristics and proposed several classifications. In 1967, H.B. Nicholson describes 

three types of figures: a) the "monster" with open jaws with its stomach facing up; b) a 

human face and open mouth; and c) a figure with attributes of Tlaloc mixed in and a body 

in a squatting position (Nicholson 1967). In 1983, Nelly Gutiérrez distinguishes three 

variants based on the shape of the face: two of which have a zoomorphic face and the 

third has an anthropomorphic face (Gutiérrez Solana 1983:23). In 1997, Eduardo Matos 

observes that there are four forms of this deity (Matos 1997). The first two have a human 

face and body (which he describes as male and female, the third group was called a 

female zoomorphic, and the fourth group represents a figure with the face of Tlaloc, the 
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rain god. More recently, Henderson proposed only two main categories (Henderson 

2007), implying a dual gender instead of an ambiguous one. 

Here, I follow Lucia Henderson’s approach to analyze the grouping. When the 

figure is an anthropomorphic female, the legs and arms are flexed and separated at the 

sides, which has been interpreted as the act of giving birth, a position of defeat or 

descent, or a representation of an amphibian (Henderson 2007:51-61; Nicholson 1967: 

82). The face may be human or zoomorphic with curly hair made of malinalli grass (as 

zacatapayolli), and there are insects associated with the night and the underworld such as 

centipedes, scorpions, spiders, and snakes (Nicholson 2006).44 In some cases, the figure 

carries maguey thorns, eyes denoting night, and paper banners. The mouth is often 

fleshless, and may show one or several flint knives and large teeth. The cheeks are 

adorned by a pair of concentric circles. The earrings are circular ear pieces, with the 

symbol of water emerging.  

She wears a skirt with alternating designs of crossed bones and skulls that is 

accompanied with a rope, combined with a dorsal badge of jaguar skin, a strip of stars, as 

simple spots or in its Venus version, from which several strands of braided red leather 

fall, in addition to leather bracelets and anklets. Taube (Taube 2004:173) discusses this 

attire as symbolizing the womb and the birth canal of the earth - the place from which the 

sun was born on a daily basis. On the joints of the goddess, there are have masks of 

telluric beings, such as the Mixtec ñuju, or a human skull, that create a link with earth and 

the underworld (Alcina Franch 1995; López Austin 1985; Matos Moctezuma 1997a). The 

																																																													
44 This composition also can be interpreted as a cave, as Olivier (2006) suggests. 
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presence of these nine skulls could refer to the ninth level of the underworld, the 

Chicnauhmictlan (Sahagún 2000:329). The figure wears a belt ending with a human 

skull, combined with eagle feathers and snails of the genus Oliva, and this element is also 

known as citlalicue.45 The crania have been interpreted as an evocation to the tzompantli 

(Chávez Balderas and Vázquez Vallín 2017; Henderson 2007:80). Finally, on each knee 

there is a bunch of grass sprouting, popotl or zacatl, that has been confused with coyote 

tails (see Matrícula de Tributos 1991:17v). 

In the Tlaltecuhtli-Tlaloc aspect, the figure wears a headdress composed of bands 

adorned with spines, a reference to the monster Cipactli. It is accompanied by three 

circles on the headdress, as for Teotihuacan Tlaloc, and plumed conch shells. Its sandals 

completely cover the feet, whose tips are directed upwards, and the heels have a little 

flower. Also, it wears attire such as an amacuexpalli, a mask with a trilobe motif, a water 

and rain symbol, large fangs coming out of the mouth, jade ear pieces on the ears, and it 

uses a necklace made of flowers. The double outline on the arms and legs is a clear 

incorporation of the Chalco style, while the version of the god rain, Tlaloc, is an archaism 

derived from Teotihuacan (“Tlaloc A”) and the Gulf Coast, which is evident from the 

headdress. In the navel, there is plumed mirror with a quincunx inside, although in her 

female aspect, there is a chalchihuitl, the glyph Ollin (“Movement”), or a non-human 

agent coming out. Both chalchihuitl and plumed mirror are symbols of preciousness and 

cosmic centrality, the tlalxicco, or “navel of the earth” (Sahagún 1950-1980:I: 84; VI:88-

																																																													
45 See the attire in figure 6.119. 
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89). In this aspect, it only appears in Tenochtitlan and there are no examples from outside 

the capital. 

In this geopolitical sphere, Tlaltecuhtli stone sculptures were concentrated in the 

imperial capital, as a reference to Tenochtitlan at the center of everything, and physically 

representing this as a sacred space and the source of social order for the empire. 

Therefore, it became an emblem of identity for the Tenochca state, such as the 

Xiuhtecuhtli grouping. These behaviors were reinforced over time, through daily 

practices, and the use of these artifacts in multiple rituals and communal festivities by 

people that lived and experienced in such privileged places as the Templo Mayor and the 

surrounding area. 

Huehueteotl 11 Reed. Returning to the North Plaza of the Main Precinct and the 

the “entortado” context, in August 1981, Isabel Gutiérrez reports an almost complete 

figure (Gutiérrez 1981) with its nose intentionally broken just in front of the Templo Rojo 

Norte (North Red Temple) (figure 6.147). This building presents an archaic configuration 

that has been carefully studied by Olmedo and López Luján (López Luján 1989; Olmedo 

Vera 2002). The piece was laying in the strata facedown with no other associated 

artifacts. The date 11 Reed on the back can be read as a year bearer, which would refer to 

the year AD 1503 (Caso 1971). 

This piece has been  extensively analyzed by López Austin, who rightfully 

intereprets it having a double function as both a cult figure and as a pedestal (López 

Austin 1985). He also noted that it is a clear revival of a Teotihuacan form that had 

already disappeared and was brought back into use again by the Mexica. Lopez Austin 
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identifies it as the Old God of Fire, Huehueteotl, under the advocation of Cuécuex, one of 

the fire deities and gods of Tlacopan. The being is dead (by the presence of the masks on 

the face and joints) and is traveling to the underworld, Mictlan. Again, I must highlight 

that fire and centrality were intimate ideas in pre-Hispanic times. Finally, this sculpture, 

represents the power of the Triple Alliance (excan tlatoyan), as the form of the protector 

of one of its components, Tepanecapan. One of the major differences between this 

artifact and other Huehueteotl pieces is that the Mexica version is presented as a young 

person without any wrinkles on the face, possibly indicating a new fire in a new era of 

power by Tenochtitlan. 

Based on some similarities in characteristics and chronology, it is grouped with 

other seven monuments in the archive (figure 6.148). The resemblances are clear on the 

face, the Tlaloc mask, and by a new treatment on the surface of the fingers and toes, a 

feature described as a “pneumatic force” modeling the extremities and faces. But a more 

significant characteristic is the rectangular pectoral on the chest with a being inside 

wearing a war serpent helmet, which is another example of the use of an old model or an 

archaism. Another version of this pectoral was found in the same area, but made of hard 

stone (figure 6.149). 

Macuilxochitl-Xochipilli, 5 Lizard (Macuiltonaleque). Behind the House of the 

Eagles on the east façade (figure 6.150) a sculpture of the god Xochipilli ‘Flower Prince,” 

was buried in a concentration of sculptures (Gutiérrez 1981) (figure 6.121, 6.122, 6.151, 

and 6.154). The excavation report did not mention any other artifacts accompanying the 

sculpture. It was found with the nose mutilated and covered by several fragments of its 
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cubic pedestal (fig. 6.122). Similar to other Mexica pieces, it was covered by an abundant 

blue color, except a horizontal ochre stripe that covers the eyes, and on the back is the 

calendric name 5 Lizard, that identifies it as one of the gods of excess.  

In this archive, there is another comparable piece from the Main Precinct for 

Leopoldo Batres’s excavation of Escalerillas Street, now Guatemala Street, just behind 

the Cathedral (figure 6.152), on what could be the ballcourt (Batres 1902).46 This offering 

associated with Xochipilli contained diverse musical instruments and all the artifacts 

were covered with red paint. Using archaeological and colonial chronicles, this building 

was recently identified as the Teotlachco or Sacred Ballcourt (Matos Moctezuma 2001; 

Sahagún 2000:277).47 This is one of the courts in Tenochtitlan and the other one was 

found in Moyotlan (Martos López and Pulido Méndez 1989). It contained a group of four 

spherical pieces, representing rubber balls and presumably associated with the building 

(Batres 1902), but give the height of the pieces, they may be considered altars, at least the 

first of the two (figure 6.153).48 Matos Moctezuma proposed that the playing field was 

around 165 feet, oriented east-west, and with several construction phases (Matos 

Moctezuma 2001). Moreover, the Programa de Arqueologa Urbana, detected the end-

zone, to the west of the Teotlachco with some offerings (Gussinyer 1979; López 2003), 

																																																													
46Batres’ “discovery XXVII”.  
47 The archive shows a set this deity formed by ZSSBMP0230, AZSSBMP0463, AZSSBMP0471, 
AZSSBMP0486, AZSSBMP0488, AZSSBMP0753, AZSSBMP0901, AZSSBMP0923, AZSSBMP0939, 
AZSSBMP0952, AZSSBMP1000.12. AZSSBMP1002, AZSSBMP1003, AZSSBMP1035, 
AZSSBMP1039, AZSSBMP1046, AZSSBMP1064, AZSSBMP1065, AZSSBMP1104, AZSSBMP1126, 
AZSSBMP1133, AZSSBMP1139, AZSSBMP1295, AZSSBMP1330, AZSSBMP1449, AZSSBMP1500.2, 
AZSSBMP1500.2.2, AZSSBMP1502, AZSSBMP1546, and besides the Xochipilli from Tlalmanalco, other 
is the Macuiltonaleque made of stone, in the Metropolitan Museum but the date is 5 Snake (1900.00.5.8), 
and the piece in the Manheim Museum (NHA259 and NHA259) all three comparable on size. 
48 The last two spheres were found on November 28 and 29, 1900. 
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as well as the northern limit (at 16 Guatemala Street), with an offering of human cervical 

vertebrae in anatomical position of at least 32 different people (Barrera Rodríguez 2018) 

(fig. 6.154).  

Another group of diverse forms were found in the “entortado,” but without 

precise archaeological information. The first, is a plaque made of a very polished hard 

stone (figure 6.155), that was intentionally broken (Gutiérrez 1981) with the date 1 Reed, 

although it could be 2 Reed because of the presence of a knotted rope that may be part of 

Figure 6.149. If it is in fact 2 Reed, the frame would suggest that it is marking a year that 

corresponds to 1507, the date of the last New Fire ceremony before the arrival of the 

Spanish. However, this date would contradict the proposed chronology. There are two 

possible explanations that could explain this, the first is that the whole deposit is an 

intrusion in the “Entortado” from Phase VII, and the same behavior was detected in front 

of the Templo Mayor and the Building J (González López, et al. In Press). Second, the 

date is recording a different fire ceremony, besides the lavish one on the Huizachtecatl 

hill, a topic that has been extensively studied by Silvia Limón and others (González 

López, et al. 2018; Klein 1984; Limón Olvera 2001; Olivier 2007a; Taube 2000a). Either 

way, there is not reliable information to confirm or reject these ideas. 

Another piece is reported front Building J at the intersection of Cala R Cuadro 43, 

and it completes the sculpture decorating the platform and is the limit for the Main 

Precinct (figure 6.156).49 It depicts a solar deity singing, possibly Tonatiuh. The figure is 

sitting in the position of self-sacrifice, but in this case, it is throwing a thunderbolt and 

																																																													
49 AZSSBMP0389, discovered in April 1980. 
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holding a copal bag. Additionally, there are two slabs from a bench or a frieze (fig. 

6.156b). The first one has two deities in identical position and costumes, including a 

flowery speech scroll, and the second one shows blood being draw as sacrifice (figure 

6.157a). In the Museum of Ethnology in Vienna there is another example showing the 

same features (Eggebrech 1986), and it could be part of a similar scene (fig. 6.157c).  

The second group, includes two fragments of a rectangular pedestal, possibly 

from the same piece (fig. 6.142). In the sides shows a series of human skulls with a 

turned-up nose, such as the bats in some codices, and on top a Tlaltecuhtli was carved. 

There are two fragments, maybe from the same artifact, although they do not fit together 

that make up the final pieces of the “entortado”. 

 In the area where the Templo Mayor Museum is currently located, they found a 

unique example of crocodile (Robles Cortés 2017:108). The area is east of Building J, 

possibly adorning the area of the artificial tank (see Tlaloc jar and pot grouping). By the 

fine biological details carved on the basaltic stone, Robles Cortés recently identified this 

animal as a replica of two possible species Crocodylus acutus or Crocodylus moreletii 

(figure 6.158) and some historical texts mention captive animals living around the Main 

Precinct area. This sculpture is remarkable because the reptile represents a new form in 

Tenochtitlan.  

Finally, there is another fragmented piece of monumental dimensions and it is a 

corner stone. It was made of basalt from an unknown context and its head was 

intentionally mutilated by the Mexica (figure 6.159). The long claws, four extremities, 
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and a long tail, point to it being a feline, although it is not possible to attribute it to either 

a jaguar or a puma. This is example also a new form on the island during this stage. 

Eagles from Casa de las Águilas. Two bird heads were placed in front of the East 

wing stairway and covered with polychrome in a monumental format (figures 6.159 and 

6.160). According to López Lújan (López Luján 2006:101), both represent a Golden 

Eagle, itzcuauhtli in Nahuatl. 

Ahuitzotl’s monuments. There are eight stone sculptures in this archive that 

displayed the eighth tlatoani of Tenochtitlan, Ahuitzotl (figure 6.161-6.166). The pieces 

show the ruler in one of two ways, with his name glyph or as a fantastic beast, with one 

unique example made of cultural jade (López Luján 2015:103-108; Pasztory 1983:150; 

Umberger 1981; Wicke 1984). The pieces were found in Tenochtitlan and in Tepoztlan, 

Morelos – a colony of the empire (Brotherson 1998), as was as a few others of unknown 

origin. The artifacts are in four museums in Berlin, London, and Mexico City.50  

The fantastic animal referred to as “the thorny of the water” was a small aquatic 

mammal, like an otter or a dog that lived in watery depths and flooded caverns. The 

animal was described black, with a smooth body, such as rubber and a long tail, tipped by 

a hand, and long claws. Another distinctive feature is that its back was adorned with 

water streams (combing conch-shell and chalchihuitl) and whirlpools (figures 6. 162 and 

6.163).  

																																																													
50 The name glyph entrances are figures 6.161-6.163. Here it is assumed that two fragments in the 
Etnologisches Museum Berlin, AZSSBMP1894, and the stone box in the British Museum, AZSSBMP1531 
(fig. 6.163), belong to the same unity, as Seler (1996:200-203) and Pasztory (1983:164) proposed. While 
Figure 6.166 was found in Morelos, outside the Basin of Mexico, the piece is consistent with the style from 
Tenochtitlan. Figure 6.165 is only a fragment of the head of unknown origin, finally the cultural jade piece 
is the plaque known as the Dedication Stone (Nicholson and Quiñones Keber 1983:52). 
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If any human arrived to its domains, it grabbed them and held them underwater 

until they drowned and when the bodies appeared, they did not have eyes, teeth, or nails 

(Sahagún 1950-1982:XI: 68). The eight king of Tenochtitlan adopted the name of this 

beast and in addition to its spectral and natural significance, it must have had a more 

serious and sacred character (Seler 1996:200-203). Its aquatic behavior marks it as one of 

the Tlaloc's messengers.  

 The unpublished pieces are figures 6.162 and 6.165, but the rest have 

considerable bibliographic works describing these sculptures; the first one was 

intentionally broken, but its composition is similar to the piece in Berlin. It is a lid and on 

top was placed the animal with its long tail surrounding the base and ending with a 

human hand beneath. What makes this piece unique is the presence of the goddess 

Chalchiuhtlicue at the bottom, who is cross-legged and wearing the goggles of Tlaloc, a 

triangular quechquemitl, an amacuexpalli, and on top is the year symbol (in the Mixtec 

style), from which quetzal feathers emerge. The deity is holding a thunderbolt and a copal 

bag. Unfortunately, the calendric date, possibly 9 Snake, next to the figure is broken. This 

relief resembles the Chacmool de Venustiano Carranza (fig. 6.148f) and sculptures 

associated with the same grouping. 

Cactus crenellation grouping (“almena biznaga”). One of the most numerous 

constellations in this phase consists of 37 phytomorphic examples, originally placed on 

the top of the buildings (figures 6.167-6.193).51 These pieces have a constant presence in 

																																																													
51 There are more pieces collected in the archive, but not included in this dissertation, the entrances are 
AZSSBMP0957, AZSSBMP0958, AZSSBMP0960, AZSSBMP0967, AZSSBMP0973, AZSSBMP0974, 
and AZSSBMP0984. 
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the archaeological record and historical texts, and appear in excavations in front of the 

Templo Mayor, the North Plaza, in the Pasaje Catedral (on Guatemala Street), the temple 

of Ehecatl, and Palacio Nacional excavations (Carrizosa Montfort and Aguirre Molina 

2003; Caso and Mateos Higuera 1944; González López, et al. 2019; Gutiérrez 1981; 

López Austin and López Luján 2009; Sahagún 1950-1982:XI: fol. 240v, XII: fol. 232r, 

XII: fol. 230v; Solís 1971).  

The figures depict a central round nodule, a tubercle, covered with spines, and 

flanked by a series of flowers. On top, there is sometimes a little hole, maybe to capture 

rain water and at the base there is a conical support. Most pieces were painted with red or 

blue over a thin stucco layer. The bi-conical form, size, chronology, and kind of stone 

makes this grouping comparable to the Tlaloc jar and pot grouping. 

There are similar examples belonging to this form, but with slight variations. The 

first is a monumental piece found beneath the Libreria Porrúa, which may be a sacrificial 

stone (López Luján 2015:132-137), and the second is a relief from the Antiguo Museo 

Etnográfico (figure 6.194).52 Moreover, the most detailed example of this type is in the 

Museo Arqueológico de Nextlalpan in Xaltocan.   

Cihuateteo grouping. Beyond the Main Precinct, but still on the island, there are 

more examples, however the archaeological information is poor. One of the most 

interesting sets is reported from the intersection of 16 de Septiembre and Isabel la 

Católica Streets (formerly named Coliseo Viejo and Espíritu Santo). Others are displayed 

in the Metropolitan Museum of Art and National Museum of the American Indian, both 

																																																													
52 AZSSBMP1579 and AZSSBMP1658. 
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in New York (figures 6.200 and 6.201), the Museum Weltkulturen in Mannheim (figure 

6.202), Germany, the British Museum (figure 6.203), the Museo Nacional de 

Antropología (figure 6.204), the Anahuacalli Museum (figure 6.205) and the Templo 

Mayor Museum in Mexico City (figure 6.207).  

The first group of five sculptures was found in the Casa Boker are grouped 

together because of similarities in the kind of stone (dense andesite), size, color 

combination, iconography, and archaeological context (figures 6.195-6.199). They were 

found in the southwest quarter of Tenochtitlan (Moyotlan) maybe in the temple called 

cihuateocalli, also known as cihuateopan (Sahagún 1950-1982:II:37; 2000:171-172) in 

the barrio of Necatitlan (figure 1.0.1). All the pieces show figures who are kneeling, 

dead, and skeletalized with curly hair. Instead of having fingers, they have long claws, 

the torsos are naked showing the breasts, and they are wearing a skirt, cueitl.  

Four of them share some generalities, but one way to distinguish them is by the 

calendric name on top of the head: 1 Eagle, 1 Deer, 1 Monkey, or 1 Eagle. The only 

difference that seems to be the most important is the glyph Flower, it is larger, probably 

the leader, and is depicted using a Teotihuacan model as a mortuary bundle and has a 

zoomorphic Tlaltecuhtli on the base. The largest one was placed over a brazier, ready to be 

burned as a mortuary bundle, that is another teotihuacanoid form or revival (fig. 6.207).  

The dates on their back also can be related to the days on which the western 

trecenas begin, when the Cihuateteo descended from the sky (Miller and Taube 1993:62). 

In the same building, they found another four monumental pieces, in what seems like a 

ceremonial construction - an eagle beheaded (fig. 6.208), a rectangular pedestal covered 
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with human skulls and Tlaltecuhtli (fig. 6.209), a human figure (fig. 6.210), and a 

mutilated head, possibly Chalchiuhtlicue (fig. 6.211), with the date 12 Reed (Lombardo 

1994:414-417).53 

 In September 1979, one more was found in front of the Templo Mayor within 

colonial remains and is now on display in the Templo Mayor Museum. It has the date 1 

Monkey and it was mutilated (fig. 6.206). There are a couple of pieces that are equivalent 

to the first group the dates on top the head 1 House (fig. 6.201), and 1 Monkey (fig. 

6.203). One is in the Metropolitan Museum of Art in New York and the other is in the 

British Museum.  

 Archeological exploration in the quarters of Tenochtitlan by salvage 

archaeologists at the end of the '60s and the beginning of '70s in the south part of Mexico 

City downtown uncovered another group of four pieces.54 Unfortunately, there are no 

reports about the excavations. The examples are of similar a size (partially carved on the 

lower part), form, and made of pink andesite. They are peculiar due to the absence of 

arms and legs, as if they were made to look such as mortuary bundles. Just as the 

previous pieces, each has a date on the back: 1 Eagle, 1 Monkey, 1 House, and 1 Deer 

(figures 6.212-6.214). To finish this group, there is another sculpture. It is currently in the 

Museo Nacional de Antropología and was placed on the Chapultepec cliffs in the early 

'50s, next to the Motecuhzoma reliefs, with 1 Deer, and the last one has no date (figure 

6.215). 

																																																													
53 This piece may have been directly attached to some wall, or as a structural part.  
54 Bertina Olmedo, personal communication January 2017. 
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The Cihuateteo grouping has another implication as part of the Flower World 

complex and the militaristic Mexica ideology. The Florentine Codex as well as the 

Historia General (Sahagún 1950-1982:II:37; 2000:171) mentions that these beings were 

the women who died in their first childbirth, became goddesses, and dwell in the house of 

the sun, with the warriors slain in battle since the act of giving birth was equated with 

obtaining a captive in war and accompanied the Sun from the zenith to the sunset.  

Transition from Phase VI to VII. This section includes material coming from the 

intermediate years to the end of Ahuitzotl's reign and the beginning of Motecuhzoma 

Xocoyotzin’s reign (hereafter Motecuhzoma II). As was explained above there is not a 

clear division between both phases, at least combining data from the archaeological 

context, historical accounts, and stylistic similarities. What seems to have happened was 

a continuous production, hypothetically made by the same sculptors.  

 As previously stated, in the west part of the Main Precinct there is a lack of 

information about stone monuments. Most of the time, this is due to the absence of 

archaeological reports, drawings, and photographs. In the following pages, I will be 

analyzing the area behind the Cathedral that in pre-Hispanic times occupied the zone 

between the north part of the Ballgame building and the recently discovered Temple of 

Ehecatl, that is known as the Pasaje Catedral.  

 The exploration occurred in the year of 1944 by Hugo Moedano, Rafael Orellana, 

Juan Valenzuela, and Antonieta Espejo in the current number 12 of Guatemala street. 

Since then they have published individual descriptions of only a few pieces (Caso and 

Mateos Higuera 1944; Mateos Higuera 1979; Navarrete Cáceres and Crespo 1971; Solís 
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1971) (figures 6.47, 6.153 and 6.216). Recently, López Austin and López Luján mention 

that in the area they recovered a group of 46 stone sculptures and the set is possibly 

linked to a neo-Toltec building (López Austin and López Luján 2007:57-58).  

The Toltec-style human beings grouping. The first group to examine is composed 

of five anthropomorphic figures (figures 6.217-6.221). The reason to place them 

chronologically here in the transition and not in Phase VII is based on the logic that they 

were not destroyed by Spaniards (that is after 1519). Instead, it appears that all the 

examples were desecrated by indigenous hands, because only the noses were 

intentionally broken.55 Since their discovery there has been a debate about if they are 

Mexica or Toltec (de la Fuente 1990; López Austin and López Luján 2007:57-58; Mateos 

Higuera 1979:213-214; Navarrete Cáceres and Crespo 1971; Nicholson 1971a:111, 119; 

Pasztory 1983:178; Solís 1971:87-90; Townsend 1979:17-18; Umberger 1987b:75-76), 

but here they are considered to have been made in Tenochtitlan during the Late Imperial 

Stage, by the same group of people making the other sculptures.56  

In general, the artifacts were carved following an archaic Toltec model, that is a 

rigid standing human over a pedestal, of similar size and stone, but each one is holding 

different offensive weapons (spear throwers, knifes, arrows, and “curved weapons”). 

While in front they all have two butterflies framing the face, one descending and another 

over the chest, on the back was placed a turquoise mirror or tezcacuitlapilli and all the 

individuals have their eyes closed, indicating that they are dead. The shared nose 

																																																													
55 Other examples in this archive of the same treatment are AZSSBMP0230, AZSSBM1000, 
AZSSBM1500, and AZSSBM1527, among many others. 
56 At this moment, it is complicated to ensure that this grouping was made by the same group who created 
the pieces found in the “entortado,” although both were contemporaneous. 
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ornament is a simple nose bar. The set is wearing an identical helmet, but the headdresses 

are distinct, and the collars are the same as the dead warriors from the room over the 

Templo Mayor from Phase IVa (Beyer 1955), the Stone of Motecuhzoma I,57 the Stone of 

Tizoc,58 and the Piedra del Centro Mercantil.59 It seems like if these early reliefs were 

extrapolated to full-round sculptures, then this grouping should be seen as part of a 

continuous cultural practice, intentionally reproduced over several phases. The fact that 

there are five individuals could be a cosmic reference, one for each of the cardinal points 

of the universe plus the center that connects with the three vertical levels of the world, as 

well as the spatial and social organization of Tenochtitlan. And the butterfly pectorals 

indicate that they are in the solar paradise. 

As Navarrete and Crespo noted, the key to understanding them are the differences 

(Navarrete Cáceres and Crespo 1971). In the previous studies, it has been highlighted that 

one of the sculptures represents a warrior woman (fig. 6.220), by the presence of a batten, 

a skirt made of spears, and the facial painting of half red and half black (like Cihuacoatl 

or Chantico in the stones of Tizoc and Motecuhzoma I). On the back is placed an unusual 

cape, which might be a fur. She also has a cuauhpilolli, an eagle feather adornment on the 

head. This archive shows other examples of stone sculptures depicting women warriors 

such as Itzpapalotl (figures 6.93-6.97), Coyolxauhqui (fig. 6.98b), Cihuacoatl or 

Chantico,60 and the cihuateteo grouping. These images should also be compared with the 

																																																													
57 AZSSBMP1500. 
58 AZSSBMP1000. 
59 AZSSBMP1463. 
60 1000.10, 1000.14, 1500.1.2, and 1500.3.2. 



	 209 

human remains from the recently discovered Tzompantli (Matos Moctezuma, et al. 

2017).  

Two of them are practically identical who are wearing deer-hoof ear ornaments, a 

trait of Mixcoatl (figures 6.217 and 6.219), but they are distinct from the rest who wear 

flowers. Another distinct piece is figure 6.221, which may be the center of the 

composition of five sculptures as a quincunx. It is the only one with a beard, which is a 

symbol of authority, and the facial painting of Mixcoatl (Codex Borbonicus 1991:33)  or 

Xiuhtecuhtli (see the Huehueteotl-Xiuhtecuhtli grouping from Phase IVb). Additionally, 

another emblem of political power is the presence of the tenixyo (‘eyes on the edge’) 

border on the triangular apron, which is a reference to the Toltec past. This was one of 

the prestigious motifs of the iconographic power (Olivier and López Luján 2010). 

The group of five sculptures might represent the mimixcoah (“Cloud Serpents”) as 

described in the Leyenda de los Soles (2002:185-193).61 The chronicle explains that 

Iztacchachiuhtlicue gave birth to five mimixcoah, four men and one woman, named 

Quauhtlicohuauh (“Eagle’ Twin), Mixcohuatl (“Cloud Serpent”), Cuitlachcihuatl (“Wolf 

Woman), Tlotepe (“How Mountain”), and Apantecuhtli (“Lord of the River”) to make the 

war against the Centzon Mimixcoa (Gingerich 1998) and sacrifice them. In the murals 

from Malinalco, there is a depiction of these beings (fig. 6.222). 

Pasaje Catedral deities. The second group of artifacts from the Pasaje Catedral is 

more diverse, and its analysis is more difficult because the pieces are spread across four 

different institutions, the Mexica Hall in the National Museum of Anthropology, the 

																																																													
61 Graulich (1997:144-145) also saw the connection between the butterfly pectoral and the mimixcoa. 
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storeroom of this same museum, the Antiguo Palacio del Arzobispado/ Museo de la 

SHCP, and the Museo de Escultura Mexica Dr. Eusebio Dávalos Hurtado, Santa Cecilia 

Acatitlan (figures 6.223-6.235). I have identified them as coming from the same 

archaeological exploration because they all have on the back part the same inventory 

numbers, which is confirmed by several publications about this work (Caso and Mateos 

Higuera 1944; López Austin and López Luján 2007; Mateos Higuera 1979; Navarrete 

Cáceres and Crespo 1971; Solís 1976). 

 Additionally, the set has a similar size, kind of stone, and most of them were 

covered with polychrome (figure 6.230), depicting different beings. By the combination 

of the facial painting it is possible to identify some as the hunting god Mixcoatl (figures 

6.233-6.228, Quetzalcoatl (figures 6.229-6230), possibly the fire god Xiuhtecuhtli 

(figures 6.231-6.32), and Tezcatlipoca (figures 6.233). Presumably, these pieces were 

embedded in the wall, inside niches, as masks. There are two more examples in the 

Nicholson Archive of Mixcoatl, but at this moment it is uncertain if these artifacts were 

found in Huitzilopochco or another place (figures 6.234). In the Mexica colony of 

Malinalco, beyond the Basin of Mexico, another example was reported (Hernández 

Rivero 1997). Furthermore, there is also a monumental fragment of a human being 

wearing a war serpent helmet (Taube 2000a:286) and a double-headed serpent nose 

piece, maquizcoatl, which may not be part of the set, but should be included. Nicholson 

(1961) interpreted it as Xochiquetzal, but is more likely Cihuacoatl (figures 6.235). 

Felipe Roberto Solís, Alfonso Caso and Salvador Mateos vaguely mentioned a 

series of cones with spines, that served to identify 30 cactuses (Caso and Mateos Higuera 
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1944; Solís 1971), previously described in the cactus crenellation grouping (“almena 

biznaga”).62 

They also found four eagles, cuauhtli in Nahuatl (figures 6.236-6.239. The 

distinctive feature of these pieces is a deep relief and the fine detail on the feathers, one 

of the main characteristics of the Late Imperial style. The animals seem to be dancing, 

and have a double speech scroll, in front and the back, indicating that they are singing, 

such as the vertical drum from Malinalco. Although they are fragmented, they appear to 

have the warfare glyph atl-tlachinolli (water and fire). The piece on figure 6.237 displays 

two birds eating a human heart, a trilobe (see Heyden 1983:121-125; López Austin and 

López Luján 2009; Stocker and Spence 1973:279-281) and a beak. The necks present 

various protuberances, indicating that they are probably harpy eagles. In conjunction with 

the bird predators, the excavation found four seated felines, possibly jaguars (figures 

6.240-6.243). These artifacts also have a double speech scroll as though they are singing 

and a series of finely carved whiskers. In Tenochtitlan, both animals were emblems of 

warrior factions, cuauhtli and ocelotl. In the mythological sphere, they were present at the 

creation of the sun and the beginning of the human sacrifice at Teotihuacan. 

As in Pyramid B at Tula (Mastache, et al. 2002:92), in the Pasaje Catedral 

exploration they also found reliefs of big star or Venus (figures 6.244-6.246). As Eduard 

Seler (1988 [1904]) and Taube (2000a) demonstrated (Seler 1988 [1904]; Taube 2000a), 

																																																													
62 The pieces from Pasaje Catedral are AZSSBMP0955, AZSSBMP0956, AZSSBMP0957, 
AZSSBMP0958, AZSSBMP0959, AZSSBMP0960, AZSSBMP0961, AZSSBMP0962, AZSSBMP0963, 
AZSSBMP0964, AZSSBMP0965, AZSSBMP0966, AZSSBMP0967, AZSSBMP0968, AZSSBMP0970, 
AZSSBMP0971, AZSSBMP0972, AZSSBMP0973, AZSSBMP0974, AZSSBMP0975, AZSSBMP0976, 
AZSSBMP0977, AZSSBMP0978, AZSSBMP0979, AZSSBMP0980, AZSSBMP0981, AZSSBMP0982, 
AZSSBMP0983, AZSSBMP0984, and AZSSBMP0998. 
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this symbol also could be an abstract representation of Itzpapalotl (‘Obsidian Butterfly’). 

In the same set, there are more examples of diverse quality, such as speech scrolls (fig. 

6.247), a crude Chacmoool (fig. 6.248), a plumed serpent (fig. 6.249), and a fragmented 

calendric date possibly 12 House (figure 6.250). 

The whole evidence supports the idea of López Austin and López Luján about the 

possible existence of a neo-Toltec building excavated by Moedano and his team (López 

Austin and López Luján 2007). At this moment, it is difficult to determine if all the 

sculptures belong to the same construction or to several. What is clear is that the building 

was placed toward the north part of the ball court and the west section of the Temple of 

Ehecatl (Batres 1902; Gussinyer 1970c; Matos and Barrera 2011; Matos Moctezuma 

2001). Furthermore, the pieces were not looted from the Toltec city, since they are carved 

in the pure Mexica imperial style although they tried to replicate the iconographic and 

symbolic program of the Pyramid B and Tula organization. But there are also significant 

similarities with the Temple of the Warriors at Chichén Itzá. 

The animals from Casa del Marqués del Apartado. This colonial building is set 

towards the west section of the North Plaza, just in front of the House of the Eagles and 

has been the focus of several archaeological explorations with abundant stone material 

(Barrera Rodríguez 2003; Galindo y Villa 1903a; Hernández Pons 1997a; Hernández 

Pons and Navarrete 1997; López Luján, et al. 2014; Mateos Higuera 1979; Seler 1902; 

1992a:186; Serrano Espinosa 1997).63  

																																																													
63 In this work see the section on severed human parts and Xipe Totec headdress, described in Phase V. 
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As previously explained, in 1901 and subsequent works exposed a long structure 

oriented east-west, with a stairway facing south, and in its plaza they found three colossal 

monuments - a fire serpent xiuhcoatl, a jaguar, and an eagle - and the last two having 

cylindrical receptacles (figures 6.251, 6.253, and 6.256). There are some efforts to 

identify this structure with Sahagún’s description of the buildings in the Main Precinct as 

the Cihuacoatl’s temple, the Coateocalli, the Telpochcalli, the Tlacochcalco 

Quauhquiahuac, the Cuacuahtin inchan, or a combination of two of these buildings 

(Alcocer 1935; Batres 1902; Hernández Pons and Navarrete 1997:51-52; Klein 1987:337-

338; Marquina 1960; Nicholson 1988b; Seler 1902).  

The first piece appeared in November 1901, and is the head of a fire serpent or 

Xiuhcoatl that is partially fragmented with the date 4 Reed on the back. It does not have a 

mandible, but instead a series of butterflies. It was found in front of a balustrade at the 

center of a patio or plaza. This piece presents one of the main features of the Imperial 

Style in stone sculpture with convex eyes and a smoothly contoured volumetric surface 

(fig. 6.251). There is another monumental xiuhcoatl found nearby the Cathedral (fig. 

6.252), that seems to belong to the same workshop.64  

The date may not refer to a historic year because it is out of range for this period 

as it corresponds to 1483 in the correlation made by Caso (Caso 1967a). Instead, it may 

represent the name of fire, when the rulers were elected (Sahagún 1950-1982:IV:87), and 

the Mexica performed the fire-drill ceremony (Seler 1902). 

																																																													
64 In the Museo del Templo Mayor there are two fragments, maybe from the same piece, AZSSBMP0143, 
AZSSBMP1906 
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In Nahuatl, coatl means "snake" and xihuitl "year,” "comet,” "turquoise" or 

"grass" (Simeón 2004:115). Xiuhcoatl is thought to mean "the turquoise serpent" or "the 

serpent of fire." It was the weapon of Huitzilopochtli with which he dissipated the Moon 

and the stars in Coatepec. The fantastic conception of this animal is essentially a 

serpentiform, often with limbs and reptile claws, and body of the fire snake where it 

shows trapezoidal sections (Nicholson 1973a:90). One of the main attributes is the 

sharply back-turning snout, such as a crest on the head (Gutiérrez Solana 1987:137-140) 

where it has circles, interpreted as eyes of the night or stars (Beyer 1965e; Caso 

1967a:202). Sometimes it is covered in stylized butterflies, representing fire. The tail is 

particularly distinctive, formed by a series of parallel strips of paper, usually four 

(sometimes called “bow-ties”), with central knots that precede trapezoidal elements and a 

solar ray (see figures on the Sun Stone). The combination of trapezoids and rays is the 

well-known symbol of the year (xihuitl), wearing the first element of the creature's name. 

This idea was reinforced by placing stems of a plant topped with buttons, from the 

Marigold plant or yauhtli (Tagetes lucida). The Teotihuacan War Serpent probably 

constitutes an ancestral form of the xiuhcoatl (Taube 2000a). 

The second animal was found in December 1901 at the foot of a balustrade of the 

same long platform. It is a monumental feline, probably a jaguar, with the remains of red 

and ochre colors on the body. The jaguar is in a crouching position with its enormous 

mouth open (figure 6.253). Set in the feline’s back is a vessel, which inside has delicate 

reliefs (Bernal 1969; Galindo y Villa 1903a; Nicholson and Quiñones Keber 1983; Seler 

1902). The wall of the cylindrical receptacle has a series of eagle feathers emerging from 
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a liquid stream (maybe water or blood), which indicates its function as a cuauhxicalli, a 

vessel for the deposition of human sacrifice (Nicholson and Quiñones Keber 1983:31). At 

the bottom of the vessel there are two figures sitting across from one another, who 

perforate their ears with bones. They are identified as Tezcatlipoca on the right and 

Huitzilopochtli on the left (Seler 1992a:189). This example is one of the few pieces 

depicting the Mexica’s patron god, Huitzilopochtli. In front of them are two maguey 

leaves, each one with four points stuck. The jaguar was another relevant emblem for the 

warriors in Tenochtitlan. In recent years, near this zone they discovered two fragments, 

maybe from the same piece, of another feline with a vessel on the back, that is practically 

identical to this piece, but smaller (figures 6.254 and 6.255) what could indicate the same 

worshop. 

Some years later, in 1985 another ceremonial vessel, cuauhxicalli, appeared in the 

Casa del Marqués del Apartado (figure 6.256). In this case, it is a bird of prey, a golden 

eagle (Aquila chrysaetos), sitting in a crouching position with a cylindrical receptacle on 

the back, but without carvings on the interior (Hernández Pons 1997a). This animal is 

representative of the Mexica imperial style, due to the numerous details on its body, 

including the bottom part. Like the feline, the eagle was the maximum emblem for 

warriors.  

The last three animals, the fire serpent, the jaguar, and the golden eagle were 

bellicose emblems in Tenochtitlan. Prestigious military orders of the Mexica army were 

identified with these powerful beings, and the Nahuatl phrase in cuauhtli in ocelotl 

expressed these concepts. Moreover, as Taube proposed the xiuhcoatl revolves around 
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the symbolism of the solar war cult (Taube 2000a), and was a powerful weapon held by 

gods such as Huitzilopochtli, Tezcatlipoca, and Xiuhtecuhtli. The presence of the 

previous animals and other sculptures found in the area, such as the severed human parts 

and Xipe Totec headdresses,65 give us a better idea about the function and meaning of the 

building found in 1901. Also, it seems to support Seler’s identification of the building as 

the telpochcalli or bachelor house of the military academy, and intimately linked with 

Xipe and warfare (González González 2011:317-393).  

Late Imperial Stage, Phase VII: The sculptures under the reign of Motecuhzoma 

Xocoyotzin (1502-1519). 

 The Phase VII was under the reign of Motecuhzoma II (1502-1519), was the last 

one in Mexica history, and is what the Conquistadores described in their chronicles. The 

representative samples are almost all fragmented (fig. 6.257), but the evidence suggests a 

continuity in the way sculptures were made, with a short transitional period between 

Phase VI and VII, making it difficult to distinguish between them. What is clear in the 

last part of the period is the monumentality of the artifacts, indicating that the so-called 

imperial style was fully mature with naturalistic representations of human beings and 

deities. The surfaces were carved with the finest details of hair, nails, eyes, ears, and 

covered with paint. One of the main features of this time was the depth of the reliefs and 

a clear relationship between Mexica reliefs and the Codex Borbonicus. Similarly, it is 

important to note that outside the island of Tenochtitlan the representation of a wide 

																																																													
65 AZSSBMP0678, AZSSBMP0679, AZSSBMP0680, AZSSBMP0681, AZSSBMP0685, and 
AZSSBMP0686. Compare this set with the other one from the school of Calmecac AZSSBMP1222, 
AZSSBMP1223, AZSSBMP1224, and AZSSBMP1225. 
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range of animals, both natural and fantastic, as well as the production of ritualistic 

elements that replicate perishable materials, vessels, and the presence of pedestals and 

altars (figure 6.258-6.267). Other important elements include commemorating the 

celebration of the New Fire Ceremony in 1507 and the presence of a Motecuhzoma name 

glyph. Finally, the most complex sculpture, the Sun Stone, was created during this period. 

Unfortunately, the evidence from this period also shows evidence of the devastating war 

of conquest since it is the most damaged set in the corpus, and even so they have 

impressed and fascinated entire generations of researchers. This means that the remains 

with archaeological context is limited to Tlaloc jars and Xiuhtecuhtli images coming 

from the Building A and a few others found on the east side of the Templo Mayor (figure 

6.268-6.271).  

The Xiuhcoatl/War Serpent grouping. This group shows the use of the past and 

how it was conceived and incorporated into the perspective of the Mexica from 

Tenochtitlan. The sculptural art from the capital integrated Epiclassic forms into their 

sculptural repertoire as a way of revaluing and reassessing the past.66  Sculptors and 

sponsors from the island used different strategies to display their past, bringing it into 

their present, and materialized on stone. Some of the most common methods were to 

collect antiquities, looting them from abandoned ancient settlements and imitating art 

styles, but also producing contemporaneous forms and meanings (López Luján 1989), 

following the standards of their own epoch.  

																																																													
66 For more detailed definitions about the Epiclassic art, see Turner 2015. 
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This activity of creating and re-creating these objects implies a double interplay of 

what art historians have called revivals and survivals of ancient forms, and it is present in 

the archaeological material record from Tenochtitlan and other contemporary urban 

centers in the Basin. For the Aztec style, Emily Umberger (Umberger 1987b:68-69) notes 

a revival is the result of the direct observation of an original object, and constitutes a 

conscious and purposeful reference to the past; while a survival is the result of a chain of 

replications of a form with or without knowledge of its original source. Revivals, then, 

can also be a continuous process, such as survivals, although a very confusing one. It is 

hard to determine whether Mexica artists were only imitating antique Epiclassic artwork 

or reproducing forms available in the sculptural repertoire. It is equally difficult to say 

whether the artists themselves could even tell the difference. 

The work of reproducing influenced Epiclassic forms on stone during the Late 

Postclassic was not an abrupt disruption in the use of old-style models. Instead, these 

forms were a relatively continuous production in other city-states older than Tenochtitlan 

and focused in the south part of the Basin of Mexico. The presence of such pieces in that 

area is documented in this archive with several entries (figures 6.258-6.267).  

Returning to Tenochtitlan, the Xiuhcoatl/War Serpent grouping is formed by eight 

large tenoned artifacts found in the quarters of the island. Their style does not show the 

typical Mexica tradition, but rather the highly curvilinear fashion depicted in these 

sculptures was inspired by Xochicalcan art. Moreover, it is more varied than the typical 

Mexica fire serpent depictions. Three pieces are from the Cinema Río excavation (figures 

6.272-6.274), in the campan of Cuepopan, one from Calle de la Manchicuepa street 
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(López Luján 2016a; Mateos Higuera 1979; Nicholson 1971a; Umberger 1981) (fig. 

6.275), one found in Correo Mayor and República del Salvador Street, in Zoquipan, one 

from the intersection of Mesones and 5 de Febrero street in Moyotlan (figures 6.276-

6.277); and another from the Templo Mayor Excavations (Matos Moctezuma 1982) (fig. 

6.278). .In the eastern part of the ancient city, near the Legislative Palace another similar 

piece was discovered, and it is now part of the Lunwin collection, in Germany (Clados 

and Teufel 2013:98). In the Museo del Templo Mayor there is another snake head, 

similar to this set, of unknown origin (fig. 6.279). Here, all these artifacts are understood 

as evidence of survival forms in the Basin.  

The main form of the pieces is very geometrical, almost a cube, and on the body 

there are bright colors such as blue, ochre, and red, containing important symbolic 

meaning with fire. The tenon-like projections on the backs of the monuments were not 

intended to be set into mortises in a wall, and instead they are free-standing sculptures, 

such as altars (Turner 2017:59). This version of the Xiuhcoatl is a mixed supernatural 

creature with features of butterflies, a fantastic caterpillars, or jaguars, but it is basically a 

serpent (Taube 2000a). As previously explained, one of the main features is the upturned 

snout that is sometimes covered with long feathers and a forked jaw with smoke scrolls. 

Also, it is common to see S-shaped fangs that are blunt and rounded. On the top the head 

there is usually a flat platform or a basin. 

At the base of two of these artifacts, there are calendar dates that combine two 

different systems (figures 6.272 and 6.276), the Epiclassic of Xochicalco and the Aztec. 

The clearest depiction shows a bar and 3 dots, to represent the number 8, plus, the well 
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known 2 Reed sign, the year for the new Fire Ceremony. Nicholson interpreted it as the 

eighth ceremony of new Fire since the departure from Aztlan  (Nicholson 1971a:112).  

This last calendar date is highly significant because the combination of the two styles 

shows us that while recording in the Epiclassic system was no longer in vogue, the 

sculptors and their sponsors knew exactly how to use it, and did for times of great 

importance, such as the new fire ceremony. This represents a kind of iconographic 

continuity between both systems of recording time.  

These kinds of snakes originated long before the rise of Tenochtitlan and 

Xochicalco. According to Karl Taube, this being comes from Teotihuacan and the Maya 

area and he referred to them as the "War Serpent” - an animal with a solar association, as 

well as with fire, war exercises, weapons, and comets. Among the Zapotec it has been 

linked with beings known as xicani, and yahui in Mixtec. The War Serpent is a 

manifestation of fire and warfare and is an ancestral form of the xiuhcoatl (Taube 1992b, 

2000a, 2012). In a recent work, Turner showed that a lesser known sculptural tradition 

from the western part of the State of México and eastern Michoacán was more active, 

contributing to the development and shaping of Toltec and Mexica conventions of this 

fantastic animal (Turner 2017). 

I argue that Epiclassic art survivals and revivals are complementary forms of the 

same respect that show a desire to reproduce and learn from aspects of ancient societies. 

The artists consciously used only some effigies of an infinite range of possibilities to 

represent the past and create a link between Epiclassic and Mexica sculpture, although 

there is a more active influence from the city-states south of Tenochtitlan. My intention 
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to bring these examples is to show that forms and iconography did not disappear 

completely in all the Basin and there were bastions where people continued reproducing 

it. Later with the Mexica imperialistic movement, they took these styles and incorporated 

them into their own tradition, creating a sense of duty and social responsibility since this 

art served as a reminder of power.  

There is more sculptural evidence of Mexica pieces that are inspired by older 

civilizations. One of these is now curated at Museo del Templo Mayor. The piece seems 

to show a temple stairway, with a balustrade and a mat (an apetlac), from which a 

cartouche emerges with the date 5 Eagle (Contreras and Luna 1982:101) (fig. 6.280).67 

Finally, there is another clear revival, an altar with the form of a jaguar that is inspired by 

the Formative period Izapa style (fig. 6.281). 

Mausoleo de los siglos, platforms with human skulls and crossbones. In the 

archaeological record there is a series of low quadrangular platforms formed by several 

slabs as a puzzle that represents an innovative technique in sculptural art from 

Tenochtitlan. Altars covered with these stone slabs were common in Central Mexico 

from the Early Postclassic, as in el Corral at Tula, Tenayuca, and continuing in the Late 

Posclassic with many examples present in Tenochtitlan and Tlatelolco (Batres 1902; 

Caso 1967c; Contreras and Luna 1982; Jiménez García 1998; Nicholson 1967), as well as 

in ceramic and mural painting (López Luján 2006; Solis Olguín and Morales 1991). They 

are also present in the Maya area such as in Chichen Itzá or Uxmal.68  

																																																													
67 This piece was found in the Patio de los Altares, in colonial debris. 
68 Andrew Turner, personal communication, May 2015. 
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Each one of these rectangular pieces is formed by panels that surround the 

structure portraying the same scene, a plain border at the top and the bottom is fringed by 

sculpted rope designs. The panel between is filled with several rows of human skulls 

(some have a mirror on the back, and a tzompantli mark) alternating with crossed bones. 

The double motif represents textiles such as the skirt of the earth goddess, Tlaltecuhtli, 

and the tzitzimime, the star demons of darkness (Klein 2000; Miller and Taube 1993:176).  

In the Main Precinct they seem to appear as a survival, and there are several 

examples from the House of the Eagles, the Altar 5 from Patio de los Altares, or the 

Building J. Maybe the best source is a couple of low platforms excavated by Leopoldo 

Batres at the end of 1900 on Escalerillas Street (Batres 1902). Focusing only on its 

presence on stone, the PTM among its first field season exhumed 24 examples, most of 

them from colonial debris (figures 6.282-6.305).69  

These structures are known in Mexico as “Mausoleo de los siglos” (Batres 1902; 

Caso 1967c; Seler 1992a), as a place of death or a tomb for the native cycle of 52 years. 

Each one of the platforms excavated by Batres contained two reed bundles, xiuhmolpilli, 

presumably a product of the New Fire ceremony (Seler 1992a:171).70 Alfonso Caso 

proposed that these buildings were ritual “tombs,” and the fifty-two year stone bundles 

placed inside, xiuhmolpilli, were buried at the termination of the indigenous cycle of 52 

years (Caso 1967c). About the skull and crossbones combination, Taube and Klein have 

argued separately that the pair of symbols refers to a pathway to other realms as a tomb 

																																																													
69 There are more pieces collected by the AZSSBMP under the entrances AZSSBMP1934, 
AZSSBMP1936, AZSSBMP1937, AZSSBMP1939, AZSSBMP1940, AZSSBMP1941, AZSSBMP1942, 
and AZSSBMP1946. 
70 AZSSBMP0007 and AZSSBMP0008, AZSSBMP1949 (?).  
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or womb, but also as a vessel to a formative time, or that it is the primordial waters 

among the origin of the world (Klein 2000; Taube 2009). I should add that the blue and 

black color present of most pieces may confirm these ideas as an aquatic environment, as 

the place of the dead.  

The first structure found by Batres is located close to the Huey Tzompantli 

(Matos Moctezuma, et al. 2017), and the iconographic information presents severed 

human heads and it seems that both Mausoleo de los siglos were placed around the 

extreme east and west of the ballgame court (Alcocer 1935:33; Barrera Rivera and Islas 

Domínguez 2013; Batres 1902; Matos Moctezuma 2001; Matos Moctezuma, et al. 

2017:54). 

To understand the clear nexus with death imagery and the Main Precinct, it is 

necessary to analyze the murals in the House of the Eagles and Building N, the human 

skull (“Clavo cráneo”) and Tlaltecuhtli constellations, the Huey Tzompantli, and the 

humans sacrificed and deposited in the Templo Mayor offerings (Barrera Rodríguez 

2017; Chávez Balderas 2017; López Luján 2006), as a part of the imperial discourse 

which includes the fascination for human heads, at least in stone.71 Besides religious 

claims,72 these events are also a clear political statement, targeting the allies and enemies 

of Tenochtitlan.  

The Motecuhzoma II monuments grouping. After the death of Ahuitzotl, 

Motecuhzoma II became the tlatoani and to celebrate it, the emperor commissioned new 

																																																													
71 See for example Tlaltecuhtli grouping. 
72 For example, see López Austin (2004) for a detailed study about the human head and the indigenous 
conception about the tonalli. 
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monuments, marking the beginning of his reign. The iconography of the set is quite 

distinctive from the rest of the archive, and they are carved on dense blocks of andesite, 

and basalts that allows sculptors to create more significant and dynamic scenes, as well as 

to include more actors. The sculptures under this grouping show the intricate overlapping 

of historical and mythical meanings, by presenting dates of imperial events, under the 

reign of Motecuhzoma II, with a cosmogonical frame of reference, which makes it almost 

impossible to clearly distinguish between them. They are grouped here because the dates 

refer to significant historical events and because of the presence of the name glyph of the 

king (Umberger 1981:236-241). 

This grouping includes the so-called “Bloque del Metro,” or Metro Block a 

quadrangular altar damaged on three of the sides are mutilated, although the front is the 

best preserved (figure 6.306). It has five calendric dates, 10 Rabbit (1502), the year of the 

enthronement, 2 Reed (1507) the year of the new Fire Ceremony, 2 Deer, the second day 

of the trecena that begins with 1 Death, and the rest are hard to determine (Anonymous 

1970; Caso 1967a; Olivier and López Luján 2010; Umberger 1981). Previous 

publications about this monument only displays two worked sides, but it has three. The 

largest panel presents a seated personage holding a bone point for blood-letting, it has 

wounds on both arms and legs, and at the center is a directional reference. Motecuhzoma 

II is painted and attired with the garments of Huitzilopochtli and Tezcatlipoca (Codex 

Borbonicus 1991:34; Codex Magliabechiano 1996:33r). The emperor is singing or 

talking, and the speech-scroll is covered with downs, something unique in the corpus. 

The image is holding a human skull as a pouch and it has another on the back, this 
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element is known as citlalicue, and is constantly present on Tlaltecuhtli,73 Coatlicue, 

Cihuacoatl, and Mictlantecuhtli images. The background of the scene is cover with 

human hearts, emanating liquid.  

The left view is broken, but shows two human beings, with similar regalia, and a 

conch-shell helmet (Strombus gigas?). The chests are completely opened, exposing the 

liver, while two rattlesnakes are around their hip, conducting them to the Underworld 

represented as a series of Cipactli spines. 

The third side was intentionally erased, but some elements are still visible and 

share composition with the previous one - two human beings descending to the lower 

realm. Apparently, the destiny for the ritual, the liquid, and the liver is Tlaltecuhtli and 

Itzpapalotl (Ojeda Díaz 1986).74 

The Stone of the Five Suns. Of unknown origin, this piece is attributed to 

Tenochtitlan by its stylistic similarities (figure 6.307). Like the previous artifact, it is also 

an altar of low height, but with reliefs on the six faces, and eight calendric dates, seven on 

the top and one at the bottom. Four of them as a unit represent days, 4 Jaguar, 4 Wind, 4 

Rain, and 4 Water, and the 4 Movement refers to the termination dates of the mythical 

cosmic eras, or "suns.” On this panel, the four past eras are depicted as well as the current 

era in which the Mexica live. Because the part of the monument contains a closed frame, 

it might be used to contain liquids. 

																																																													
73 See Tlaltecuhtli and Coatlicue/Yollotlicue constellations. 
74 See AZSSBMP1404 and the Itzpapalotl altar/vessels grouping. 
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The Mexica believed that four cosmic ages, each named by its destruction date, 

had preceded the present age, annihilated by different catastrophic events, such as 

swarms of ferocious jaguars, hurricanes, rain of fire, and a flood. The fifth refers to the 

days of the destruction of the present era (Beyer 1965a; Nicholson and Quiñones Keber 

1983:41-42). Placed at the corner of the cluster, it can be read counterclockwise, 

beginning on the lower right. The arrangement of five is linked to social and sacred 

space, with Tenochtitlan at the center. The other two dates 11 Reed and 1 Alligator were 

the historical year and day of the coronation of Motecuhzoma II on July 15, 1503. As 

Nicholson and Quiñones pointed out, the alligator symbol depicted with the entire body is 

unique in the Mexica art (Nicholson 1987:42), although there are other pieces from 

Tenochtitlan, and possibly from Coyoacan.75 On the bottom face is the last date 1 Rabbit, 

the calendric name of the earth. 

This piece is intended to represent Tenochtitlan as the whole earth. On each 

lateral side is Tlaltecuhtli in her zoomorphic version,76 but more elongated and with an 

atl-tlachinolli symbol, to reinforce the idea of warfare as one of the duties for the new 

king. 

Yale Peabody Stone of the Five Suns.77 This example attributed to Tenochtitlan 

shares functional and stylistic similarities with the previous one, as a quadrangular altar 

of low height that is carved on five sides (MacCurdy 1910). The top face is mutilated, but 

the hole at the center is consistent with other solar monuments from the capital. Such as 

																																																													
75 AZSSBMP1448 and in the Museo de la Primera Imprenta en América, exhibited another one, currently it 
is lost, Rodolfo Neftalí Galván Mercado, personal communication, November 2013. 
76 See figure 6.138 to compare the zoomorphic face with one piece from archaeological context. 
77 I want to thank Andrew Turner for the pictures and the feedback on this piece. 
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the previous sculpture, it has the five dates of the cosmic eras, from 4 Jaguar to 4 Water, 

and at the center there is an ollin without numerals, in this case, the reference was not 

necessary by the context. On the rest four sides, there are motifs of a nocturnal sky, a 

band of circular spots, and the large star, Venus with butterflies flanked by flint knives. 

All the scenes are surrounded by a square, a distinctive Mexica feature (figure 6.308).  

Altar of the Four Suns. This vessel was found in the campan of Moyotlan (16 de 

Septiembre and Plaza de la Constitución streets) and has reliefs on its four lateral faces 

(Beyer 1965a; Mateos Higuera 1979). It has a similar composition with the previous 

examples, the dates of the cosmic eras, 4 Jaguar, 4 Wind, 4 Rain, and 4 Water, but it does 

not have the 4 Movement date. Surrounding each panel is a sky band, with ilhuitl 

symbols and feathers (figure 6.309). The broken basin on top is smooth. The piece is one 

of the most detailed examples of quadrangular alters, with each being carved on the sides 

having a unique set of attires and motifs, that at one point mark the stylistic resemblance 

with Codex Borbonicus.  

Two stone boxes with Motecuhzoma’s name. Another form that appears in this 

grouping is the stone box, or tepetlacalli (figures 6.310 and 6.311). One is in the National 

Museum of Anthropology in Mexico and the Ethnologisches Museum, Berlin (Gaida 

2011; Gutiérrez Solana 1983:54-55; Seler 1992b; Umberger 1981).78 The first box is 

attributed to Tetzcoco (Seler 1992b), even though Seler did not present reliable evidence 

to prove it (figure 6.310). This piece is covered on all of its sides, except the bottom one, 

																																																													
78 I would like to expresses my gratitude to Maria Gaida, Maia Garay, and Bertina Olmedo to allow me to 
analyze in person the pieces and facilitate valuable information and pictures of the artifacts. 
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and the lid is also carved. The top part displays the date 11 Flint (1516), while the 

underside of the cover shows the name glyph of Motecuhzoma, but with the addition of a 

nose piece made of turquoise (xiuhnacochtli) and a speech scroll ("he who speaks"). The 

interior of the box has the combination 5 Snake (figure 6.311), the calendric name of one 

of the Macuiltonaleque. The four lateral sides of the piece present a band of feathers 

flanking a series of quincunxes. The second box has the date 6 Reed (1511) and the king's 

glyph, as well as the royal diadem (xiuhuitzolli) and ear-spools made of turquoise 

(xiuhnacochtli). The tepetlacalli is covered with blue paint, and the interior has the 

double black line that is present on depictions of Tlaloc.  

Other pieces. Another important monument included in this grouping is the 

Chapultepec cliffs (Nicholson 1961a; figure 6.312e). Finally, there are more pieces that 

are made of greenstone, such as the one in the National Museum of Anthropology 

Mexico City (Hajovsky 2015),79 or the Box of Hackmack, currently in the Ethnologisches 

Museum, Berlin, and the third one is a fire serpent (xiuhcoatl) in the Dumbarton Oaks 

Museum (figures 6.312a-6.312d).80 Finally the Teocalli of the Sacred War also contains 

another example of this kind. 

The plumed serpent grouping.81 This form is continuously present in the remains 

of Tenochtitlan from at least Phase IV until VII, at the Templo Mayor, the House of the 

																																																													
79 The date in front of the piece could also be read as 13 Rain, because the water stream ending does not 
have a conch-shell, like the regular Mexica version has. Because the quality, form of the numerals, and the 
reed, this piece has few similarities (with the grouping formed in Motecuhzoma I reign, phases IV-IVa. 
80 I would to thank Bernd Schmelz, and especially Monica Pacheco to allow me analyze the collection in 
Hamburg. Also, to Juan Antonio Murro, from Dumbarton Oaks Museum for the pictures and information 
about the snake. 
81 The plumed serpent grouping if formed by AZSSBMP0176 (from Calixtlahuaca), AZSSBMP0241, 
AZSSBMP0242, AZSSBMP0252, AZSSBMP0254, AZSSBMP0264, AZSSBMP0265, AZSSBMP0266, 
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Eagles, the rest of the quarters in the city, and beyond the basin (figures 5.72-5.134, 

6.312-6.330). The number of monumental pieces increased, as well as the quality of the 

examples, such as the rest of the corpus of this period, but the function had a shift to 

vessels (6.313, 6.314, and 6.336) altars or sacrificial stones (figure 6.315), calendric dates 

(fig. 6316), pedestals, or lintels (fig. 6.318). These sculptures were also the product of 

cultural heritage from the Toltec period and from contemporary city-states in the basin, 

that were strongly linked to royalty (Beyer 1955; López Austin 1973; López Austin and 

López Luján 2009; López Luján 2006, 2015; Mateos Higuera 1979; Nicholson 2000a, 

2001; Umberger 1981; Wicke 1984). As explained in Phase VI for the Tlaltecuhtli 

grouping, this figure and the plumed serpent appear together, and the goddess of the earth 

is underneath, but this behavior continued through Phase VII, and shared a high 

																																																													
AZSSBMP0267, AZSSBMP0396, AZSSBMP0482, AZSSBMP0746, AZSSBMP1078, AZSSBMP1135, 
AZSSBMP1149 (from Coyoacan), AZSSBMP1157, AZSSBMP1217, AZSSBMP1441, AZSSBMP1442 
(?), AZSSBMP1468, AZSSBMP1515, AZSSBMP1578, AZSSBMP1582, AZSSBMP1595, 
AZSSBMP1628, AZSSBMP1626, AZSSBMP1627, AZSSBMP1680, AZSSBMP1958 (from Coyoacan), 
AZSSBMP1960, AZSSBMP1961, AZSSBMP1962, AZSSBMP1963, and AZSSBMP1964. Thanks to 
Bertrand Lobjois, I know that in the Museo de Historia Mexicana de Monterrey Nuevo Leon, there is 
another one carved in late imperial style; and finally, one piece is in the Museo Nacional del Virreinato, 
now a baptismal font, Inv. 10-544995. To complete the grouping are more ophidians from phases IV-IVb, 
AZSSBMP0026, AZSSBMP0095, AZSSBMP0158, AZSSBMP0176, AZSSBMP0241, AZSSBMP0242, 
AZSSBMP0252, AZSSBMP0254, AZSSBMP0264, AZSSBMP0265, AZSSBMP0396, AZSSBMP0566, 
AZSSBMP0570, AZSSBMP0603, AZSSBMP0622, AZSSBMP0746, AZSSBMP0844, AZSSBMP0917, 
AZSSBMP1415, AZSSBMP1416, AZSSBMP1417, AZSSBMP1418, AZSSBMP1419, AZSSBMP1420, 
AZSSBMP1421, AZSSBMP1422, AZSSBMP1423, AZSSBMP1424, AZSSBMP1425, AZSSBMP1426, 
AZSSBMP1427, AZSSBMP1428, AZSSBMP1429, AZSSBMP1430, AZSSBMP1431, AZSSBMP1433, 
AZSSBMP1434, AZSSBMP1435, AZSSBMP1436, AZSSBMP1437, AZSSBMP1438, AZSSBMP1440, 
AZSSBMP1462, AZSSBMP1490, AZSSBMP1559, AZSSBMP1560, AZSSBMP1595, AZSSBMP1629, 
AZSSBMP1680, AZSSBMP1793, AZSSBMP1794, AZSSBMP1795, AZSSBMP1796, AZSSBMP1797, 
AZSSBMP1799, AZSSBMP1800, AZSSBMP1801, AZSSBMP1802, AZSSBMP1803, AZSSBMP1804, 
AZSSBMP1805, AZSSBMP1806, AZSSBMP1807, AZSSBMP1808, AZSSBMP1809, AZSSBMP1810, 
AZSSBMP1811, AZSSBMP1812, AZSSBMP1813, AZSSBMP1958, AZSSBMP1963, and 
AZSSBMP1964. Plus, the feathered serpents made of hardstones.  
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standardization, which is what makes me think they came from a common origin or 

workshop (figures 6.320-6.331).  

In addition to its high quality and abundant details, within this grouping, there is a 

group of coiled rattlesnakes, in both portable and monumental formats, that are carved in 

the round. The stylistic similarities, the iconographic elements, and the composition 

suggest that they come from the same workshop, and that they reproduced them only 

changing to a larger size since the raw materials are also comparable. The reptiles have 

wavy quetzal feathers, some with a flint knife as a tongue, some still have a blue color, 

and others the date 1 Reed inside a cartridge, that is another name of Quetzalcoatl. Most 

of them have a woven motif, a mat and long eyes in the quadrangular eyebrow, which is a 

common feature in the set (figures 6.315, 6.320-6.325, 6.331).  

Xiuhtecuhtli’s table (apetlac). Continuing with the description of low rectangular 

platforms that functioned as tables (apetlac) there is an artifact that was found in the 

República de Venezuela number 43 street, in the campan of Atzacoalco (fig. 6.332). The 

relief is significantly deep and full of details on three carved faces, unfortunately, it is 

broken. The central scene is displayed on the top view, while on the sides there are a 

series of human skulls, linked to each another by the hooked nose, that resembles a bat’s 

and is characteristically present in codices (Codex Borgia 1993:49; Codex Fejérváry-

Mayer 1994:41).   

The panel shows four beings, one large deity, and three smaller ones. The fire 

god, Xiuhtecuhtli is in front of the stairways of a temple covered by flames and pine 

boughs. It is odd to find an interaction between actors in the Mexica stone sculptures, but 
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it is a clear example of this in the Late Imperial Stage. The deity is in a genuflection 

posture, half anthropomorphic and half fire serpent or Xiuhcoatl, or maybe it is wearing a 

disguise. Either way, this version is unique, if one compares it with the Xiuhcoatl/War 

Serpent grouping and the piece from Casa del Marqués del Apartado. As I have noted, 

the Mexica fire serpent is mostly ophidian in form, but with a segmented body, but a 

supernatural caterpillar, and two small clawed forelimbs, but in this case, it has four and a 

triangular apron. Additionally, over the eyebrow there are two antennae, and on the limbs 

are ropes and heron feathers, and an aztamecatl. Also, the characteristic long curved 

snout has an emblem of political power, the tenixyo (‘eyes on the edge’), that in this 

context confirms that the royal diadem (xiuhitzolli) is an abstract form of the tail or the 

nose of the fire serpent (Noguez 1975; Olivier and López Luján 2010; Taube 2000a). 

From the maw emerges the face of Xiuhtecuhtli, covered with its facial painting, and 

wearing the xiuhuitzolli, an ear-spool made of turquoise (xiuhnachochtli), a Cotinga 

amabilis bird (xiuhtototl) is descending, and a mirror (tezcacuitlapilli) is on his back. 

Of the three smaller gods, only one is complete. The top one is descending and 

has a rope as a headdress, the same facial painting as Xiuhtecuhtli, a little flint knife is 

perforating the ear, and a sash is crossing the neck, an amaneapanalli. The second being 

is walking, has a Xiuhtecuhtli headdress, a smoking mirror, and a cuauhpilolli, as well as 

a perforated nose and ear and it is holding a bunch of feathers. Only the arm and a copal 

pouch is visible for the third deity. 

This type of artifact was used as a table to place all kinds of gifts for the 

supernatural. Judging by the iconography this example was destined to the fire god and 
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shows parallel passages with the Sahaguntine corpus. For example, the Historia General 

de las Cosas de Nueva España mentions that (2000:226) during the veintena of Xocotl 

Huetzi, dedicated to Xiuhtecuhtli, a priest accompanied captives to the pyramid of this 

god, where there was an apetlac. On the same day, “very early in the morning, before the 

dawn, they began to pierce the ears of the boys and girls, and they applied to their heads a 

wing of parrot feathers, pasted on with ocotzotl, which is pine resin” (Sahagún 1950-

1982:II:33-34). The extensive analysis of Graulich adds that during this festival there was 

a rite called "to rejuvenate," where the young people danced and had purification by fire, 

their ears were perforated and they got drunk; the author points out the central role of the 

children (Graulich 1999:253-264). The Codex Telleriano-Remensis (1995:6v) mentions 

that this festival means vigor or ability and that all the mothers took their children by the 

head, and raising them said many times "Izcalli, Izcalli," as if saying "quicken, quicken." 

In this archive, there are more examples of tables or altars displaying scenes on 

the top or lateral sides, some of them exposed in Phases IVa and V. Moreover, in the 

National Museum of Anthropology, there are other pieces from outside Tenochtitlan. The 

first piece comes from Tlalnepantla (figure 6.333), although the museum label is not clear 

if the sculpture is from the settlement in Estado de México or San Francisco Tlalnepantla, 

Xochimilco. The basalt block has some impurities and vesicles and the quadrangular altar 

is surrounded on its lateral sides by two intertwined snakes with details on the scales. The 

top view shows a more complex scenario with five deities in genuflection, two on the 

superior sector and the other two on the inferior, while on the bottom part there is a 

Tlaltecuhtli. At the center of the composition, there is a plaited grass ball into which two 
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blood-stained maguey (zacatapayolli) spines are burning and surrounding it there are 

some pine boughs (acxoyatl) as part of the sacrificial rite of laying of fir (Abies religiosa) 

branches (Sahagún 1993:74). On the top area, there is a solar ray, that is carved but not in 

the traditional Mexica version.  

This composition also displays the typical spatial organization of the universe, in 

its horizontal and vertical perspective. Where the top part denotes the sky, denoted by the 

ray, the center is the earth, by the zacatapayolli, and the underworld (Mictlan) by the 

presence of Tlaltecuhtli. The four deities refer to the cardinal points and the ball of grass 

was the center. The supernatural beings are in pairs, possibly as paired couples, on the 

upper left is Chicomecoatl, singing and seated on a bed of corn cobs (Codex 

Magliabechiano 1996:35r) , in front of which is Xochipilli, also singing. In the other 

direction is Mictecacihuatl (lower left) and Chantico in her disguise as an eagle (Codex 

Borbonicus 1991:18)  and this couple does not have a speech scroll, and are dead and 

fleshless. 

The last example is part of the Martel collection, attributed to the city-state of 

Tlacopan (Seler 1992a:145). On this table, the decoration of the lateral sides is unique, by 

the presence of 13 burning, jeweled skulls, showing smoke on the body (figure 6.334). 

On the front panel is the date 12 Flint (1504), part of the trecena that begins with 1 Deer 

(the calendric name for one of the cihuateteo). On the top side of this relief, a 

representation of Itzpapalotl has been sculpted. Her position indicates that it is 

descending from the sky. As was explained for the Itzpapalotl altars/vessels, there is a 

close identification of this being with the earth goddess Tlaltecuhtli, here confirmed by 
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the body position. The face is a skull and the headdress is a forked eagle feather pendant 

(cuauhpilolli), with a hole to put inlays as a heart of the piece. She has butterfly wings 

decorated with obsidian flints on the arms and the rear of the neck.  

This artifact is another reminder that the combination of dates (historical and 

mythical) were placed in the cosmological frame of reference and it is evident the two 

different versions of the goddess Itzpapalotl, in the imperial capitals of Tenochtitlan and 

Tlacopan.82  

“X-eyes” grouping, an undescribed and new deity.83 Explicit representations of 

this deity have been primarily recovered from different quarters of Tenochtitlan, carved 

in low-relief and round monumental stone sculptures, generally on massive dense blocks 

of fine grain (Mateos Higuera 1979) (figures 6.335-6.345). Despite its presence on stone, 

there are more examples made of other materials such as ceramic braziers and flint knives 

deposited in the Templo Mayor Offerings (García Cook and Arana 1978; Nicholson and 

Quiñones Keber 1983:40).84 The historical texts do not have too much information about 

this supernatural being, neither do the codices. That is the reason why it is considered a 

new deity in the Mexica pantheon, while others saw it as a priest (González López, et al. 

2018; Klein 1984). 

																																																													
82 See the section of Itzpapalotl altars/vessels. 
83 I am grateful to Dr. Andrew Turner for the feedback and the stimulating discussion on this being; I also 
recognize that in our constant dialogue it was him who brought up the name "X-eyes." 
84 The first time I noted this deity was when I was digitizing the offerings beneath the monolith of 
Tlaltecuhtli. It is present in the underworld and with belligerent iconography. These offerings could expand 
our understanding of this supernatural being. 
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The most important variant of the set shows this being in anthropomorphic form, 

depicted in profile and exposing its chest. The face is covered by Maltese crosses on the 

eyes and sharp long teeth projecting from its mouth. It always holds certain objects, most 

of the time a copal pouch or decorated human skulls adorned with stone knives as a 

headdress. It wears a sleeveless jacket, loincloth, triangular apron, paper bracelets with 

four knots (that resembles torches and vegetal bundles), and meanwhile it has stylized 

“demon faces” on its elbows and knees, a trait that appears on other supernatural beings 

such as the earth monster, Tlaltecuhtli, and other regalia (as in weaving sticks, barrel 

cactus, scepters, among others). The most particular element of its attire is the necklace, 

which may be double and is made of woven leather or mat, knotted, and ending with a 

serpent head and rattle. Regardless of the material, it is adorned with conch shells and 

excised human hearts. Its hair is typically curly, made of grass and spotted with feather 

balls. On its head, it wears a flower and paper rosettes, ixcuatechimalli, bound by a rope. 

Sometimes this supernatural being shows the fire serpent, Xiuhcoatl as part of its array, 

as a nahualli, or co-essence (figures 6.336, 6.337, 6.339, 6.340, 6.341, 6.344, and 6.345). 

The general form of these examples suggests that they were embedded in walls, 

presumably displayed on exteriors and all of them were carved in low relief. Another is 

carved on mortar (figure 6.336), or may be a tepetlacalli, and is shown emerging from a 

serpent’s mouth, twisted around a lanceolated form, maybe a knife covered with skin or 

mat and showing a “demon-face.” There is also a human torso that is unfortunately 

fragmented (figure 6.338). None of these were recovered using archaeological methods, 

yet perhaps the most impressive members of this set are a couple of three-dimensional 
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sculptures that were recently excavated in the school for noble youths or Calmecac 

(Barrera and López 2011), and found underneath a huge zoomorphic vessel or 

cuauhxicalli (figure 6.342). In the same archaeological exploration, a skeletal deity with 

similar features was recovered (figure 6.345).  

The deity’s distinctive squared goggles shaped as Saint Andrew’s Cross appear in 

other contexts. The cross appears prominently on the jambs and lintel of a temple 

containing a burning hearth on page 34 of the Codex Borbonicus. In the scene, which 

portrays the New Fire Ceremony at Tenochtitlan, four figures, who feed bundles of wood 

into the hearth, also wear the same crosses. The figures, however, have black and red 

facial markings such as those of the fire deity Xiuhtecuhtli. Their turquoise xuihuitzolli 

diadems, dog-shaped xolocozcatl pendants, paper rosettes, banners, and crossed sashes 

appear on Mexica representations of mortuary bundles, destined for cremation. As such, 

the quartet of figures likely represent personified mortuary bundles that harken the 

symbolic death of the previous 52-year calendrical cycle and the fiery rebirth of the new 

era. For these reasons, I propose a tentative definition of this deity as a dead fire being. 

A variant of the same cross appears on the figures’ banners as a cruciform 

arrangement of black triangles. The form is directly linked to fire and burning offerings 

elsewhere in Mexica art on cylindrical incense burners (Séjourné 1976:92-93). The 

triangular cut-outs that form the shape would have allowed for the interchange of smoke 

and oxygen through the walls of the incense burners, and would have been illuminated by 

the fire within. Handheld sahumadores also appear with triangular cut-outs that would 

have likewise been illuminated by burning offerings. The Maltese cross is also painted on 
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censers, suggesting that the two forms were used interchangeably. Miniature goggles in 

the form of the Maltese cross recovered from excavations in and around Templo Mayor 

are made of lustrous shell, suggesting that light reflecting off them may have also 

signified fiery brilliance.  

Returning to our example, other characteristics of this being allude to its fiery 

nature. As noted earlier, in one low-relief example, the deity’s headdress takes the form 

of a brazier.85 Flames erupt from the top of the brazier headdress. Another low-relief 

example shows a frontal seated deity, missing the top of its head. It is nonetheless 

identifiable as the deity based on features such as the “demon faces” on the knees, fanged 

mouth, and distinctive woven necklace decorated with conch shells and excised hearts. A 

brazier on its side, complete with Saint Andrew’s Crosses, covers the feet of the deity. 

One way to interpret the image is that the deity’s left leg is emerging out of the brazier.  

One three-dimensional example that was excavated inside the Calmecac (figure 

6.345), it portrays the seated deity (Barrera Rodríguez and López 2008). The face appears 

skeletal, but shell Maltese Cross-shaped goggles were found placed nearby the deity. In 

this instance, the deity’s headdress is also a brazier, marked with crosses. The top of the 

brazier headdress portrays a fire serpent, carved in low relief, easily identifiable by its 

hooked snout. The Xiuhcoatl is a visual manifestation of the fire that emerges from the 

burning object.  

Using the information available we can approach the characteristics of this being. 

Iconographic analysis demonstrates its relationship to fire ceremonies. First, the constant 

																																																													
85 See also the brazier grouping from Phase IVb. 



	 238 

presence of fiery braziers, the Saint Andrew’s Cross, and sometimes the fire serpent or 

Xiuhcoatl. Among the plurality of fire deities present in ethnohistorical sources that 

describe Aztec deities we find several names. Within the best known, are 25 different 

designations, based on historical sources such as Sahagún, Ruiz de Alarcón, Jacinto de la 

Serna, and the scientific literature (Limón Olvera 2001; López Austin 1985; Olivier 

2018; Ponce 1953:372; Sahagún 1950-1982:I:56, 185-186; Serna 1953:65).  

But should we have to identify the beings depicted on stone with only one of 

these names? At this moment, it could be speculative to choose one because the 

iconographic data does not permit such identification, and instead prefer to recognize it, 

in general terms, as a supernatural dead being linked to fire ceremonies. Moreover, as 

López Austin (1985) and other researchers remarked, one of the main features of fire 

deities, among Mexica people, were the transformations, that is the agency of fire to 

change the nature of objects, as food, social status (like warriors) or as the funerary 

ceremonies (Chávez Balderas 2007). 

By not identifying the deity with a single name, it allows a focus on the part of the 

natural cycle with which this being was most closely associated. Mexica deities, such as 

humans, were affected by temporal cycles, such as birth and death. On the set of 

sculptures that display its image, there is additional imagery that relates to death, the 

underworld or Mictlan. The most evident is that the monuments present it as fleshless, 

with Mictlantecuhtli’s facial markings. But it also presents emblems such as the 

“forehead shield” or ixcuatechimalli, a series of sharp fangs or “demon-faces” on elbows 

and knees, which is known in the Mixtec codices as Ñuhu (Pohl 1994:27-28), or holding 
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human skulls with grass hair. It is also noteworthy that one of the examples is carved on 

the underside of a sculpture, perhaps in direct contact with the underworld. In this regard, 

the attire suggests a strong link with the dead and with Mictlan. The crossed sash and 

paper rosettes that this being wears also decorate mortuary bundles, further indicating a 

relationship to fire and death (Caso 1952a). 

Forms associated here, which in Tenochca sculpture may suggest the intention to 

create diverse places for rituals, feature this supernatural being as a main actor and these 

monuments combined iconography to depict temporal and spatial landscapes. The forms 

identified is a monumental sculpted bird with a recipient in its back that portrays a large 

burning grass ball in its interior, along with animals that were intimately related with 

darkness, fire, death, earth and the underworld (figure 6.342d), such as centipedes, 

spiders, serpents, and scorpions. The bird may have served as a messenger or omen to 

transport offerings. In fact, indigenous peoples often considered owls as the 

representative of the night, and of darkness and its powerful forces, as Sahagún 

mentioned. In some images, the owl has a skeletal, deathly head, associating it with the 

powers of the underworld, with Mictlantecuhtli and Micteccacihuatl, for whom it was a 

delivery courier. In the Codex Borgia (1993:71) it accompanies the gods of death and its 

image served, among many other functions, as a container for the offerings . As 

complement to this bird, I must mention that the owl was the messenger and vehicle for 

underworld entities.86 The forms and iconography of these sculptures may suggest their 

																																																													
86 To compare with one similar piece see AZSSBMP1983 in the British Museum (Am1825,1210.3).  
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function as a means to contact or travel to other realms, especially to Mictlan, as we can 

infer when the being is transported by fire and feathered serpents.  

These stone images that clearly demonstrate intimate links to the deities of death, 

earth, and underworld, make it highly likely they were installed and served some ritual 

function in public structures and intimate spaces dedicated to supernatural beings of this 

type. The archaeological evidence also shows strong connections with dark fire, but it is 

presented as dead being. As we demonstrate, one of the main features of fire deities are 

their transformation powers. As López Austin (López Austin 1985) states 

“transformation should be understood as a process by fire, journey to the underworld and 

resurrection with a different nature.” The archetype is clearly presented in La Leyenda de 

los Soles (2002:181184) , where Nanahuatzin leaps into a burning pyre, is transformed, 

and become the new sun.  

Coatlicue/Yollotlicue grouping.87 This set includes one of the most well-known 

examples of stone sculpture not only from Tenochtitlan but from all of Mesoamerica, the 

Coatlicue (figure 6.346-6.352). Since its discovery in 1790, in the southeast corner of the 

Zócalo it has been the focus of constant analysis and is the perfect example (besides the 

Sun Stone) of how the intellectual tradition dealing with Aztec sculptures is interested in 

master pieces, while ignoring the diversity of the corpus. These pieces present one of the 

main features of the Imperial Style on stone sculpture, the convex eyes with a smoothly 

contoured volumetric surface. 

																																																													
87 AZSSBMP0222, AZSSBMP0394, AZSSBMP1446, AZSSBMP1529, AZSSBMP1542, AZSSBMP1956, 
and AZSSBMP1957. 
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In 1940 an almost identical statue, the Yollotlicue (fig. 6.349), was found at the 

northeast corner of the Cathedral, in front of the Templo Mayor. During the first field 

season of the PTM, three other fragments were recovered (figures 6.129, 6.347, 6.348), 

and one more from the Programa de Arqueología Urbana in front of Huitzilopochtli's 

temple (fig. 6.346). Two fragments from different pieces of unknown origin are in the 

garden of the National Museum of Anthropology (Barrera Rodríguez and López 2008; 

Boone Hill 1999; Carrera 1979:130; Chavero 1882b; Fernández 1954; González López 

2015:199-205; Graulich 1991; Gurría Lacroix 1978; Klein 2008; León y Gama 1832; 

López Luján 2009c; Mateos Higuera 1979; Matos Moctezuma 1997a; Pasztory 1983:157-

160; Seler 1992a:123-127; Umberger 1981:74-77) (figures 6.151 and 6.152). Moreover, 

due to the close resemblance of style, material, composition and iconographic program, I 

include in this grouping the Tlaltecuhtli found in the Metro excavations (Arana 1967) 

(figure 6.353). 

As is evident, the set of pieces is not homogeneous, because it includes reliefs and 

free-standing examples, although all are in a monumental format, are full of details, and 

made of andesite, and may indicate a common origin, maybe the same faction of people. 

 As demonstrated by Boone and López Luján, the great Coatlicue was part of a set 

of similar forms, including the Yollotlicue, and together they were placed on top of the 

Templo Mayor, around the shrines (Boone Hill 1999; López Luján 2009c), and they 

identified them as the supernaturals Tzitzimime Ilhuicatzitzquique, or sky bearers. 

 The complete sculpture is a standing female, with a mix of human, reptile, and 

eagle features. She is decapitated, showing her breasts, and her arms are snakes that are 
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raised and ready to attack. From the severed head emerges two snakes (with marks of 

blood) to produce a symmetrical face, dividing the entire face in half. There are two 

serpents beneath the skirt, are descending between the legs and the feet have been 

interpreted as eagle claws. The attire is distinctive, such as the collar of human hands and 

hearts that ends with a skull perforated from the parietals. The skirt was formed by 

intertwined rattlesnakes, for which she is named. The belt is also a snake, while the back 

apron is a double citlalicue, combined with eagle feathers (cuauhpilolli), and an emblem 

of the women warrior as Itzpapalotl. She has cloth bands on the wrist, combined with a 

woven leather stripe from which hangs paper streamers, while the leg bands on the legs 

are eagle feathers and copper bells, that surely created a metallic sound when moving.  

The three examples of this deity are carved underneath the statues with either 

Tlaltecuhtli-Tlaloc (fig. 6.113) or Tlaltecuhtli in the zoomorphic aspect (fig. 6.348). The 

first figure is practically identical to the Tlaltecuhtli grouping from Phase VI, but in this 

period, it appears combined with the date 1 Rabbit, the year in which the earth was 

created (Caso 1967b).88 Finally, on the back of the great Coatlicue and Yollotlicue the 

date 12 Reed (1491) was carved, the year of creation of these sculptures. 

Temple (Teocalli) of Sacred War. The monolithic building is described as the 

most complex Mexica monument that we know of, composed of 16 figures and six dates 

(Pasztory 1983:166). It was discovered in the foundations of the southwest tower of the 

National Palace in 1831, but extracted in 1926 (figure 6.354). It is one of the most 

																																																													
88 See also the similarities with the Motecuhzoma II monuments grouping, the Itzpapalotl altars/vessels, the 
plumed serpent grouping, and the Earth Goddess, Tlaltecuhtli grouping. 
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discussed Mexica stone sculpture (Caso 1927; Graulich 1997; Klein 1984; Palacios 1929; 

Pasztory 1983:165-169; Townsend 1979:49; Umberger 1981:172-192; 1998), and the 

focus of an intense debate to identify the meaning behind its figures that can be either 

historical, political, or mythological, deities or humans of flesh and bone (Caso 1927; 

Klein 1984; León y Gama 1832; Palacios 1929; Ramírez 1970 [1845]; Townsend 1979; 

Umberger 1984). However, the piece is also the perfect example of the Mexica imperial 

style carved on stone, and displayed in public, and is the closest semblance of how the 

pre-Hispanic Tenochca codices looked (specially the Codex Borbonicus). Besides, it is 

proof of the high standardization of the iconographic conventions a few years before the 

Spanish arrival. 

The miniature temple is composed of a single block of stone, with some remains 

of red paint. The composition is formed by a platform, a truncated pyramid with a stair of 

13 steps, flanked by two balustrades, and decorated with a distinctive element (“moño 

doble”) at the balustrades that is present in the Templo Mayor from the Phase VI 

(Quezada Ramírez 2016). Beneath these elements are two consecutive dates, 1 Rabbit 

and 2 Reed, surrounded by frames, indicating a historical period, that is 1506 and 1507, 

but also is the year of the most important ceremony of the Mexica cycle, the new Fire 

Ceremony. These dates were meant to refer simultaneously to both the cycle change 

celebrated in the present and to the mythical precedents in the distant past (Umberger 

1984). On top of the double ribbon are a set of two vessels, cuauhxicalli, one carved with 

jaguar motifs and the other one with eagle feathers, and each one with a reed inside. On 

top of the platform, Tlaltecuhtli is placed, delimited by two groups of shield, spears, and 
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banner (another metaphor for warfare). There is a shrine with three figures, a solar disk 

(with the date 4 Movement), Huitzilopochtli and Motecuhzoma II at the sides, on the roof 

are two fire serpents as paper bundles, a burning zacatapayolli, and the date 2 House, the 

year of the foundation of Tenochtitlan (figure 6.355). 

On the sides of the pyramid are four figures seated cross-legged and facing the 

front, all have the fleshless jaws of death (figure 6.356). They carry a copal pouch and 

maguey leaves with the spines of ritual bloodletting, and wear squash containers on their 

backs (yetecomatl or yeitecomatl), sleeveless jackets (xicolli), triangular apron and a 

loincloth decorated with royal emblems (tenixyo). While the collar, wrist, and leg bands 

have copper bells. 

These figures are commonly seen as the deities Tlaloc and Tlahuizcalpantecuhtli 

on the left side, and Xiuhtecuhtli and Xochipilli on the right. The last being has always 

been under doubt because it does not fit entirely with the traditional depictions of the 

deity (Mateos Higuera 1992:109-127) (figure 6.150 and 6.152). Instead, it could be 

identified as Tezcatlipoca (Wicke 1984:59), because of the presence of the facial painting 

and the calendric name on top of him (Caso 1967b:193) with a smoking mirror. As well 

as the pendant of the headdress, the sandals itzcactli, and the leg band, just such as other 

representations of this powerful supernatural on the Sun Stone (on the date 4 Jaguar) and 

the Tezcatlipoca-Tepeyollotl found in the intersection of Pino Suárez and Mesones streets 

(see also Codex Borbonicus 1991:19) (figure 6.357c). Alfonso Caso uses the Florentine 

Codex to (1927:18-32; Sahagún 1950-82:VII:3-9) suggests that they represent the deities 

who sacrificed themselves at Teotihuacan to create the new sun. However, the figures 
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have also been identified as priests dressed as gods or priests (Townsend 1979:60-62; 

Klein 1984).  

On the platform in front of the temple, directly above Tlaltecuhtli, there is a solar 

disc. Moreover, two standing figures face each other on either side of the sun. The left 

one is Huitzilopochtli, and the other is the ninth king of Tenochtitlan, Motecuhzoma II 

wearing a jaguar costume (figure 6.358).  

On the back of the monolith, there is a scene that is widely reproduced by the 

modern Mexican state (as part of the coat of arms), a golden eagle perched on a prickly 

pear cactus whose fruit are human hearts, all emerging from a stone (figure 6.359). This 

combination forms the name of the imperial city and recalls its foundation. The landscape 

can be identified as the center of the Tetzcoco Lake (Umberger 1984:67), and the place 

with mythical implications as the spot where Copil's (Huitzilopochtli's nephew) heart was 

buried (Durán 1994:Ch. IV:31-33). At the bottom of the composition is the water 

goddess,89 Chalchiuhtlicue, from whose abdomen emerges the plant. This symbol is the 

sacred tree at the center of the universe and another Mexica reference of the past. It can 

be seen throughout different Mesoamerican societies and times, and is present in Tula, 

Tajín, the Codex Borgia, Palenque or Izapa, or San Bartolo, and Guatemala, to only 

mention some examples (Codex Borgia 1993:50; Jiménez García 1998:264; Kampen 

1972:31; Krickeberg 1949:83; Norman 1976:26-27; Taube, et al. 2010).  

																																																													
89 Although the Codex Azcatitlan (1995:12) is Copil instead the water deity. 
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On the top of the teocalli are a group of ritual artifacts, two xiuhcocoa tied as a 

paper bundle and a burning zacatapayolli. Beneath the grass ball is the date 2 House 

(1325), the year of the foundation of Tenochtitlan (figure 6.355b). 

The headdresses composition of the four beings on the sides is a direct heritage of 

the reliefs found in the Templo Mayor from Phase IVa and the Stone of Motecuhzoma I, 

as well as the Piedra del Centro Mercantil, or the Stone of Tizoc from Phase V. They are 

the continuation of a series of forms reproduced over time. 

Nine elements show the glyph atl-tlachinolli of water fire (Huitzilopochtli, 

Motecuhzoma II, Tlahuizcalpantecuhtli, Tlaloc, Xiuhtecuhtli, Tezcatlipoca, 1 Death, 1 

Flint, and the eagle). For that reason, Alfonso Caso interpreted the monument as 

dedicated to sacred warfare (Graulich 1997) and sacrifice to the sun (Caso 1927). In this 

line of thought, the sacrifices involved in the creation of the new sun established an 

archetypal debt, conferring upon humankind the responsibility to continue sacrifice as an 

exchange (Townsend 1979:49). These reliefs can be given political and dynastic 

interpretations. Umberger proposed that it was a model of small pyramids called 

momoztli that were conceived as seats of Tezcatlipoca (Umberger 1984). This idea was 

discussed by Graulich in a provocative article and he responded that the monument 

represents a pyramid dedicated to the sun and the earth, as the Templo Mayor in 

Tenochtitlan (Graulich 1993:162). Some year ago, Townsend (1979:54) suggested that 

because the temples were symbols of community one may surmise that the teocalli was 

an ideogram of the Mexica nation. Due to its quadripartite composition, it is logical to 
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think in terms of the social distribution of the quarters of Tenochtitlan, as well as their 

patron deities, with the Templo Mayor at the center.90  

The Sun Stone. Paraphrasing Villela, Robb and Miller (2010), who does not know 

the Piedra del Sol? Since its discovery in 1790, it is the most discussed sculpture of this 

corpus (Beyer 1965a; Chavero 1877, 1882b; Graulich 1997; Klein 1977; León y Gama 

1832; Matos Moctezuma and Solís Olguín 2004a; Navarrete Cáceres and Heyden 1974; 

Nicholson 1993; Pasztory 1983:169-171; Seler 1992a, 1992c; Solís Olguín 2000; Stuart 

2018; Taube 2000a:321-323; Townsend 1979; Umberger 1988; Villela, et al. 2010; 

Wierciński 2010). Center of the attraction of many scholars pursuing to understand it. 

However, this fascination has obscured the diversity of the stone sculptures. In a certain 

way, it is the reason for the creation of this archive as a response to this approach and 

why it is only discussed at the end of this dissertation. Ultimately, it is evidence of the 

dialectical relationship between imperial political powers, incarnated by Motecuhzoma II, 

and at least one workshop of sculptors that employed its knowledge to create pieces for 

the faction in power in Tenochtitlan, inside and outside the Basin of Mexico (figure 

6.360).91 

Most of the dialogue about this piece is dedicated to recognizing the central face, 

debating its function as a vessel or a sacrificial stone, and the calendric dates. The piece is 

made of olivine basalt, perhaps from the south part of the Basin, and it depicts a disk (of 

11 feet and five inches in diameter) emerging from a planed flange (Villela, et al. 2010). 

																																																													
90 Karl Taube, personal communication November 2015. 
91 See the plumed serpent and Tlaltecuhtli grouping 
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In the description of the Sun Stone, I am following Beyer’s approach of concentric circles 

(Beyer 1965a), although I recognize that there are other possible ways to read it (Graulich 

1997; Wierciński 2010). He believes the central part of the piece is the face of the solar 

god, Tonatiuh, which also concerns the subject of the four suns of previous eras. As was 

stated, the identity of this figure is under constant examination and other interpretations 

have suggested a dead solar deity, Xiuhtecuhtli, Xochipilli, Yohualtecuhtli, Tlaltecuhtli, 

or a mix of them (Beyer 1965a; Graulich 1997; Klein 1977; Matos Moctezuma and Solís 

Olguín 2004a; Navarrete Cáceres and Heyden 1974; Nicholson 1993; Taube 2000a). 

Here, it seems most such as a solar supernatural being that is dead by its skeletal 

appearance related to the beings that inhabitant Mictlan, but it has the straight hair of a 

living person (Nicholson 2000b).  

Since the research of Navarrete, Heyden, and Klein, the being at the center could 

be recognized as possessing multiples layers of identity and not only one (Fradcourt 

1993; Klein 1977; Navarrete and Heyden 1974), especially since the face appears to be 

several things at once. More recently David Stuart (2018) proposed a provocative and 

refreshing hypothesis; the central part is more than just Tonatiuh, it is a deified 

Motecuhzoma II because of the presence of his name glyph in the upper left section.  

Alfredo Chavero and later with Umberger’s work, this symbol is unquestionably 

linked with the emperor Motecuhzoma II (Hajovsky 2015; Peñafiel 1890; Umberger 

1984). I agree with Stuart in the urgent necessity of recognizing several identities on 

Mexica stone monuments, more than historical or mythical. In other words, 

conceptualizing this topic as a multilayered social construction and not a unidimensional 
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one. I am afraid I must disagree with his identification as the king of the island and the 

commander of the empire, because the 1 Flint calendar date, in the upper right, is a 

source of ambiguity in the reading as a possible reference to Huitzilopochtli as well. 

Moreover, the use of the triangular figure on top of the face fits more as a solar ray and 

not as a royal emblem (xiuhuitzolli). Especially if one includes the lower part of the inner 

circle (Stuart 2018: figure 7), that is the ending section of the precious ray (which is an 

abstract dart) and consists of two quincunxes, a series of feathers, and a jade bead. 

Moreover, the presence of 79 examples in this archive does not support the idea, because 

there is not a single example of the possible diadem used such as headdress as on the Sun 

Stone.92 

Flanking the face, that is looking to the Zenith, are two claws that are grasping 

human hearts. The central composition is surrounded by the date 4 Movement, whose 

arms contain the other four coefficients of the previous creations or suns. On the upper 

right section and towards the left one you can see 4 Jaguar, 4 Wind, 4 Rain, and 4 Water 

(Beyer 1965a; León y Gama 1832) as is present in the historical source known as 

																																																													
92 AZSSBMP0010.4.1, AZSSBMP0103, AZSSBMP0116, AZSSBMP0137.1, AZSSBMP0496, 
AZSSBMP0581.1, AZSSBMP0588.1, AZSSBMP0676.1, AZSSBMP0687, AZSSBMP0854, 
AZSSBMP0879.1, AZSSBMP0879.2, AZSSBMP0889, AZSSBMP1068, AZSSBMP1161, 
AZSSBMP1175, AZSSBMP1182, AZSSBMP1183, AZSSBMP1184, AZSSBMP1185.1, AZSSBMP1188, 
AZSSBMP1192, AZSSBMP1195, AZSSBMP1196, AZSSBMP1199, AZSSBMP1231, AZSSBMP1238, 
AZSSBMP1239, AZSSBMP1240, AZSSBMP1243, AZSSBMP1244, AZSSBMP1245, AZSSBMP1252, 
AZSSBMP1255, AZSSBMP1255.1, AZSSBMP1256, AZSSBMP1257, AZSSBMP1258.1, 
AZSSBMP1259, AZSSBMP1260, AZSSBMP1262, AZSSBMP1263, AZSSBMP1263.1, AZSSBMP1264, 
AZSSBMP1265, AZSSBMP1266, AZSSBMP1267, AZSSBMP1268, AZSSBMP1269, AZSSBMP1270, 
AZSSBMP1321, AZSSBMP1325, AZSSBMP1450, AZSSBMP1456, AZSSBMP1450, AZSSBMP1456, 
AZSSBMP1463, AZSSBMP1463.1.3, AZSSBMP1463.2.3, AZSSBMP1463.3.3, AZSSBMP1463.4.1, 
AZSSBMP1465.1.1, AZSSBMP1492, AZSSBMP1493, AZSSBMP1494, AZSSBMP1495, 
AZSSBMP1496, AZSSBMP1497, AZSSBMP1555, AZSSBMP1624, AZSSBMP1723, AZSSBMP1728, 
AZSSBMP1791, AZSSBMP1911, AZSSBMP1925, and AZSSBMP1928,  
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Leyenda de los Soles (2002:175-177; Moreno 1967). Another four glyphs are carved 

within the central circle, beginning on the upper left area towards the left 1 Flint, the 

name glyph of Motecuhzoma II, 1 Rain, and 7 Monkey. For these, Beyer proposed a 

cardinal reference (1965a), and Seler as mythological events (Seler 1992a). Wierciński 

(2010) insists that we should interpret them as calendric names in the frame of 

oppossition and the concepts of light and darkness . While Umberger prefers to see them 

as dates that can be understood in the scope of historical (in crucial moment in Mexica 

history) and dynastic consideration. Moreover in their mythological impact, as an attempt 

to create symmetries between cosmic and historical times (Townsend 1979; Umberger 

1988). 

The next ring is covered by the 20 days of the ritual calendar (tonalpohualli), 

again the count begins on the top part and proceeds counterclockwise, from Alligator to 

Flower. The subsequent circle contains 40 quincunxes, Michel Graulich added 12 more 

covered by eight solar rays, in total 52, which represent years (Graulich 1997:138). The 

following ring is carved with plumes, surrounding a mirror, intercalated with eight 

sunbeams, and four darts (Beyer 1965a). In the peripheral area, there are two fire serpents 

(xiuhcocoa), with tails above and heads below from whose mouths emerge Tonatiuh on 

the left and Xiuhtecuhtli on the right (both have the speech scroll of chant or maybe 

flames). Between the tails of the snakes is the date 13 Reed, that refers to the creation of 

the Fifth Sun and the begin of Mexica domination, an example of the combination of 

mythological and historical dates, which indicate that dynastic historical events were 

placed within cosmological frame of reference (Nicholson and Quiñones Keber 1983:42; 
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Umberger 1988). The rime of the piece is carved with a sky band, presenting Venus or a 

series of butterflies.  

In my opinion, this was a finished piece is finished, and its original position was 

horizontal, serving as a vessel, and not as a gladiatorial sacrifice stone because of the 

absence of the pierce at the center, and that it was carved on Motecuhzoma II’s orders. 

There is no other piece dated to Axayacatl's reign (Phase IVb) that can be compared to 

the Sun Stone. Definitively, I agree with Umberger about a group of eight sculptures 

(including pieces made of greenstone) sponsored by the tlatoani that includes the Sun 

Stone (Umberger 1981:237).93  

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

																																																													
93 As AZSSBMP0010, AZSSBMP1528, AZSSBMP1981, and the Chapultepec Cliffs reliefs.  
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Chapter 7. Conclusions  

This dissertation has aimed to present a wholly different approach to studying the 

sculptures from Tenochtitlan and benefit from the product of more than 228 years of 

research on this subject. Many of these previous studies did not have the stratigraphic 

sequence from the Templo Mayor excavations because it was not yet available to them 

(Matos Moctezuma 1992a; Pasztory 1983; Umberger 1981), so instead they used 

monuments bearing the name of the three last rulers of the city (Tizoc, Ahuitzotl, and 

Motecuhzoma II) or a few dates whose meaning is particularly evident when combined 

with colonial texts. The implication for these claims is that each one of these kings 

commanded that the monuments be carved in a very distinctive style and theme 

(Umberger 1981), which would then allow scholars to distinguish one from another in 

chronological order. 

My study focuses on the chronological sequence of the Templo Mayor, the Main 

Precinct, and the quarters of the city and concentrates on understanding Tenochtitlan’s 

sculptures as a totality, that illustrates a change with political and religious implications. 

This method moves away from previous archaeological and historical research of the 

island that focused on unique, complete pieces of high aesthetic qualities, which resulted 

in inferences about how Tenochtitlan experienced change that have ignored the diversity 

of the corpus and results in only a synchronic perspective. In other words, previous 

research almost exclusively employed material from the Late Imperial Stage of 

Tenochtitlan to define the whole Aztec style that is also present in other areas of the 
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Basin of Mexico and Mesoamerica. By doing so, this previous methodology 

homogenized our knowledge about the archaeological remains.  

 Through my analysis of Aztec stone sculpture as a broader, I was able to identify 

three important changes that occur in a dynamic fashion rather than a single point of 

change as it has previously been described by scholars. First, there is an increase in the 

total number of stone sculptures produced, second, there is an increased focus on 

monumental sculptures, and thirdly, there is an increase in the quality and complexity of 

iconography on stone sculptures. This final change is particularly significant when these 

narratives on stone are interpreted as a form of political propaganda for the Mexica state. 

These political messages focus on the expansion of the empire through the promotion of 

warfare and sacrifice associated with the Flower World complex, symbolically placing 

the capital city of Tenochtitlan as the center of the cosmological universe, and 

emphasizing the control of water and agriculture as the key to socio-political stability and 

success. Each of these conclusions will be elaborated further, drawing on key examples 

from the Master Sequence that was described in detail in Chapter 4.  

Dynamic Change 

The Aztec style may have appeared in the Basin of Mexico, at least in an 

embryonic form (Nicholson 1971:113), during the Pre-Imperial Stage, but it is clear that 

innovations in stone sculpture were not promoted on the island, although it is important 

to note that there are only a few pieces from the Templo Mayor or within the city 

discovered using archaeological methods. When looking at pieces that come from city-

states that formed before but were contemporaneous with Tenochtitlan and Tlatelolco, 
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such as those from Tenayuca, Iztapalapa, Culhuacan, Chalco, or Azcapotzalco, these 

sculptures have common features like pulque deities, which suggests a more dynamic 

interaction without the interference of later Tenochtitlan. These pieces show that there 

was a continuation of the Toltec stylistic tradition, although it had a less diverse set of 

iconographic symbols and forms, and only a few examples of monumental pieces.1 

Azcapotzalco as the leading force inside the area was subsequently replaced by 

Tenochtitlan, Tetzcoco, and Tlacopan (Carrasco 1999:41; Davies 1980, 1987). Thus 

sculptors and conditions of the reproduction for this type of art were transferred to these 

three capitals. Tezozómoc (Alvarado Tezozómoc 2001:145-146) mentions that after their 

defeat, some Tepanec sculptors from Aztcapotzalco and Coyoacan, are taken to the island 

to create new stone monuments. Suggesting that besides Tenochtitlan, there are skilled 

artists carving stone monuments in other urban centers.  

While the Master Sequence marks a shift to the Early Imperial Stage, the earliest 

periods (Phases I - II) do not show a sudden marked difference, moreover it seems to be a 

continuation, with gradual changes in monumentality beginning to appear. The method of 

carving stays the same and follows the International style spread throughout 

Mesoamerica. This is evident in the group of reliefs attached to the façades of the Templo 

Mayor, which display small pieces with shallow reliefs and depict abstract figures 

(spirals, chalchihuitl) that are absent of details. It is also important to note that the pieces 

from Tenochtitlan during this stage present a considerable variation in sculptural quality, 

																																																													
1 For example for this stage Tenayuca presents the major number of monumental pieces. 
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not to mention the differences in the sculptures produced contemporaneously in the 

nearby city of Tlatelolco. This suggests that the Aztec style is not entirely homogenous 

both across time or space (figures 4.3-4.9, 4.19-4.31), and should not use a single 

production center to define it.2 

Furthermore, by examining stone sculpture in terms of the whole corpus, it is 

clear that there is an intentional continuity of certain iconographic features, such as 

snakes, jars and pots with Tlaloc’s face and the fire god Huehueteotl-Xiuhtecuhtli. There 

are however trends towards overall increased production and a focus on larger pieces that 

could mark a permanency in ritual practices at a different scale, making them more 

publically available for a wider range of audiences. The increased visibility of these 

sculptures coincides with more complex iconographic narratives with an overall higher 

aesthetic quality. As I will demonstrate at the end of this chapter, these artifacts served as 

a kind of visual political propaganda to legitimize the emerging Aztec empire.  

Increased Production of Stone Sculptures 

Another significant shift that occurs during the Early Imperial stage is the 

increased production, but more importantly, from this point forward, one should consider 

the island city as the principal production center for the entire Basin of Mexico. As was 

detailed in Table 4.1, during this period (roughly AD 1440-1469) production of stone 

images increased exponentially, approximately 934 % compared to the previous stage. 

Although there was growth some pieces were also re-utilized from one period to another, 

																																																													
2 And this claim includes Tenochtitlan. 
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as exemplified by the two monumental snakes head, and the Coyolxauhqui (figures 

5.288-5.2.91), which previous research has asserted were created in Phase IVa (López 

Austin and López Luján 2009). This implies that the artistic movement extended, 

promoted, and reproduced similar themes throughout two different reigns, those of 

Motecuhzoma I and Axayacatl.  

While in the Late Imperial Stage, under Tizoc’s reign there appeared a peculiar 

interest for pieces made of metamorphic hard stone (Pasztory 1983), that when analyzed 

as a homogeneous unit show many stylistic similarities with igneous basalts and 

andesites. This illustrates that those involved in the production of such pieces were not 

only sculpting volcanic stones. This may help in the future to create another analytical 

tool of more complex groups that includes sculptures made of different materials, such as 

resin (copal), wood, conch, rubber, metal, and other sculptures that share iconographic 

symbols.  

Even though Phase VI of the Templo Mayor was severely damaged by the 

Spanish conquest and systematically dismantled during the colonial period, the 

surrounding area is one of the richest sources for stone sculptures, not only in quantity, 

but also for the diversity of new forms. This variety is visible in the archive by the 

formation of several groupings in both portable and monumental formats, as well as in 

the round and bas-reliefs. One must keep in mind that these artifacts represent only a 

fraction of the total pieces that must have been displayed.  

Some new forms in stone appeared in Offering 78, such as musical instruments 

such as flutes and pots (figure 6.67-6.79). New animal forms include an eagle scepter, a 
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crocodile, and a feline. Additionally, new forms in the “entortado” include cactus 

crenellations, altars of knives (probably vessels), painted knives, and pedestal and cubic 

altars with the earth deity Tlaltecuhtli-Tlaloc.3 At the same time, there are other previous 

forms that continue in the archaeological record during this phase, such as the fire god, 

Huehueteotl-Xiuhtecuhtli, the tenoned human skulls ("clavos cráneo"), the teponaztli 

drums, the tenoned snake heads ("clavos serpiente"), the rattle staff (chicahuaztli), and 

stone boxes or tepetlacalli (figures 5.171-5.177, 5.178-5.190, 5.192-5.194, 5.323-5.377, 

and 5.430-5.480). 

The period of Motecuhzoma II showed a change in the production of sculpture 

within the island, interrupted by the conquest. My archive has 163 entries from this 

period, most of them combining the main features that define the imperial style 

(monumentality, complex iconography, and similar raw materials). It is difficult to make 

a clear distinction between the pieces associated with Ahuitzotl and Motecuhzoma 

Xocoyotzin (1486-1519) because the stratigraphic data is complicated. The last 

construction of the Templo Mayor is heavily damaged and lacks archaeological context 

in most cases. For these reasons, I am proposing that it should be understood as only one 

stage, divided into two reigns. It implies that the same sculptors were present in 

consecutive phases and not only made the pieces displayed in the Main Precinct, but also 

for other areas in the city (as the Cihuateteo and Tlaltecuhtli groupings may suggest), and 

																																																													
3	See	the	Tlaltecutli	grouping.	
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possibly were even commissioned to make sculptures for city-states beyond the island of 

Tenochtitlan.4  

Focus on Monumental Sculpture 

The discussion in this dissertation of monumental pieces revealed a remarkable 

intentionality for their public display through the evolving life of Tenochtitlan. During 

Phases I and II in the Pre-Imperial Stage, there are only two sculptures in a large format, 

and the rest of them are reliefs with calendric dates (figures 4.1, 4.10, 4.11, 4.3-4.9). The 

group of reliefs attached to the façades of the temple are an important testimony of what 

happened before the rise of Tenochtitlan as the head of the Aztec Empire and its 

messages carved on stone. It also shows the preconditions before the explosion of 

creativity and mass production of sculptures that Tenochtitlan experimented with in the 

next stage, beginning a few years before the independence from Azcapotzalco. Of 

particular importance is the fact that there are only two monumental sculptures, placed in 

front of the shrines, the Chacmool and the sacrificial stone or techcatl.  

But besides their public exhibition, there is another component to consider in 

explaining the change of this art. The Early Imperial Stage, under the reign of Itzcoatl 

and Motecuhzoma I, marks the first significant increase in the number of monuments, 

such as the 11 human figures identified as the group of siblings and enemies of 

Huitzilopochtli, the centzonhuitznahuah, as well as the Coyolxauhqui and Motecuhzoma 

I Stone (figures 4.14-4.16, 5.288, 5.274, 5.290, 5.291). These sculptures, also includes the 

crescent nosepieces, yacametztli, which later are integrated permanently into the Templo 

																																																													
4 See the Plumed Serpent grouping. 
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Mayor in the form of basalt plaques on the façades. Furthermore, this behavior may be a 

reference to the political landscape at this particular moment in history in the Basin of 

Mexico, when Tenochtitlan began an expansionist movement just after the independence 

of Azcapotzalco and the formation of the Triple Alliance. Thus, these forms and stylistic 

changes are intimately linked to the changes in iconographic narratives that serve as 

political propaganda for the emerging empire.  

Finally, the new sculptures had multi-purpose uses, as is manifest on the ritual 

tables, or monumental cuauhxicalli which was a vessel as well as a monumental 

sacrificial stone, or temalacatl.5 Additionally, in the Late Imperial Stage new forms 

appear (pedestals and plaques) and stylistic features change. There is an interest in 

creating deeper reliefs and more detailed humans, although there may not have been 

enough time to create more monumental pieces, and so they were re-used by Axayacatl, 

or it is impossible to date them chronologically, which may be the case. In this sense, I 

am proposing to push back the chronology for the Late Imperial Stage, to say that it 

began under Axayacatl and Tizoc and not during the reign of Ahuitzotl as Pasztory 

(1983:143) suggested at least on incipient form. 

There is a transformation of human figures from small sculptures found in the 

offerings to those in larger format (see the Huehueteotl-Xiuhtecuhtli complex from Phase 

IVb and Huehueteotl from the Red Temple North). The extremities of these figures show 

a more naturalistic and organic treatment, with a smooth and rounded surface that has 

been explained as if a “pneumatic” force modeled them, and avoiding sharp edges 

																																																													
5 See AZSSBMP1500. 
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(Umberger 1981). One of the main distinctive features are probably the convex eyes, with 

perfect circles and the pupils inside, also present on animals like snakes. The 

achievement of these features is due to the improvement in intentionally selecting stone 

blocks that lack imperfections, which were covered by stucco layers and paint. The 

carving of all surfaces, including the underside, is another new feature, as well as the 

profusion of ornamentations to avoid leaving empty spaces, what art history calls horror 

vacui.6 Besides it is a clear standardization on the iconography. The evidence of new 

elements are solar disks, jade disks (chalchihuitl), atl-tlachinolli, earth bands, shields and 

arrows, plumed and cloud serpents, the 20 signs of the tonalpohualli, water streams, file 

of warriors, balls of grass (zacatapayolli), among many others. A final common behavior 

was the production of sculptures with much deeper reliefs, like the Sun Stone or the 

Teocalli of Sacred Warfare. 

What is evident in the last part of the period is the high production of monuments, 

indicating that the so-called imperial style was under a new stage of change, although it 

was ultimately interrupted by the conquest. 

Complex Iconographic Narratives 

The composition of these reliefs from the Pre-Imperial stage seem to be more 

closely related to the codices from the Borgia Group or the Mixtec (such as the Codex 

Nuttall), although the form and content used to tell stories changed considerably from this 

tradition until a new clear Aztec style emerged in the Early Imperial stage.  

																																																													
6 See Tlaltecuhtli grouping such as AZSSBMP1527, or AZSSBMP0026, as examples. 
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In the Early Imperial Stage, new forms develop, particularly ritual elements or 

musical instrument models. The artists intentionally used heavier, denser basalts, with 

fewer imperfections (see the Huehueteotl-Xiuhtecuhtli, Tlaloc jar, teponaztli, 

chicahuaztli, and small brazier groups) than the sculptures from previous phases (see 

figures 4.42, 4.43, 4.70, 4.73, and 4.76). The production was more homogenous, with 

similarities in size, stone, and iconography. On the other hand, while many scenes show 

new performers or actors, others still follow an older model, such as in the case of the 

tlaloque placed in the northwest room of the Templo Mayor.  

In the Late Imperial Stage, Mexica sculptors and sponsors were interested in 

creating more detailed pieces. They tend to be deeper, with multiple planes, and detailed 

and rounded carvings (such as Coyolxauhqui). The examples analyzed show additional 

elements, not only painted, but also delicately sculpted, that is particularly explicit on 

some complexes s, such as teponaztli drums, Tlaloc jar and pot, Huehueteotl-

Xiuhtecuhtli, small snakes, and mallets. This desire for fine grained and denser basalts 

expands during the Late Imperial Stage. 

These features were of interest for sculptors and patrons and were translated to 

monuments and the style is transformed towards higher three-dimensionality and more 

fluid forms, which is clear on anthropomorphic figures, and is evident on the Piedra del 

Centro Mercantil (figure 4.99).7 On two-dimensional relief pieces, something new 

appeared, that is present in the literature as the synthesis of previous styles, a more 

																																																													
7 AZSSBMP1463. 
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cosmopolitan art, recalling vanished cultures such as Teotihuacan, Xochicalco, and Tula 

(Gendrop and Díaz Balerdi 1994; Nicholson 1971a; Pasztory 1983; Townsend 1979).  

These reliefs were executed with more dexterity, showing new compositions on 

stone, such as the Stone of Tizoc,8 a substantial increase in the presence of details, with 

perceptible hair,9 nails, clothes,10 face,11 the double outline on the eyes, and other 

anatomical characteristics, and a clear avoidance of straight lines and sharp angles to 

delineate form.12 They did not differentiate left and right feet, but they make distinctions 

between the arms (Boone 1982; figure 4.95). The scenes represented are general ones 

(placed between the earth and sky, or in the underworld, indicated by being located 

underneath Tlaltecuhtli), this was given, in part, by the context of presentation. Human 

figures are depicted in profile, or in mixed frontal and profile view (Boone 1982:15; 

Robertson 1986). I have noted that the set of supernatural beings have minimal 

expressions, except a clear example of aggressiveness on the Stone of Tizoc and Ex-

Arzobispado Stone. 

Another interesting case is the earth goddess, which during this Phase VI was 

presented in an anthropomorphic being, but instead of a human head it had a blend of 

crocodile, sawfish, snake, and toad features (Beyer 1965c), while later on during Phase 

VII, it would be still more varied.13 The Stone of Tizoc indicates that the Mexica style 

																																																													
8 Also, the Dedication Stone, the colossal head of Coyolxauhqui, or the slab of the greenstone Earth 
Monster, Pasztory 1983:151.  
9 AZSSBMP1000.16. 
10 AZSSBMP1000.18. 
11 AZSSBMP1000.28. 
12 AZSSBMP1273. 
13 In Phase IVa in the Chamber III appeared one example of Tlaltecuhtli with human head, made of 
alabaster, Alejandra Aguirre, personal communication, February 2011. 
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was completely mature and developed. Additionally, the increased complexity is 

demonstrated by the presence of glyphic phoneticism on some of the artifacts, although 

there are not as many examples in comparison to colonial documents (Dibble 1971; 

Lacadena 2008; Nicholson 1973b; Prem 1992:62).   

The iconographic set of symbols on volcanic stone were becoming standardized 

and includes water,14 conchs, solar disks, skulls and crossbones (omicallo), knives, a 

variety of toponyms, stars, chalchihuitl, quincunx, among others. The high level of 

stylistic similarities between two groups of slabs (figures 4.105 and 4.108)15 found in 

different buildings, but inside the Main Precinct, may indicate a single workshop working 

to supply sculptures to the people directly in charge of these spaces. Based on my 

previous argument, it is difficult to make a clear distinction between the pieces associated 

with Ahuitzotl and Motecuhzoma Xocoyotzin (1486-1519) due to the fact that the 

stratigraphic data is complicated, the raw material is similar, and there are no clear 

stylistic differences. For these reasons, I am proposing that it should be understood as 

only one stage, the Late Imperial (see the Tlaltecuhtli complex as example).  

The pieces in the Late Imperial Stage have a high uniformity in proportions, are 

made of the same raw material and iconography, as well as form and function. The most 

obvious way to link these stone artifacts with similarities from one period to the next is 

the creation of a local style inside the island. Under this scenario, the king as sponsor 

died, but the people involved in the production of sculptures in the workshops did not. In 

																																																													
14 AZSSBMP1544. 
15 AZSSBMP0679, AZSSBMP0685, AZSSBMP0678, AZSSBMP0680, AZSSBMP0681, AZSSBMP0686, 
AZSSBMP1222, AZSSBMP1223, AZSSBMP1224, and AZSSBMP1225. 
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this sense, several groups involved in sculptural production simply followed the 

normative behavior imposed by the main structure, which resulted in one or more 

factions playing the role of producer under royal sponsorship. It implies that the same 

sculptors were present in consecutive periods and not only made the pieces displayed in 

the Main Precinct, but also for other areas in the city such as the Cihuateteo and 

Tlaltecuhtli complexes and possibly were even commissioned to make artifacts for city-

states beyond the island of Tenochtitlan (figures 4.135 and 4.152).16  

Unfortunately, under this approach is hard to detect or identify the people who 

created this corpus, to detect different factions working to produce sculptures. A way to 

determine a point of origin is by identifying works sharing raw material, iconography, 

form, function, and the same chronology. An example would be the high standardization 

on the artifacts of the Tlaltecutli-Tlaloc set,17 as well the exclusive presence in 

Tenochtitlan of these pieces. They are the product of the same group of people working 

for the royal palace, which is the same political group in charge of the Templo Mayor and 

the surrounding area. Also, the interaction between these two groups could explain the 

regularization in the production of the earth deity image displayed on cubic altars, as well 

as other forms in the imperial style like the Coatlicue-Yolotlicue and plumed serpent 

complexes, and the pieces made of cultural jade, although these are produced during the 

																																																													
16 See the Plumed Serpent grouping. 
17 The Coatlicue with a zoomorphic Tlaltecuhlti at the bottom (AZSSBMP1446) and found in the House of 
the Eagles, could be used as evidence of the presence of this form in two consecutive etapas, even though it 
was found in colonial debris (see figure 6.348).  
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reigns of Tizoc and Motecuhzoma II (figures 4.182 and 4.187). Here, I propose that in the 

last part of this stage virtually all the pieces are from the same workshop.18 

By explaining the origin of these pieces and the possibility fact that all are created 

for the same faction, I explored the historical conditions at the beginning of this stage. 

During Phase VI the Mexica style undergoes in a deep transformation, as is apparent by 

the creation of pieces found in the North Plaza and the series of revivals.19 Some new 

monuments incorporated into the sculptural forms derive from Teotihuacan, such as the 

Huehueteotl and Tlaltecuhtli-Tlaloc. This artistic development is also clear in the 

architecture, for example, the Red Temples covered with mural paintings in Teotihuacan 

style (Olmedo Vera 2002) or the House of the Eagles, which is an imitation of Toltec 

buildings (López Luján 2006). In the previous stages, an eclecticism appeared but in an 

embryonic form, and it is in this period when it becomes consolidated, displaying similar 

proportions for the human figures, with the head roughly one-third or one-quarter of the 

height of the figure (Boone Hill 1982; Robertson 1986). 

One of the significant discoveries my research is the presence of a never before 

identified supernatural being that I am proposing to be a new Mexica deity (figure 4.186). 

Its images demonstrate close links to death, the earth, and the underworld, making it 

highly likely that they were installed and served some ritual function in public structures 

such as a school like the Calmecac. Usually this being holds heads, presumably obtained 

																																																													
18 Future research needs to expand this idea. 
19 See the complex Cihuateteo and the Toltec-style human beings as model of this behavior. 
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by human sacrifice and it is traveling to the Mictlan, carried by nocturnal birds such as 

owls, as well emerging from a brazier.  

These monuments also show how imperial themes evolved through time, from 

rough reliefs to major monumental objects, presumably displayed in public spaces, with 

the main intention to be observed by larger audiences in the Main Precinct. 

Political Propaganda  

During the Pre-Imperial stage, practically all the examples examined in this 

dissertation from the Templo Mayor were covered with one or more stucco layers, 

without traces of color, that has led me to think that at the time of their use they were not 

visible to observers. Even if these examples were not seen by human eyes, it is quite 

possible that they were present in the Tenochca communal memory. These pieces were 

displayed on the Templo Mayor, at the core of the city, which represented the place of 

identity, ancestors, and power negotiations between different factions. In later periods, 

stone sculpture becomes one of the main sources of visual representation to the rest of the 

population that are clearly visible because of their monumentality and their placement in 

public locations with the intention of being seen.  

The pipiltin, a specific social royal class within Mexica society, deliberately chose 

to imitate a historical past by selectively choosing images to assert a particular ethnic 

identity and create the illusion of continuity and a link between the Tenochca and earlier 

Toltec groups. According to Patterson (2004), this kind of archaism is an aspect of class 

and state formation, that may reflect conflict or struggle, both within and between classes, 

but also ethnogenesis and the creation of a culture or a consciousness to establish claims 
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of authority or legitimacy. They adopted old models (de la Fuente 1990; López Luján 

1989, 2006; Taube 1994), particularly militaristic discourses, as illustrated by the benches 

from the Templo Mayor rooms. These sculptures illustrate how they revived archaic 

Toltec symbols,20 imitated their style, and the associated political and religious practices 

(as the lines of warriors suggests), in order to incorporate the past into this new historical 

context and the growth of a new empire.  

An underestimated influence on the political narratives are individuals historically 

identified as agents of change. Two of the Tenochca heads of state, Motecuhzoma I and 

Tlacaelel, who were leaders of the faction in power as the tlatoani and the cihuacoatl, 

requested skilled sculptors from the city-states of Azcapotzalco, Tacuba, Coyoacan, 

Tetzcoco, Chalco, and Xochimilco to re-build the temple of Huitzilopochtli (Alvarado 

Tezozómoc 2001:ch. 32:145-146, ch. 139:175). Once the denser stones arrived at 

Tenochtitlan, on the day 1 Flint as the most auspicious one, they began the work. 

Moreover, the chronicler mentions the urgent necessity to no longer make the sacrificial 

altar of wood and instead change from perishable objects to a more resistant one, this 

being stone.  

There is no direct evidence from the benches from the Templo Mayor that they 

represent historical beings, either by personal glyphs or other iconographic elements.21 

Instead, I propose that there is the means of proving the person’s identity through the 

presence of the headdress made of quetzal feathers. If this is correct, the bunches of 

																																																													
20 The sculptures that served as model are dated to the Tollan Phase (950-1150). 
21 See the reliefs from the southern room of Templo Mayor in Phase IVa. 
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quetzal feathers create a link between the warriors and plumed serpents and the high elite 

faction portrayed in the Codex Mendoza and Matrícula de Tributos (Codex Mendoza 

1992:65r, 67r; Matrícula de Tributos 199:19r, 20r). In these documents, the captains of 

the Mexica Tenochca army who served as generals are painted wearing the same garment 

and identified as Cuauhnochtli, Tlacochcalcatl, Tlacatecatl, Ticocyahuacatl, and 

Tocuiltecatl. These people were part of the most intimate political circle of the king and 

the attires seem to create a symmetry between the glorious past, the ruling faction, and 

Quetzalcoatl. Furthermore, it is important to remember these sculptures were displayed in 

spaces with restricted access and represented a place embedded with political and 

religious power. 

In the Late Imperial stage, they continue to sculpt bench friezes using Toltec 

models, but, now there is a major influence from the Mixtec codices and the International 

Style (or Mixteca-Puebla).22 This precipitates the emergence of a new synthesis and the 

appearance of their own style is noticeable in the creation of new forms23 and colossal 

examples. 

The political faction in charge of creating and articulating these affirmations 

claimed that during the emergence and consolidation of the empire (ca 1430-1520) the 

Mexica ethnic identity was the righteous heirs of previous power structures. The most 

apparent forms are linked to Teotihuacan and Tula, but there are also more distant 

civilizations in space and time (see figures 4.37, 4.47, and the sculptures from Pasaje 

																																																													
22 AZSSBMP01000.28. 
23 AZSSBMP1394. 
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Catedral). I may conjecture that such interest suggests a weak state, due to the pervading 

need over the years to create a justification for its policies of subordination and 

exploitation. Furthermore, these claims incited a sense of mission that would lend to 

military conquest, under the frame of the Flower World. These statements were 

appropriated, adapted, and reformulated by Mexica political interests. 

Flower World Complex 

When the reliefs from the Main Plaza and the Templo Mayor are examined as a 

group they appear to be a part of Flower World (Barrera, et al. 2012; Hill 1992; López 

Luján and González López 2014; Taube 2004a, 2005, 2006, 2013). In recent years, 

several authors have addressed the consistent presence of this complex in art across 

different Mesoamerican areas, from Teotihuacan to Tula, Cotzumalhuapa in Guatemala, 

and even extending to the US Southwest and across periods, possibly beginning in the 

Late Preclassic Maya until the Early Colonial period in Central Mexico (Chinchilla 

Mazariegos 2011; Mathiowetz 2011; Saturno, et al. 2005; Taube 2004a; Turner 2015).  

Another manifestation of this complex are the sculptures of the human skull. This 

form was the most reproduced figure in volcanic stone from Templo Mayor and 

surrounding area, with 493 examples. The set shows a highly standardized treatment, 

which could indicate the same workshop of origin. It is important to emphasize the force 

behind the creation of such a spectacle, and reimagining this scenario is aided by what the 

recent archaeological excavations bring to light. Three years ago, INAH archaeologists 

found the structure known as the tzompantli, inside the precinct. This is a human 

skullrack, displaying 445 real human heads of apparently sacrificed victims, and this 
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number is one part of the total rack that has not yet been excavated. Raúl Barrera and 

Eduardo Matos, have claimed that the tzompantli is from Phase VI, meaning that it would 

be contemporaneous with the set of stone sculpture human heads (Matos Moctezuma, et 

al. 2017). The intention to produce and exhibit human skulls, both real and in sculpture, 

goes beyond its religious aspect and should be thought of as a violent act. 

The term “violence” means different things in different cultures and even to the 

same culture; implying multiple meanings and that it is hard to find convincing evidence 

for it. Here, I am following Straus’ (1999) designation of violence, that defines it as “any 

unjust or cruel state of affairs or maltreatment of another human being” . The sculptures 

in Building B and the skulls in the actual tzompantli are part of the same narrative, the 

consolidation of a new model of order, which necessitated the spread of these ideas 

through the public exhibition of violence with the intention of reaching a larger audience. 

On the south side of the Main Plaza, there are images representing sacrificial victims, 

serpents, the calendric date of the New Fire ceremony, flowers, fiery animals such as 

eagles and jaguars, and fire drills predominate (López Luján and González López 2014). 

In Mexica funerary ceremonies for warriors lost in distant conflicts, images of mortuary 

bundles were fashioned with arrows that represented the deceased. When the Mexica 

army returned from the battlefield to the island, they brought back with them arrows, 

which were attired with solar insignias and burned (Las Casas 1967:II:464).  

In the southern part of the plaza contains many examples of this ideas, the clearest 

is a bundle of burning arrows (Barrera Rodríguez 2017) or simply an arrow bundle 
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(figure 4.47).24 From the same context, there are four pieces showing burning darts that 

have multiples meanings,25 such as warrior impersonators (figure 4.47) (Olivier 2004), 

fire drills, shooting stars (Taube 2000a:296), and less likely, calendric dates as an Acatl 

sign. The plaza was a communal space used for power negotiation (Tsukamoto and 

Inomata 2014), but also where people from all strata of Tenochtitlan met periodically 

face to face (González López, et al. In Press). For this reason, it is not surprising that it 

was also a meeting place for the dead ancestors who returned to interact with the living. 

For the Classic Maya, temple pyramids were flower mountains, acting as loci for 

conjuring gods and ancestors through fire offerings and music (Taube 2004a:92).  

The pavement formed by 76 stone carvings that extends from the foot of the 

pyramid to throughout the western plaza of the Templo Mayor is a visual manifestation 

of the conception of Flower World. Nonetheless, as a unit it displays a clear symbolic 

differentiation of the flowery realm, from the one displayed on the Templo Mayor, such 

as the rain god images, attires of agriculture supernaturals, calendric dates, springs, and a 

maize plant on the northern part of the temple. However, there are trumpets emanating 

music and clouds with rain, are recurrent features of the Mesoamerican floral paradise.26 

In this version of the Flower World, in the south section, some non-humans are 

playing more active roles. The animal section shows fierce eagles dancing victoriously 

while a jaguar is crying, defeated, carrying a flag and walking to the sacrificial stone 

																																																													
24 AZSSBMP0180 and AZSSBMP0820. 
25 AZSSBMP0173, AZSSBMP0181, AZSSBMP0182, and AZSSBMP0183. Archaeologist Lorena 
Vázquez Vallín is currently preparing a detailed study of the set found in south part known as Plaza Gamio. 
26 AZSSBMP00168, AZSSBMP00169, AZSSBMP00177, AZSSBMP00178, AZSSBMP0189, 
AZSSBMP0191, AZSSBMP0813, AZSSBMP0837, AZSSBMP0853, AZSSBMP1667, and 
AZSSBMP1736. 
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placed on top the immediately adjacent Templo Mayor. Eleven serpents and plumed 

serpents emerge from the pyramid to symbolically link it with Coatepec. The humans are 

still the principal agents with two groups of dead warriors, either victorious or defeated. 

The first group of dancers with their atlatl raised, singing and wearing the double eagle 

feather emblem, or cuauhpilolli, and the cuexcochtechimalli.27 This first group might be 

the mimixcoah (figures 4.27.32 and 4.27.33).28 The second are captives, defeated 

warriors, showing marks of structural violence. They are on their knees with the arms tied 

behind their backs, crying, and humiliated. Although, the set of sculptures shows a 

sequence of events that ends with their decapitation, transformation, and ascent to the 

Flower World, as butterflies attired with turquoise garments (figure 4.47).  

Reaffirming the funerary and fire connotation of this space are three reliefs 

displaying mortuary bundles29 concerning cremation funerary ceremonies, as present in 

colonial codices. On one appears the insignia cuexcochtechimalli belonging to the lord of 

the Underworld, and in another context, it appears as an ethnic marker.30 Six other 

artifacts depict captives31 kneeling, tied with their arms behind their back, or walking and 

crying. These images share the same space with warriors (Barrera, et al. 2012),32who 

hold spears throwers, atlatl, and darts. There is a human head with an aztaxelli, a speech 

scroll, which is apparently beheaded.33 These examples are presented differently 

																																																													
27 The circular pleated paper rosette with cone protruding from the center, used on the back. 
28 “Mimixcoa” is the generic name of a group of celestial gods of hunting and the typical victims of 
sacrifice. 
29 AZSSBMP0170, AZSSBMP0171, and AZSSBMP0172. 
30 AZSSBMP1000.14.2, AZSSBMP1000.8.2, AZSSBMP1500.4.2, and AZSSBMP1500.10.2 
31 AZSSBMP0184, AZSSBMP0186, AZSSBMP0816 and AZSSBMP1662. 
32 AZSSBMP0155 and AZSSBMP1662. 
33 AZSSBMP0185. 
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iconographically, particularly when compared to the humans marching, and attired as 

Toltecs and another group as tlaloque from the Templo Mayor rooms. However, the three 

sets were contemporaneous. This serves as evidence of an intentionality to create three 

different groups of reliefs (Toltecs, tlaloque, and the group on the plaza) to transmit 

specific messages within the same context (figure 4.35 and 4.47). While in the Templo 

Mayor the warriors are solar companions, in a lower level at the plaza they are presented 

as victorious Mexica warriors as captives, victims transformed in butterflies in the solar 

paradise. 

As part of the ritual scenery, one can find scrolls that have been interpreted as rain 

clouds, smoke, or speech, but after further review of the Flower World complex, they 

may represent the breath soul. As Taube noted (2004a;	Taube 2000a), an important 

component of this complex is the concept of the breath soul, with their sweet aroma 

commonly symbolizing this life force. This soul relates closely to scent, copal, and 

sound, especially music-ethereal qualities carried by wind or air (figure 4.47).34  

Close in meaning are the slabs with butterflies, jewels, the breath soul, flowers 

and the difrasismo of war or atl-tlachinolli. The first indicates the souls of warriors,35 

tonatiuh ilhuica yauh (Sahagún 1950-1982:III:49; VI:162-163; X:192), besides the fiery 

birds as eagles,36 who accompany the sun to zenith. The southern part of the plaza, in 

front of the pyramid, was adorned with blossoms representing the celestial paradise.37 

																																																													
34 AZSSBMP1667, AZSSBMP0169, and AZSSBMP1739. 
35 AZSSBMP0167, AZSSBMP0196, and AZSSBMP1735. 
36 AZSSBMP0156 and AZSSBMP0174 
37 Flowers AZSSBMP0177, AZSSBMP0178, AZSSBMP0853, AZSSBMP1736, AZSSBMP1737, 
AZSSBMP1787, AZSSBMP1788, and AZSSBMP1789. 
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Flowers serve as a symbol for the conjured dead in the Flower World complex (Taube 

2004a). These images suggest that this paradise is present in this building. For Mexica, 

the souls of warriors slain in battle or by sacrifice became birds and butterflies drinking 

the nectar in the realm of the sun (Sahagún 1950-1982:II:49). Next to these elements 

were placed direct metaphors and emblems of war38 and the turquoise ornaments link this 

space with fire, centrality, and royal elements.39  

The plaza and its reliefs reflect an important component of the Flower World 

complex, the celestial pathway of the sun, deities, and ancestors (see Hill 1992; Taube 

2010a). It was closely related to the Flower Mountain, a place of deities, ancestors, 

warriors who died in battle, and the celestial ascent. Quite clearly, this relates to the 

widespread use of metaphors for human death and rebirth, by exercising warfare. The 

myth of Huitzilopochtli’s birth also alludes to the sequence of the sun’s route along the 

Main Precinct following the east to west direction, along now Guatemala street. A central 

point in the complex is the sequence of death by sacrifice and rebirth (Taube 2000a). 

Recent research on the Templo Mayor symbolism concludes that it is the 

representation of the sacred mountain, and claims a connection between myth and ritual 

scenery expressed in its particular architectural features (López Austin and López Luján 

2009). Their extensive analysis included the sequence of events that Sahagún marks as 

myth. For example, the Franciscan describes the place name tzompantitlan (‘Place of the 

skull-rack),40 after that the coaxalpan (‘Over the snakes sand’), identified as the plaza by 

																																																													
38 AZSSBMP0165, AZSSBMP0210, and AZSSBMP1738. 
39 AZSSBMP0154 and AZSSBMP0928. 
40 Recent archaeological exploration unburied remains if this building, with hundreds of human skulls 
exposed (Matos and Raúl Barrera 2017). 
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the series of reliefs attached to it (López Austin and López Luján 2009:304-309, López 

Luján and González López 2014), the apetlac (‘On the water mat’),41 and finally the 

tlatlacapan or hillside. This marks the final point in the route where Huitzilopochtli was 

born, as an adult to kill Coyolxauhqui and the centzonhuitznahuah. In the cosmological 

sphere, at the end of this route is the sun, just having been born, in the east. Then, one can 

see this route crossing from a space of death, the tzompantitlan, in the West, and ending 

in the East, where Huitzilopochtli is born, therefore interpreting it as the daily path of the 

sun. 

Another component in this complex is a supernatural animal as a path. The 

plumed serpent is identified as a road in Northwest Mesoamerica and the US Southwest 

(Mathiowetz 2011). In the Main Precinct plaza, there are three reliefs depicting snakes,42 

and two monumental examples across the platform,43 one with a simple feather. The 

snakes share this context with blossoms, sacrificed warriors, butterflies, jewels of green 

stone and turquoise, mortuary bundles, and burning darts. The image of the flower road 

with its prototype of the path of the sun across the heavens is one of the most widely 

distributed Flower World metaphors (Hill 1992), and it seems that the Mexica are not the 

exception if one considers all the stone material buried in the Templo Mayor offerings. 

For Tenochtitlan, there is abundant evidence for bellicose aspects of Huehueteotl-

Xiuhtecuhtli, the fire god, which constitute a warfare cult at this site.44 Along with 

																																																													
41 Linked to two monumental sculptures AZSSBMP1462 and AZSSBMP1559. 
42 AZSSBMP0158, AZSSBMP0187, and AZSSBMP0188. 
43 AZSSBMP1561 and AZSSBMP1814. 
44 See the entire offering of the Complex A in López Luján’s (1993) classification. 
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historical accounts and Tenochca late imperial imagery, the deity often holds a xiuhcoatl, 

fire or turquoise serpent, as weapon, which also is its nahualli (animal alter-ego) (Codex 

Borbonicus 1991: 20; Codex Telleriano-Remensis 1995:3v, 24r; AZSSBMP0495, 

AZSSBMP1465, AZSSBP1589, and AZSSBMP2000). The mythical animal refers to the 

fierce, militaristic aspect of this being as a caterpillar and butterfly, as metaphor for death 

and rebirth (Taube 2000a:285), and also served as the fearsome weapon of 

Huitzilopochtli the Mexica god of war. Similarly, Andrés de Olmos mentioned the 

transformation capacity of these insects on skulls a reference to self-sacrifice: 

“As the butterfly becomes the flame, he lovingly metamorphoses into a rib cage, into a 
skull. Before the people, above the people, he awaits, publicity he whipped himself, he 
flogged himself. Then he falls inward there to suffer the stone repeatedly. Heedlessly as 
the moth he ascends, he falls inward” (Maxwell and Hanson 1992:178). 

 
As with on Mexica art, the Mixtec Codex Nuttall (1992:10) has figures with a 

dead butterfly warrior as a night star, portraying a human skull with a flint in the nose. 

Other scenes show the connection between the fire god and warriors in the Codex 

Magliabechiano (1996:60r), an Aztec warrior effigy bundle dressed as Xiuhtecuhtli. The 

figure resembles the four priests in the Codex Borbonicus (1991:34) in the New Fire 

ceremony, a rite that reenacts the birth of the sun at Teotihuacan. Other monumental 

pieces in this archive illustrate the bellicose aspect of the fire god in Tenochtitlan, the 26 

examples of victorious warriors in the Stone of Tizoc and the Ex-Arzobispado Stone. 

The previous monuments are relevant for this analysis, since it helps to explain 

the presence of sacrificed human beings in the Templo Mayor offerings from Phase IVb 

that accompanied Huehueteotl-Xiuhtecuhtli sculptures. At the same time, it may illustrate 

ideas that helped to legitimize political and religious power, such as replicating the myth 
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of the birth of the fifth sun. Eight of these ritual deposits contained sculptures belong to 

Complex A: offerings 1, 6, 11, 13, 17, 20, 23, 60, in addition to four from Complex C: 

15, 62, 98, and CA (López Luján 1993:323, 336; Chávez Balderas 2017:212). The first 

complex totals 57 sacrificial victims, and the second complex contains 21 victims 

(Chávez Balderas 2017:227-324, 398-401).45 The act to take the life of 78 human beings 

should be understood in the frame of a polysemic act of ritual violence that was an 

intentional part of the narratives promoted by an expansionist state. As recent research 

has pointed out, not all these remains showed evidence of being war captives and the 

sample may represent other alternative explanations of choosing sacrificial victims 

(Chávez Balderas 2017:368). The archaeological context indicates a constant relationship 

between human heads and multiple kinds of stone sculptures in addition to the 

Huhueteotl-Xiuhtecuhtli sculptures, such as Tlaloc pots (Figure 4.73),46 and braziers 

(Figure 4.76).47  

For the Mexica, the act of placing human heads around stone sculpture was to 

reenact the origin of the Sun and Moon and warfare by self-sacrifice in Teotihuacan, 

although this may have simply been a continuation of performing old ideas from the 

Classic period. Moreover, for the Tenochca, this myth was the origin of the new era, the 

																																																													
45 Complex A: Offering 1 (6), 6 (5), 11 (9), 13 (8), 17 (8), 20 (13), 23 (2), 60 (6); Complex C: Offering 15 
(3), 62 (2), 98 (8), CA (8). 
46 On offerings of Complex A, offerings 1 (AZSSBMP1557 and AZSSBMP1558), 13 (AZSSBMP471), 17 
(AZSSBMP1478 and AZSSBMP1479), 20 (AZSSBMP1690), and 60 (AZSSBMP0742). On offerings of 
Complex C, offerings 15 (AZSSBMP0689) and CA (AZSSBMP1410). 
47 On offerings 1 (AZSSBMP0751 and AZSSBMP0752), 6 (AZSSBMP1897), 11 (AZSSBMP1487), 12 
(AZSSBMP1486), 17 (AZSSBMP0688), 98 (AZSSBMP1473), and CA (AZSSBMP1409). 
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one in which they lived, and served to establish normative actions, such as the role of 

warriors, for men and women,48 tying the social order to the creation of an identity.  

In many cases, the sacrificial heads were placed in front of these figures, with 

others nearby. Examining this evidence, the Huehueteotl-Xiuhtecuhtli form could be 

understood as the material manifestation of Mexica ideology for the faction which was in 

control of this space and promoted the production of these stone sculptures and skulls, 

and skull masks may be understood as the souls of warriors, men and women, who 

accompanied the sun through its cycle of death and rebirth. This helps to explain Olmos’ 

statement above about the significance of crania.  

Examples of calendric dates could denote periods of days and years, or perhaps 

deity names, and some of them seem to have in common a vague reference to Xipe Totec 

as he was present in the tonalpohualli.49 The feast dedicated to this god, 

Tlacaxipehualiztli, was highly relevant as the ceremony in which the Mexica decapitated 

war prisoners the consecrate them to the Templo Mayor, especially during the 

inauguration of a new building phase (González González 2011; López Luján 1993:270-

288). 

The previous evidence makes clear the relationship with fire ceremonies, death, 

sacrifice, and the afterlife in the Flower World, but this place was not destined for the 

entire population. Instead, it was reserved for those who died in battle, including women 

who died in childbirth, the rulers, or sacrificial victims. In one way or another, it all 

																																																													
48 See the Complex Cihuateteo. 
49 AZSSBMP0003, AZSSBMP1520, AZSSBMP1732, AZSSBMP1758, AZSSBMP1779, AZSSBMP1789; 
see also AZSSBMP0002 from Phase IV. 
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linked to warfare activities or their promotion, as part of a narrative articulated with 

exploitation and extracting tributes of all kind, all under the mask of maintaining the 

cosmic as well as social order. In a larger social context, this narrative began to be 

emphasized while Tenochtitlan was defeating towns inside the basin of Mexico and 

beyond as the head of the Triple Alliance. Interestingly, under Axayacatl’s reign there is 

a visible change in the iconographic program for the Main Plaza, which includes no 

longer placing any reliefs with scenes of the Flower World as pavement, and instead used 

andesite and basalt blocks without any designs. 

Tenochtitlan as the Center of the Universe 

The evidence examined in this dissertation suggests that the production of the 

Xiuhtecuhtli-Huehueteotl complex inside the imperial capital was closely regulated. 

Among the diversity of fire deities in Mesoamerica, sculptures in this particular style 

were exclusive to the island, which denotes the intentionality to create a unique identity 

by sculpting local autochthonous form. This produced a visible differentiation from the 

rest of the political entities in the surrounding territory (even between the Mexica from 

Tlatelolco and Tenochtitlan) and then by extension, it becomes representative of the state. 

One can suggest that the Huehueteotl-Xiuhtecuhtli stone form was at a certain level the 

representative of Tenochtitlan ideas and order. In the offerings, it was placed at the center 

of the rituals (besides Tlaloc pots and braziers), in a seated position but it was not 

impassive (López Luján 1993) since it received gifts of human heads, some with cultural 

modifications to transform them into skull-masks (Chávez Balderas 2017), among other 

exotic materials. The fire god was a subject to which Mexica state officials were paying 
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thoughtful consideration as a part of the discourse created by people of Tenochtitlan to 

symbolize warfare, sacrifice, metamorphosis, and resurrection of the warrior soul (Taube 

2000a). This violence is expressed by the presence of human sacrifice in the Templo 

Mayor and in the same archaeological context with these sculptures.  

There was a logic to the way these figures were used and the role they played in 

the social organization of an expansionist institution. As previous research has 

mentioned, Huehueteotl-Xiuhtecuhtli was conceived in indigenous beliefs as the center of 

the universe (López Luján 1993:188-190; Matos Moctezuma 1988:94) at the tlalxicco 

“earth-navel” (Sahagún 1950-1980:I: 84; VI:88-89). The dwelling place of this deity was 

presented this way inside the offerings recovered by the Proyecto Templo Mayor. The 

Mexica cosmos was structured into three vertical layered realms, the sky, earth, and 

underworld, and the middle one, earth, was composed horizontally by four cardinal 

extremes, east, north, west, and south, upon which all converged at the center, the fifth 

one. The ritual behavior that recreates this form of the universe and expressed its sacred 

character also establishes a fusion of social order and national territory that places 

Tenochtitlan at the center (see Townsend 1979:12). More specifically, the Tenochca 

envisioned the Templo Mayor as its central origin, the point of departure throughout the 

four parcialidades, through out the Basin of Mexico, and the rest of the empire, 

physically illustrating the cosmological center and the intersection of the cosmic axes. 

In a discussion of the turquoise enclosure, Taube (2000a:309-10) notes the 

sacrificial hearth is referred as xiuhtetzalqualco, which is supported by Sahagún (1950-

1982:I:84; VI:889) who describes this turquoise hearth as the pivotal tlalxicco, and the 
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place of the creation of the fifth sun. What the Tenochca did was replicate aspects of the 

origin myth in these offerings and add to it explicit references to aspects of the solar war 

cult, including self-sacrifice, butterflies, fire, death, and rebirth. The idea of Tenochtitlan 

as the center of the universe was clearly carved and explained in the complex of 

Tlaltecuhtli-Tlaloc. 

Another important aspect of the Flower World ideology in Tenochtitlan is 

displayed on the plaza that extended in front of the pyramid that connected the rest Main 

Precinct buildings. The pavement was covered with several carvings, but they are only 

present in Phase IVa. The group of reliefs makes evident the richness (López Austin and 

López Luján 2009; López Luján and González López 2014) and this place with its rich 

iconographic program has been identified as the coaxalpan. This building sums up in its 

architectural unity the fundamental oppositions of the Mexica worldview, determined by 

a binary pattern (López Austin and López Luján 2009: 93-99, 475-484). The north side 

predominates with Tlaloc images, springs, whirlpools, clouds and corn plants, as well as 

Tlaltecuhtli slabs (López Luján and González López 2014). 

The sculptures under the Motecuhzoma II monuments complex show the intricate 

overlapping of historical and mythical meanings by presenting dates of imperial events 

with a cosmogonic frame of reference, making it almost impossible to clearly distinguish 

between them. They are grouped here because the dates refer to significant historical 

events and because of the presence of the personal name glyph of the king (Umberger 

1981:236-241). Numerous studies have shown that this set portrays elements of the 

conceptual world, mythology, metaphysical speculations, and concrete historical events. 
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They present the Mexica official worldview, depicting the division of the world into four 

and five parts. The city of Tenochtitlan was arranged in this manner, as a social entity, as 

a sovereign political agent, and part of the sacred organization of the world (see the 

Tlaltecuhtli and Tlaloc jar complexes). 

New Social Order 

The new focus on monumental artifacts during the Early Imperial Stage clearly 

reflects the social change that the city is experiencing and this innovative movement will 

continue during throughout the Late Imperial Stage. 

It is important to note that the narratives presented on the roofed rooms attached 

to the Templo Mayor in the southwest and northwest were placed in intimate places. 

These spaces were limited by several structures, like the stairways, which restricted 

access to the platform, and beyond that there are only four gates to the Main Precinct. It 

is likely that the messages were intended for high status members of the city, such as 

member of the clergy, or political and military agents and that they had intentional 

pedagogical purposes to transmit messages and ideals of order. For example, the south 

room shows the bellicose link between Toltec ancestors and Mexica leaders, while its 

counterpart in the north is displaying tlaloque in charge to promote agriculture activities. 

This duo was the basic narrative fixed in the most sacred and exclusive building in the 

city. 

For the Early Imperial Stage, sculptures of Tlaloc, maize-water goddesses (as 

Nicholson 1963 noted often impossible to distinguish), and warrior iconography increase 

in number, and serve to create a narrative that places Tenochtitlan in the preeminent 
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center as a model and source of cosmological order (figures 4.95, 4.99, and 4.121).50 

During the three stages of development, the island experienced dramatic and near-

simultaneous changes in religion and ritual, sociopolitical organization, along with 

heightened evidence of warfare symbolism articulated with agricultural practices linked 

to the corn cultivation. The relevance of lake waters and rainfall in the late Postclassic 

Basin of Mexico were omnipresent and this source was a very active agent in different 

human spheres. During this period, many groups are dedicated to building a variety of 

public works, most of them oriented to water management and gaining land around the 

lakes since the island was connected with other human settlements and resources through 

road-dikes (the longest of which is 16 km long and around 15 meters wide), stone levee-

bridges, aqueducts, irrigation ditches, channels, ports, channelized rivers, and dams 

(Armillas 1971; Palerm 1973). 

Both the Tlaloc cult and rain propitiation are the other main key element in 

Mexica discourses displayed on stone monuments, with 44 entries, and these narratives 

are intimately connected with the solar war, agricultural customs, and rain petition (see 

Tlaloc jar complex). The material culture of these events indicates the celebration of 

elaborate ceremonies, such as the sacrifice of 42 human infants deposited below the 11 

Tlaloc stone jars, and the inclusion of many foreign and exotic materials (Román 

Berrelleza 1991). Another relevant factor in this order of ideas is that the rain god is most 

represented in Mexica pantheon with 147 entries. 

																																																													
50 AZSSBMP1463, AZSSBMP1000, and AZSSBMP1544. 
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Agricultural cults were inferred by the presence of effigies of fertility deities, 

especially the maize goddess (Chicomecoatl), earth goddess (Tlaltecultli), water goddess 

(Chalchiuhtlicue), and particularly the rain god (Tlaloc). After their independence from 

Azcapotzalco, in 1430 AD, the Mexica display a clear interest in taking control of several 

communities in the southern part of the basin, where the soils were more productive and 

there were two fresh water lakes. From the north room of Templo Mayor is a portrayal of 

the political landscape, in which Tenochtitlan consolidated its dominion over the 

powerful league of Chalco, an issue that was not resolved until the final years of 

Motecuhzoma's reign. Through this conquest, Tenochtitlan took control of a fertile 

territory adjacent to the fresh water lakes of Chalco-Xochimilco. This provided an 

opportunity to expand their food production, but more importantly there was a natural 

connection with the Morelos and Puebla-Tlaxcala valleys. The leaders took previous 

agricultural experience and combined it with innovative strategies to develop chinampa, 

or elevated agricultural plots, and supported the urbanization and political centralization 

in Tenochtitlan (Parsons 1976). In a short period, 9000 hectares of chinampas were 

created and cultivated (Armillas 1969).  

Aztec Stone Sculpture and Future Research 

Given the inherent problems with historical material elucidated above, I have 

argued that anthropologists should be prudent in their use of colonial sources to 

contextualize their research. Colonial texts should be consulted after a complete analysis 

of archaeological materials and only as a parallel source of information to avoid skewing 

research that is based on unsubstantiated and biased preconceptions, which often 
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privilege gendered perspectives and eurocentric worldview. Likewise, by examining the 

different ways that archaeologists, anthropologists, historians, architects, lawyers, art 

historians, have interpreted stone material, I strive to shed light on the various ways that 

understandings of the past have been influenced by situated knowledge of an intellectual 

tradition formed to understand this kind of artwork. Previous knowledge emanates from 

the perspective and assessment of one intellectual tradition and its most relevant studies 

and instead I focused on constructing empirical evidence directly from the archaeological 

record using stone sculptures. 

For this reason, this project intentionally includes not only fragmented pieces that 

remain unpublished, but also complete pieces from storerooms and the artifacts already in 

the scientific literature. The Mexica stone sculptures from this archive are understood as 

visual metaphors, as subjects, instead of objects. This work argues against the idea of 

subsystems working independently yet functionally integrated into a large whole and 

instead the archaeological record illustrates the result of interactions of people with 

different power distributions across space in a period of history that coincides with the 

emergence and consolidation of the Aztec Empire. In order to understand this history, 

scholars need to abandon considerations of chronological order based exclusively on the 

use of style of a few masterpieces to address a more inclusive model before and after the 

empire.  

During Late Postclassic, Tenochtitlan appears to have the most monumental 

sculptures within the Basin of Mexico, but only recently attention has been given to 

discerning what kind of forms that can be linked to this rapid shift in style. The 
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stratigraphic sequence from the Templo Mayor encapsulates the diversification of forms. 

The ritual elements category is the perfect example to shows this such as types, forms 

like sort of vessels, altars, chicahuaztli, teponaztli and other drums, or weapons, as well 

as flutes. The human form includes a preference for Huehueteotl-Xiuhtecuhtli, Tlaloc, 

Tlaltecuhtli, human skulls, and a legion of non-individualized (probably ancestors) as the 

totochtin, mimixcoa, or tlaloque. The most present natural animal was the snake, that 

could be representative of a social group, but there are also frogs, shells, felines, and 

canines. In addition, the fire, plumed, and cloud serpents are also significant in terms of 

supernatural animals. 

The stone sculptures in the imperial capital highlight the importance of crop 

cultivation (embodied by the maize plant), rain and its associated practices. There was a 

pervasive presence of specific supernatural beings, goddesses like Chalchiuhtlicue, and 

Chicomecoatl, responsible for water and corn, as well as Tlaloc, Xochipilli, and Ehecatl-

Quetzalcoatl, gods of rain, music, and wind respectively. Additionally, in the Sacred 

Precinct alone, there are 188 pieces that represent Tlaloc, the agricultural god and the 

festivals dedicated to Tlaloc took place in 9 out of the 18 months of the indigenous 

calendar (Graulich 1999). 

The other main theme that the archive shows is a convincing tendency towards 

state violence using stone images as relevant media. For the Mexica people, the act to 

place human heads around stone sculptures were premeditated to reenact the origin of the 

Sun and Moon, described as warfare by self-sacrifice in Teotihuacan (see the 

Huehueteotl-Xiuhtecuhtli and Tlaloc jar complexes s, as well as the reliefs from the Main 
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Plaza). Furthermore, this emphasis on ritualized violence cemented the desired social 

order and was tied to the creation of an identity as the leading power in Central Mexico. 

The second series of questions in this research focuses on how the users of the 

Templo Mayor space and surrounding area created and expressed a range of narratives 

that were used to reinforce, promote, and reproduce their social status between them to 

maintain the support of lower classes. The sculptures illustrate that one of the successful 

strategies was the incorporation of old ideas that were imported from other areas and 

periods of Mesoamerica. It is evident in the Phase III by the deliberated selection of 

figures originated in the Huastec region and incorporated in the repertoire of Mexica 

sculpture, under the legion of totochtin or warrior pulque deities. Later in the Phase IVa, 

the Templo Mayor south room was entirely covered with reliefs imitating Toltec warriors 

in the solar paradise. Noteworthy is in posterior phases the incorporation of art from 

Teotihuacan, not only in the sculpture but in architecture, for example in Phase VI was 

erected the Templo Rojo Norte, as well as including sculptural art from that vanished city 

with the fire god, Huehueteotl. More cases are illustrating this behavior and amply treated 

in previous research. But it is also worth to mention that these incorporations were not 

mere imitations, the sculptors always included their version. Seems like while the empire 

was expanding across space through Mesoamerica at the same time was connecting with 

disappeared arts, digging in time to connect with these civilizations. 

In myuture research, I may take the sequence from Tenochtitlan and compare it 

with other local sequences to better understand how the rise of the empire impacted local 

city-states. While it is challenging to trace historical developments in many other city-
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states inside the Basin of Mexico, the chronological sequence from Tenochtitlan could be 

used as a parallel source of information where the archaeological context of sculptures is 

not defined. In doing so, the local sequences should be defined employing the material 

from one or more stages of development proposed here (pre-Imperial, Early Imperial, and 

Late Imperial). Additionally, the AZSSBMP archive clearly shows examples from other 

city-states that have the potential to improve the Tenochtitlan Master Sequence. From a 

chronological perspective, the city-states of Tenayuca, Azcapotzalco, Huexotla, and 

Culhuacan are the candidates to compare material from the pre-Imperial Stage; followed 

by Tlatelolco, Xochimilco, Coyoacan, Xaltocan, and Apaxco for the Early Imperial; and 

finally, Chalco-Tlalmanalco, Tlahuac, and Tetzcoco, for the Late Imperial.  

The Master Sequence presents the Aztec stone sculpture corpus as a totality with 

changes across different stages and periods. It examines the emergence, experimentation, 

and synthesis of a new tradition on Mexica stone sculpture. 
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Appendix A 
 
My sequence of cataloging Aztec sculpture 

1.1. Access number. The Aztec Stone Sculpture from the Basin of Mexico Project has 

assigned to each piece, fragmented or complete, a natural number, unrepeatable, Arabic, 

ascendant, beginning with AZSSBMP0001 and finishing for this dissertation with 

AZSSBMP2000. The project initials accompany this unrepeatable number, and is the key 

word for other data.  

1.1.0. City-state or altepetl. 

Azcapotzalco 
Apaxco 
Basin of Mexico 
Chalco 
Coatlinchan 
Coyoacan 
Chapultepec  
Huitzilopochco 
Iztapalapa 
Mízquic 
Tenayuca 
Tenochtitlan 
Tepeyac 
Tetzcoco 
Tlacopan 
Tlahuac 
Tlalmanalco 
Tlatelolco 
Xaltocan 
Xochimilco 
Not applicable 
Not present 
Other (description) 

1.1.2. Physical measures in centimeters and kilograms.  

Height 
Width 
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Depth 
Weight 

1.1.3. Raw material. In this research, it does not pursue the identification of quarries, for 

that reason it will be describe the rock origin: volcanic, metamorphic or sedimentary 

Andesite 

Andesite pyroxene 

Basalt 

Diorite 

Rhyolite 

Metamorphic  

Sedimentary  

Volcanic in general 

Other (description)   

1.1.4. Stone color. To ensure a systematical analyze in each case is compared with the 

stone Munsell chart color. 

Other (description) 

1.1.5. Number of fragments. This project includes every single sculptural remain, it does 

not matter if there are fragments or complete pieces.   

1.1.6. Sculptural technique. 

Graffiti 
Full-round 
Full-round and Relief 
Relief 
Other (description) 

1.1.7. Surface covering. 
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Dirt or modern substances 
Cortex 
Modern paint 
Polychrome 
Tar 
Stucco 
Not applicable 
Not present 
Other (description) 

1.1.7.1. Inlays. 

Bone 
Chert 
Coral 
Obsidian 
Pyrite  
Shell 
Stucco plaster 
Turquoise 
Not applicable 
Not Present 

Other (description) 

1.1.8. Name of the discoverer.  

1.1.9. Date of discovery: Month/day/year. 

1.1.9.1. Parcialidad. It is the quarters on which was divide the island of Tenochtitlan. 

Atzacoalco (NE) 
Cuepopan (NW) 
Moyotlan (SW) 
Teopan or Zoquipan (SE) 
Main Precinct  
Not applicable 
Not present 
Other (description)  

1.1.9.2. Cala. Internal localization nomenclature for the Templo Mayor Project (“X” 

axis). 
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1.1.9.3. Cuadro. Internal localization nomenclature for the Templo Mayor Project (“Y” 

axis). 

1.1.10. Architectural phase. In many examples archaeologist use relative chronology 

based on the combination of stratigraphy, calendric dates, and ceramic sequences, the 

clearest examples are from the Templo Mayor in Tenochtitlan, Tlatelolco and Tenayuca; 

Not applicable; Not present, other (description)  

I 
II 
III 
IV 
IVa 
V 
VI  
VII 

1.1.10.1. Building name. 

Ballcourt 
CA Casa de la Águilas (Tenochtitlan) 
CALMEC Calmecac (Tenochtitlan) 
CAMAAP Casa del Marqués del Apartado (Tenochtitlan) 
Cuauhxicalco (Tenochtitlan) 
EDIF. A (Tenochtitlan) 
EDIF. B (Tenochtitlan) 
EDIF. D. (Tenochtitlan) 
EDIF. F. (Tenochtitlan) 
EDIF. G. (Tenochtitlan) 
EDIF. J (Tenochtitlan) 
EDIF. L (Tenochtitlan) 
EDIF. N (Tenochtitlan) 
Main Plaza (Tenochtitlan) 
Patio de los Altares (Tenochtitlan) 
Motecuhzoma’s II Palace (MOIIPA) 
Patio exterior (Tenochtitlan)  
Skull Monument (Mauseoleo de los siglos) 
Templo Calendárico (Tlatelolco) 
TEMEHE Templo de Ehecatl (Main Precinct) 
TEMEHE Templo de Ehecatl (Pino Suárez Metro station)  
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TEMTEZ Templo de Tezcatlipoca (Tenochtitlan) 
TEMRNO Templo Rojo Norte (Tenochtitlan) 
TEMRSU Templo Rojo Sur (Tenochtitlan) 
TEMSOL Templo del Sol (Tenochtitlan) 
Templo Mayor-Huitzilopochtli (Tenochtitlan) 
Templo Mayor-Tlaloc (Tenochtitlan) 
Unknown 
Not applicable 
Not present 
Other (description) 

1.1.10.2. Current streets.  

1.1.10.3. Offering number. In the Templo Mayor Museum (that includes both Templo 

Mayor Project and Proyecto de Arqueología Urbana), and Proyecto Tlatelolco they have 

a specific number or letter for each one offering. 

1.1.10.4. Reign or tlatoque. It refers to the rulers of Tenochtitlan, the Templo Mayor sub-

structures are associated with each one. 

Acamapichtli 
Huitzilihuitl 
Chimalpopoca 
Itzcoatl 
Motecuhzoma Ilhuicamina 
Axayacatl 
Tizoc 
Ahuitzotl 
Motecuhzoma Xocoyotzin 
Unknown 
Not applicable 
Not present 
Other (description) 

1.1.11. In-site localization. 

Attached to facade 
At the top of the roof 
Beside mountain 
Corn field or chinampa 
Crop field 
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Colonial building 
Floor plaza 
In box 
In debris 
In house 
In cave 
Inside shrine 
In front stairway 
In platform 
In water body 
On crossroad 
On top mountain 
Outside shrine 
On stairway 
Near to water body  
Modern building 
Not applicable 
Not present 
Other (description)  

1.2.1 Name of the hosting institution and collections.  

American Museum of Natural History, New York (AMNH) 
Berman Collection (BERCOL) 
British Museum (BM) 
British Museum, Orsman (BMO) 
Bodega de Salvamento Alhóndiga, INAH (BSALH) 
Bodega de la dirección de salvamento arqueológico, Tecamachalco  (BSATEC) 
Bodega del Proyecto de Arqueología Urbana (BPAU) 
Brooklyn Museum (BRMU) 
Casa de cultura Jesús Reyes Heroles (CACJRH) 
Casa de la primera imprenta en América (CAPIAM) 
Casa del marqués del apartado (CAMAAP) 
Catedral Metropolitana, Mexico City (CATMET) 
Centro comunitario ex convento de Culhuacan (CONCULH) 
Centro Cultural de España en México (CCE) 
Colección Fundación Televisa (COFUTE) 
Dumbarton Oaks Museum (DO) 
Etnologisches Museum, Berlin (EMT) 
Field Museum, Chicago (FIMUCH) 
Freiburg Museum, Germany (FRMUGE) 
Hospital de Jesús (HOSJES) 
Iglesia y Convento san Marcos Mexicaltzinco (ICSNMA) 
Iglesia de los Reyes, Coyoacan (IGRECO) 
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Iglesia de san Lucas Evengelista, Iztapalapa (ISLEVA) 
José Luis Franco Collection (JOLUCO) 
Kaplan Collection (KAPCOL) 
Louvre Museum (LOUVRE) 
Librería Porrúa, Mexico City (LIBPOR) 
Los Angeles County Museum (LACMA) 
Natural History Museum of Los Angeles County (NHMLAC) 
Lowe Art Museum, Miami (LAMUMI)  
Metropolitan Museum, Rockford, Illinois (MEMURO) 
Musée du Quai Branly, Paris (MUQBRA) 
Museo Anahuacalli (ANAHUA) 
Museo de Antropología e Historia de Toluca (MAHTOL) 
Museo de América, Madrid (MUAMMA) 
Museo Amparo, Puebla (MUSAMP) 
Museo Arqueológico de Apaxco (MUARAP) 
Museo Arqueológico de santa Cecilia Acatitla, EDOMEX (MASCAC) 
Museo Arqueológico de Xochimilco (MUARXO) 
Museo de la Ciudad de Mexico (MUCIME) 
Museo Nacional de las Culturas, Mexico City (MUNACU) 
Museo Frida Kahlo (MUFRKH) 
Museo Fuego Nuevo Iztapalapa (MUFUNU) 
Museo de las Intervenciones, Mexico City (MUSINT) 
Museo de Historia Mexicana, Monterrey Nuevo León (MUHMNL) 
Museo Nacional de Antropología, México City (MNA) 
Museo Nacional del Virreinato (MUNAVI) 
Museo de sitio de Tenayuca Xólotl (MSTEXO) 
Museo de la SHCP, Antiguo Palacio del Arzobispado (MSHCP) 
Museum of Archaeology and Anthropology, Cambridge (MAA) 
Museum of Cultures, Basel (MUCUBA) 
Museo Rafael Coronel, Zacatecas (MURACO) 
Museo Regional Cuauhnahuac Palacio de Cortés (MRCPC) 
Museo Regional de Guanajuato, Alhóndiga (MRGALH) 
Museo Rufino Tamayo, Oaxaca (MURUTA) 
Museo del Templo Mayor (MTM) 
Museo UNAM Hoy (MUNAMH) 
Palacio Nacional PALNAL 
Museum of Ethnology, Vienna, Museum für Völkerkunde (MOETVI) 
Museum of Ethnology, Hamburg, Museum für Völkerkunde (MOETHA) 
Museum of Ethnology, Hamburg, Museum für Völkerkunde, Fischback (MOEHF) 
Museum der Weltkulturen, Frankfut (MUWEFR) 
National Museum of the American Indian, D.C. (NMAIDC) 
National Museum of the American Indian, New York (NMAINY) 
Natural History Museum of Los Angeles (NHMLA) 
Parroquia Santa María, Magdalena de las Salinas (PASMAR) 



	340 

Philadelphia Museum of Art (PHMUAR) 
Reiss-Engelhorn-Museen Mannheim, Germany (REMMAN) 
Saint Louis Museum of Art (SLAM) 
San Diego Museum of Man (SDMM) 
San Diego Art Museum (SDARTM) 
Templo de la Encarnación/Edificio de la SEP (TEMENC) 
The Metropolitan Museum of Art, New York (MET) 
The Time Museum (THTIMU) 
The de Young Museum, San Francisco (DYMSF) 
The Walters Art Museum of Art, Baltimore, MD (WARTMA) 
Universidad de las Américas, Puebla (UDLA) 
Vincent Price Museum, Los Angeles (VIPRMU) 
Yale Peabody Museum of Natural History YPMONH 
Yale University Art Gallery (YAUNAG) 
Not applicable 
Other (description) 

1.2.2.1. Hall of the Museum and vitrine. 

Bodega del Museo del Templo Mayor 
Bodega Museo Nacional de Antropología 
Bodega de albañiles de la zona arqueológica del Museo del Templo Mayor 
In situ 
Sala 1 (MTM) 
Sala 2 (MTM) 
Sala 3 (MTM) 
Sala 4 (MTM) 
Sala 5 (MTM) 
Sala 6 (MTM) 
Sala 7 (MTM) 
Storeroom (Another museum) 
Mexica Hall 
Not applicable 
Not present 
Other (description) 

1.2.2. Date of entry in the AZSSBMP: Month/day/year. 

1.2.3. Other names of the piece: Not applicable, not present, other (description). 

1.2.4. Donator name. 

1.2.5. Inventory number of the institution hosting. 
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Not applicable 
Not present 
Other (description) 

1.2.5.1. Catalog Number. 

1.2.6. Collection name. 

Antiguo Museo Etnográfico (MTM) 
Martel 
Not applicable  
Not present 
Other (description) 

1.2.7. Archive reference. 

Vitrine  
Not applicable 
Not present 
Other (description) 

1.2.8. Bibliography. 

Unpublished 

1.2.9. Function. 

Altar  
Architectural 
Ball game ring (tlachtemalacatl) 
Bench 
Brazier 
Brazier, Tlaloc type 
Calendric date 
“Clavo arquitectónico (snake) 
“Clavo cráneo” (human skull) 
Container 
Cornice  
Column  
Crenellation, biznaga type  
Crenellation, cloud type 
Crenellation, ehecacozcatl (wind jewel) type 
Crenel, pulque jar type (with yacametztli) 
Crenellation, Tlaloc type 
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Crenellation, xi type 
Cuauhxicalli 
Cult figure 
Decoration 
Floor 
Fragment worked 
Frieze 
Mask 
Musical instrument 
Ornament  
Panel  
Part of the balustrade 
Pedestal 
Sacrificial Stone (techcatl) 
Circular sacrificial stone (temalacatl) 
Stone box (tepetlacalli) 
Lid 
Table (tlamanalco) 
Tlaloc jar (with handle) 
Tlaloc pot 
Vessel 
Reeds bundle (xiuhmolpilli) 
Not applicable 
Not present 
Other (description)  

1.2.9.1 Is it broken or modified on purpose? 

During pre-Hispanic period 
During post-Hispanic period 
Unknown 
Not applicable 
Other 

1.2.9.2. Piece re-utilized?  

Yes 
No 
Unknown 
Not applicable 
Other 

1.2.9.3. Original display. 
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Exterior 
Interior 
Ambiguous 
Unknown 
Not applicable 
Other (description)  

1.2.9.4. Does it present a new narrative?  

Yes 
No 
Ambiguous 
Unknown 
Not applicable 
Other (description)  

1.2.10. Drawings. 

Yes 
No 

1.2.11. Pictures. 

Yes 
No 

1.2.12. Archaic form. 

Yes 
Not 
Not applicable 
Not present 
Other (description) 

1.2.13. Speech scroll. 

Atl-tlachinolli 
Blood 
Cloud (rain) 
Fire 
Jeweled flower 
Simple 
Smoke 
Wind 
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Not applicable 
Not present 
Other (description) 

1.2.14. Difrasismo. 

Yes 
No 
Not applicable 
Not present 
Other (description) 

From this point our interest on sculpture is to recording the most depicted formal groups, 

anthropomorphic, zoomorphic, ritual elements and calendric dates. 

1.3.0. Anthropomorphic sculptures. The sequence followed beginnings with the head.  

1.3.1. Position of the body.  

Dancing 
Descending 
Genuflection 
Half-lotus 
Kneeling 
Knees and elbows bent outstretched 
Reclining on its Back (Chacmool) 
Reclining on its Side 
Seated cross-legged 
Seated on pedestal (there are two main forms simple and composed) 
Sitting on the buttocks 
Slightly bent over and raising the arms 
Standing 
Standing on pedestal 
Walking 
Not applicable 
Not definable  
Other (Description) 

1.3.1.1. Most of the pieces present hollows carved on the body, usually to serve as 

receptacle of other materials, but others to hang attires. 

Back 
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Chest  
Ears 
Head 
Left Hand  
Right hand 
Mouth 
Navel 
Nose 
Not applicable 
Not present 
Other (description) 

1.3.2. Upper extremity position. 

Both arms raised 
Both arms down 
Both arms at the side 
Both beside the torso 
Both folded facing forward 
Both on the back 
Both on the knees 
Both on the stomach 
Crossed on the chest 
Hollow in the hand 
Left behind 
Left on the leg 
Left up 
Left holding and artifact 
On the back-holding artifact 
One upon another 
Right hand on the chest 
Right in front 
Right arm folded up 
Not applicable 
Not present  
Other (description) 

1.3.3. Position of inferior extremities. 

Both upright 
Both upright-twisted 
Cross-legged 
Flexed 
Flexed (Chacmool) 
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Folded 
Kneeling 
Separated to the sides 
Not applicable 
Not present 
Other (description) 

1.3.3.1. Hair. 

Curly 
Helmet type 
Long 
Short 
Spines 
Straight 
"Two horns" 
Not applicable 
Not present 
Other (description) 

1.3.4. Hair ornaments. 

Band of chalchihuitl 
Band with flowers 
Calendric date  
Centipede  
Downy Feathers  
Double headed snake (maquizcoatl) 
Flags 
Knot 
Leather band 
Long band reticulated 
Maguey thorn  
Malinalli plant 
Notched paper diadem 
Scorpion  
Simple band with oyohualli 
Smoking mirror 
Snake  
Solar disk 
Spider  
Star 
Undulling cotton band  
Not applicable 
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Not present 
Other (description) 

1.3.5. Nahualli or disguise. Many of the beings of this art are depicted as a being, to be 

attributed magical powers to transform in another/ being in which is transformed.  

Butterfly, eagle, jaguar, hummingbird, feathered serpent (Quetzalcoatl) fire serpent 

(Xiuhcoatl); monkey, Quetzalcoatl; pheasant, Xochipilli; turtle, Xochipilli; Not 

applicable, not present, other (description).   

1.3.6. Nose ornament. 

Arrow-with pendant nose bar (yacamitl) 
Bar and chalchihuitl 
Double-headed Snake 
Circle-and-double-trapeze (yacaxihuitl) 
Long Straight Bar  
Semilunar Nose bar (Yacametztli) 
Stepped Nose Plaque (Yacapapalotl) 
Swallow-tail (Maxaliuhqui) 
T-Shape 
Not definable 
Not present 
Not applicable 
Other (describe) 

1.3.7. Ear ornaments. 

Circular with reticulated cloth pendant 
Concentric circle (chalchihuitl) 
Concentric circle (chalchihuitl) with pendant 
Concentric circle (chalchihuitl) with two pendants 
Concentric circle (chalchihuitl) with pendant in form of flower 
Curved Pendant (epcololli) 
Deer-hoof 
Egg-shaped (oyohualli) 
Human hand  
Knife 
Long bone 
Rectangular with pendant (amanacochtli) 
Rectangular, used horizontal (cuauhnacochtli),  
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Reel (circular for expansion) 
Row of cotton 
T-shape 
Snake emerging from chalchihuitl 
Star 
Xiuhnacochtli (turquoise)  
Not applicable 
Not present 
Other (description) 

1.3.8. Facial painting. 

A broadband around eyes and another on the mouth 
A stripe around the eyes 
Black with little dots on cheeks  
Blackened zone around eyes edged with little circles 
Black with horizontal yellow stripes 
Blackened area sometimes red around mouth from nose down   
Blackened area around mouth with small circles on cheeks 
Blue, black, and red area around 
Both sides black and red at center 
Both sides black yellow at center red around mouth 
Diagonal broad stripe (“Hombres de piedra”) 
Red 
Red with yellow horizontal stripe around the eyes 
Thin horizontal black lines at the eye and mouth 
Triple stripe around the eyes, one little one square on the cheek, and red around the 
mouth 
Vertically divided, dark, with yellow lozenges, at sides, red in center  
Vertical lines through eyes 
Vertical double or single on checks 
With butterfly motif around mouth 
Yellow upper and red lower zones with curling lines flanking eyes 
Not applicable 
Not Present 
Other (description) 

1.3.8.1. Body painting, upper extremities. 

Not applicable 
Not Present 
Other (description) 

1.3.8.2. Body painting, lower extremities. 
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Not applicable 
Not Present 
Other (description) 
1.3.8.3. Bodily peculiarities  
Bearded  
Beheaded  
Breast exposed 
Bulging belly 
Chest wounded  
Condyle cut and exposed (be specific) 
Crying 
Dismembered (be specific) 
 “Demon face” on shoulders 
“Demon face” on elbows 
“Demon face” on wrist 
“Demon face” on knees 
“Demon face” on ankles 
Double ear 
Earth monster head 
Facial paralysis 
Flaccid breasts 
Foot severed 
Four arms 
Genitals exposed 
Hunchback 
Leg severed 
Liver exposed 
Pregnant 
Replacing hands with claws 
Replacing foot with claws 
Signs of self-sacrifice 
Skeletal torso 
Toothless 
Tongue out 
Twisted body 
Ventral pleats 
Wrinkles on the face 
Xiuhcoatl on the foot 
Not applicable 
Not present 
Other (description) 

1.3.9. Masks. 
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Anthropomorphic 
Ehecaxayacatl (buccal, duck beak) 
Human skin  
Tlaloc (cloud type)  
Tlaltecuhtli (lines curved and plaque on the mouth) 
Priest of New Fire (Kan cross on the eyes and big fangs) 
Not applicable 
Not present 
Other (description) 

1.3.10. Headdresses. 

Amacalli, the serrated paper crown 
Amacuexpalli, like fan pleated fan on the nape, corn deities, water, and agricultural 
fertility in general  
Atl-tlachinolli, water and fire sign 
Aztatzontli, series of heron feathers, Tlaloc and tlaloque 
Aztatzontli with rope and chalchihuitl 
Aztatzontli and Quetzalmiahuayotl, series of heron feathers often combined with the 
quetzal feather tuff, Tlaloc and tlaloque 
Aztaxelli, vertical heron feathers on the forehead fertility deities;  
Aztaxelli and Cuauhpilolli (both) 
Band of feathers 
Band on zigzag binding and a knot 
Bird crest (cuachichiquilli) and side rosettes with pendant streamer (Xochipilli) 
Bird Crest and side rosettes 
Brazier 
Brazier with Fire 
Circular fan of yellow parrot feathers (Cozoyohualolli) 
Conch-shell helmet 
Corn cobs 
Cuauhpilolli: Two pendant eagle feathers used horizontally. 
Cuexcochtechimalli: The circular pleated paper rosette with cone protruding from the 
center, used on the back 
Eagle paw 
Flags 
Four bands knotted on the middle (Quetzalcoatl, Xolotl, Tlalchitonatiuh, Pulque gods) 
Headband with Flowers 
Headband with tenixyo (‘eyes on the edge’) 
Headband with chalchihuitl (chalchiuhtetelli) 
Headband with knot 
Headband with oyohualli 
Headband of petate (mat) 
Headband with two arrow shafts stuck in it (tlacochtzontli) 
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Headband with xiuhtototl (cotinga amabilis bird) 
Helmet, xiuhtototl and quetzal Feathers 
Hummingbird helmet 
Circular pleated paper rosettes on the forehead, Mictlantecuhtli and other underworld 
deities (ixcuatechimalli)  
Jaguar Helmet  
Long quetzal feathers imitating fire (Toltec) 
Single quetzal feather (quetzalmiahuayotl) 
Bunch of macaw feather on the back (quetzalpatzactli) 
Maguey leave 
Maize-Cobs 
Nopal cactus 
Ocelocopilli, the conical, jeweled-capped jaguar skin (Ehecatl-Quetzalcoatl) 
Paper band notched and cord 
Red Leather Band (tzoncuextli) 
Side rosette 
Side rosette with pendant 
Skull diadem, cihuateteo group 
Stemmed notched plates, Itzpapalotl 
Tassels 
Tecpatzontli, two flint knives on the forehead, Cihuacoatl, Tezcatlipoca and Xiuhtecuhtli 
Tlaloc Mask 
Truncated inverted cone (Ilhuicatzontli cicitlallo) 
Turkey-feather-crowned red leather band with white egg-shaped object  
Turtle Carapaces 
Two tassels, Chalchiuhtlicue and Chicomecoatl 
Undulating cord-band edged above and below with circular elements (water) 
Undulating headband with spines and three circles (Tlaltecuhtli) 
Unspun cotton fillets 
Wide band of feathers 
Xiuhuitzolli, the blue peaked frontlet, Mictlantecuhli, Xiuhtecuhtli, and pulque deities 
Xiuhtototl, the Cotinga blue bird flying downward, Xiuhtecuhtli 
Year glyph, trapeze-ray combination 
Yopitzontli, the red and white peaked with swallowtail pendant streamers 
Zacatapayolli with chalchihuitl 
No definable 
Not applicable 
Other (describe) 

1.3.11. Clothing, upper part of the body  

Cloak 
Cloak of long feathers 
Feline skin 
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Human skin 
Ichcahuipilli Sleeveless dew jacket made of cotton  
Quechquemitl  
Naked 
Shifts (huipil) 
Sleeveless dew jacket (xicolli) 
Not applicable 
Not present 
Other (description) 

1.3.11.1. Clothing, lower part of the body. 

Overskirt or petticoats (cueitl)  
Chalchihuitl skirt  
Human hearts skirt 
Jaguar skin 
Loincloth, maxtlatl 
Naked 
Skirt (simple) 
Snakes skirt 
Skulls and cross bones skirt 
Triangular apron 
Not applicable 
Not present 
Other (description) 

1.3.11.2. Sandals. 

Yes 
Heel, four petals, and knot in front (Tlaltecuhtli) 
Itzcactli (“obsidian sandals”) 
Not applicable 
Not present 
Other (description) 

1.3.11.3. Necklace. 

Amaneapanalli 
Anthropomorphic being with serpent helmet 
Conch Shell 
Conch Shell (Oliva) 
Univalve Shell (Olivella sp.) 
Copper bell (Describe form) 
Corncobs 
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Flowers (Tlaltecuhtli) 
Greenstone beads 
Greenstone globular beads  
Greenstone tubular beads  
Greenstone beads and copper bells 
Hands and hearts 
Hands and skulls 
Human hands and hearts 
Human skin 
Marigold  
Marine snails 
Marine snails (genus Oliva) 
Snake 
Snake and conch shells 
Three smooth strands and copper bells 
Turquoise  
Two smooth strands 
Rope knot 
Not applicable 
Not definable 
Other (describe) 

1.3.11.4. Pectoral. 

Butterfly form 
Circular suspended from a red leather strap, anahuatl 
Egg-shaped (oyohualli) 
Flower 
Green stone beads  
Knife  
Maize cobs 
Rectangular plate with anthropomorphic being whit crossed legs 
Round gold breastplate, cuitlatecomalli 
Plaque with anthropomorphic cross-legged being and snake helmet 
Skin Collar (Ehuacozcatl) 
Sliced conch-shell section, ehecacozcatl 
Not applicable 
Not present 
Other (description) 
Not applicable 
Not present 
Other (description) 
1.3.11.5. Arm bracelet 
Chalchihuitl 
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Double headed snake 
Double strip knotted  
Fringed paper 
Four strips knotted (Fire bundle) 
Four strips knotted, knife and pendants (Huitzilopochtli) 
Ilhuitl sign  
Leather Band knotted and knife 
Paper rosette (maxaliuhqui)  
Stitched leather strap 
Three strips of cloth 
Xiuhuitzolli with pendants  
Not applicable 
Not present 
Other (description) 

1.3.11.6. Wrist bracelet. 

Band of mat 
Chalchihuitl 
Band made of cloth 
Double band made of cloth with pendants 
Greenstone Beads, copper bells, leather (jaguar) and knotted stripes 
Human hearts  
Four bands ending on copper bells and human skull 
Knife 
Greenstone beads 
Greenstone globular beads  
Greenstone tubular beads  
Greenstone beads and copper bells 
Greenstone beads, copper bells leather (jaguar), knotted strip with feather edging 
Leather band knotted 
Leather knotted strip with feather edging 
Leather strip with feather edging 
Three strips of cloth 
Not applicable 
Not present 
Other (description) 

1.3.11.7. Leg anklet. 

Aztamecatl, cord with heron feathers 
Chalchihuitl 
Circles, feathers, and copper bells 
Double band knotted ending on copper bells (torch, fire, and mortuary bundles) 
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Four bands 
Four bands ending on copper bells and human skull  
Four bands knotted ending on copper bells 
Human skull tied 
Leather Band knotted and three strips of cloth 
Leather Band knotted 
Strip, feather, and chalchihuitl 
Triple strip with feather edging and copper bells  
Not applicable 
Not present 
Other (description) 

1.3.11.8. Anklet bracelet. 

Double band with copper bells Chalchihuitl 
Cloth knotted 
Copper bells 
Greenstone globular beads 
Jaguar skin 
Leather strip with feather edging 
Polinices lacteus 
Saint Andrew cross (Kan cross) 
Three smooth strands, strip with feather edging, and copper bells 
Not applicable 
Not present 
Other (description) 

1.3.12. Hand hold objects. 

“Arma curva” 
Atlatl (spear thrower) 
Axe 
Banner  
Bone awl 
Bow, dart, and spear thrower 
Darts  
Darts and shields 
Darts, shields and flag 
Double maize cob (cemaitl) 
Cacao cob 
Chicahuaztli 
Censer 
Chert axe, (tecpatopilli) 
Cloud/rain/wind (xonecuilli) 
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Copal pouch (copalxiquipilli) 
Copal pouch (copalxiquipilli) in form of human skull, leather, and sea-snail (citlalicue) 
Divination mirror (tlachieloni)  
Fire serpent (Xiuhcoatl) 
Flowering rush 
Flute 
Forked scepter 
Human head 
Human head grasped by hair 
Human skull 
Human heart 
Human heart-prickly pear 
Human liver 
Jar 
Knife with human skull 
Lancet 
Mace 
Maize cob 
Machete spinning, batten, (tzotzopaztli) 
Maguey leaf with sacrificial thorns  
Maguey spine 
Net 
Obsidian scepter (iztopilli) 
Pot 
Scepter deer head 
Serpentiform staff 
Seeds 
Shield (chilmalli)  
Scepter in form of Ehecatl head (ehecatopllli) 
Snake 
Spear 
Torch 
Tlaloc jar 
Vessel (cuauhxicalli) 
Xiuhatlatl 
Not applicable 
Not present, other (description).  

1.3.13. Belts. 

Double headed snake (mazquizcotl) 
Feathered serpent 
Mat snake 
Snake 
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Simple and knot-front 
Rope 
Not applicable 
Not present 
Other (description) 

1.3.14. Back devise. 

Mantle 
Amacuexpalli, combined with stole 
Anahuatl 
Anahuatl and swallow-tail 
Animal skin 
Bent Banner (Pantoyahualli) 
Back-apron with skull, jaguar skin, feathers, and sea-snail (citlalicue) 
Back-apron with jaguar skin, rope and cloth pendants (New Fire deity) 
Back-apron with chalchiuitl 
Bundle of paper knotted 
Bundle of paper knotted with chalchihuitl  
Chalchihuitl 
Cloak with human hearths  
Cloak of jaguar skin 
Cuexcochtechimalli 
Fire serpent (xiuhcoatl) 
Gourd 
Human skull 
Jaguar skin 
Mantle with turtle carapace 
Mirror (tezcacuitlapilli) 
Mirror (tezcacuitlapilli) combined with long feathers 
Paper rosette (maxaliuhqui)  
Radial red macaw feathers on the back (cuazalhuitoncatl) 
Not applicable 
Not present  
Other (description) 

1.3.15. Objects associated. 

Banner 
Building 
Cactus 
Cactus (organo) 
Calendric date 
Chalchiuitl on belly 



	358 

Darts 
Earth band (spines) 
Earth band (mouth) 
Human parts (foot, hand, hearth, liver, long bone) 
Feathered serpent 
Fir tree leaves (acxoyatl) 
Glyph (Water) 
Human skulls on the knees 
Human skulls on the elbows 
Incense ladle (tlemaitl) 
Night band (Only dots) 
Night band (Venus) 
Maguey leave with thorns  
Mirror on belly 
Musical instrument 
name glyph  
Other human beings 
Pedestal 
Quincunx on belly 
Scrolls on the background 
Shield  
Solar disk 
Spears 
Temple 
Throne 
Toponymic 
Yohualnepantla 
Plaited grass ball (zacatapayolli) 
Not applicable 
Not present  
Other (description) 

1.4.0. This section is dedicated to describe the landscape. 

1.4.1. Characters on scene, including natural and supernatural. 

1 
2 
3 
4 
Not applicable 
Not present 
Other (description) 
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1.4.2. Time of the scene. 

Ceremony  
Historical 
Mythical 
Not applicable 
Not present 
Other (description) 

1.4.3. Historical reference. 

Ball game 
City foundation 
Coronation 
Conquest 
Famine 
Inauguration of temple 
Military victory (describe) 
New Fire ceremony 
Opening public works (describe) 
Religious event 
Not applicable  
Not present 
Other (description) 

1.4.4. Place of the scene. 

Among clouds 
At the foot of the Templo Mayor 
Ballgame court 
In the underworld 
In body of water 
In the Tetzcoco lake 
On earth band 
On steps of a temple 
On the sky 
On the temple 
Under Sky band 
On bloodstream  
Not definable 
Not present 
Other (description) 

1.4.5. Mythical reference. 
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Birth of a deity 
New Fire ceremony  
Not applicable 
Not present 
Other (description) 

1.4.6. Representation of: 

Ahuitzotl king (historical figure) 
Captive (historical figure) 
Chacmool (deity)  
Chalchiuhtlicue (deity) 
Chantico (deity) 
Chicomecoatl (deity) 
Cihuateotl (deity) 
Cihuacoatl (deity) 
Coatlicue (deity) 
Coyolxauhqui (deity) 
Dead people (generic figure) 
Ehecatl-Quetzalcoatl (deity) 
Female warrior (generic figure) 
Fertility deity (deity) 
Fire Deity (deity) 
Huitzilopochtli (deity) 
Huehueteotl (deity) 
Ixiptla (generic figure) 
Itzpapalotl (deity) 
King (historical figure) 
Macuilxochitl-Xochipilli (deity) 
Mictlantecuhtli (deity) 
Mixcoatl (deity) 
Motecuhzoma II (historical figure) 
Nappatecuhtli (deity) 
Otontecuhtli (deity) 
Human being without divine attributes (PACAD) (generic figure) 
Human being with divine attributes (PASAD) (generic figure) 
Priest (generic figure) 
Pulque deity (deity) 
Quetzalcoatl (deity) 
Tenoch (historical figure) 
Teteo Innan (deity) 
Tezcatlipoca (deity) 
Tizoc, king (historical figure) 
Tlaloc (deity) 
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Tlaloque (deity) 
Tlaltecuhtli (deity) 
Tlahuizcalpantecuhtli (deity) 
Toci (deity) 
Tonatiuh (deity) 
Victim of sacrifice (historical figure) 
Warrior (generic figure) 
Xilonen (deity) 
Xipe-Totec (deity) 
Xiuhtecuhtli (deity) 
Xochipilli (deity) 
Xolotl (deity) 
Not definable 
Not applicable 
Not present 
Other (description) 

1.5.0. Zoomorphic. 

1.5.1. Natural animals. 

Ant  
Bat 
Bee 
Bivalve 
Butterfly 
Canine 
Caterpillar 
Centipede 
Crocodile 
Conch-shell 
Cotinga amabilis (xiuhtototl) 
Coyote 
Deer 
Dog 
Feline 
Fish 
Flea 
Frog 
Golden eagle 
Grasshopper 
Heron 
Hummingbird 
Iguana 
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Jaguar 
Lizard 
Owl  
Puma 
Quail 
Quetzal 
Saw fish 
Scorpion 
Snake 
Spider 
Spider monkey 
Spondilus princeps (tlapachtli) 
Swordfish 
Turtle 
Vulture 
Wolf 
Xoloizcuintli 
Not applicable 
Not present 
Other (description) 

1.5.1.1. Body Position. 

Crouching 
Downward 
Dancing 
Flying 
Genuflection 
Horizontal twisted 
Knelling 
Reclining 
Resting 
Seated 
Seated on pedestal 
Seated with one arm on the chest 
Standing 
Twisted  
Vertical twisted 
Walking 
Not applicable 
Not present 
Other (description) 

1.5.2. Class. 
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Not applicable  
Not present 
Other (description) 

1.5.3. Order. 

Not applicable 
Not present 
Other (description) 

1.5.4. Family. 

Not applicable 
Not present 
Other (description) 

1.5.5. Genus. 

Not applicable 
Not present 
Other (description) 

1.5.6. Specie. 

Not applicable 
Not present 
Other (description) 

1.5.7. Supernatural animals. 

Cipactli 
Coapetlatl woven snakes as a mat 
Cloud serpent (mixcoatl) 
Dog with four ears (xolotl) 
Double headed serpent (maquizcoatl) 
Ehecatl-bee 
Eagle-jaguar 
Ehecatl-Monkey 
Earth monster 
Feathered serpent (quetzalcoatl) 
Fire serpent (Xiuhcoatl) 
Flea with human face 
Frog with human head 
Itzpapalotl 
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Monkey with human head 
Monkey-Ehecatl 
Plumed coyote 
Snake-eagle 
Snake covered with mirrors 
Snake with human head 
Snake with jaguar dots 
Turtle with human head 
Turtle with monkey head 
Water beast (ahuitzotl) 
War serpent 
Not applicable 
Not present 
Other (description) 

1.5.8. Feathers form. 

Ball 
Short 
Straight 
Undulant 
Not applicable 
Not present 
Other (description) 

1.5.9. Scales form. 

Not applicable 
Not present 
Other (description) 

1.5.10. Number of rattle sections. 

Not applicable 
Not present 
Other (description) 

1.5.11. Particular feature on the body. 

Bearded 
Bones emerging from the body 
Crop (buche) 
Crying 
Cloaca 
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Extra-long tail 
Extra-long tail with human hand 
Jaguar dots 
Knifes in the wings  
Knife in the tongue 
Knives on the body 
Maize cobs in the body 
Mat on eyebrow 
Reticulated body 
Replacing hands with claws 
Scrolls in the body 
Skeletal body 
Smoke in the eyebrow 
Substitution of tongue by flint knife 
Water symbols on the back 
Winkles on the face  
Not applicable 
Not present 
Other (description) 

1.5.11.1. Tail form. 

Bunch of long feathers 
Chalchihuitl 
Feathers  
Ehecatl 
Human hand 
Knife 
Xi sign  
Not applicable 
Not present 
Other (description) 
1.5.12. Headdress 
Amacuexpalli 
Aztatzontli 
Aztatzontli and Quetzalmiahuayotl 
Aztaxelli 
Cuauhpilolli 
Ixcuatechimalli  
Long quetzal feathers imitating fire (Toltec) or maize 
Quetzalpatzactli 
No definable 
Not applicable 
Other (describe) 
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1.5.13. Holding objects. 

Banner 
Ehecatopilli 
Flower 
Human hearts 
Human liver 
Mirror 
Rabbit 
Not applicable 
Not present 
Other (description) 

1.5.14. Earspool. 

Epcololli  
Oyohualli 
Not applicable 
Not present 
Other (description) 

1.5.15. Necklace. 

Amaneapanalli 
Conch Shell 
Conch Shell (Oliva) 
Conch Shell (Olivella) 
Copper bell  
Corncobs 
Green Stone Bead 
Green Globular Stone Beads  
Green Tubular Stone Beads  
Green Stone Bead and Copper bells 
Hands and Hearts 
Hands and Skulls 
Marigold  
Snake 
Snake and Conch Shells 
Rope and Knot 
Three threads and copper bells 
Two smooth strands 
Not applicable 
Not definable 
Other (describe) 
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1.5.16. Pectoral. 

Ehecacozcatl 
Human skin 
Knot (double loop) 
Marigold (yauhtli) 
Not applicable 
Not present 
Other (description) 

1.5.17. Back devices. 

Anahuatl 
Calendric date 
Not applicable 
Not present 
Other (description) 

1.5.18. Associated objects. 

Another animal (Snake) 
Atl-tlachinolli  
Bundle of paper knotted 
Bundle of long feathers on the nose 
Calendric date 
Chalchihuitl 
Beaks and human hearths  
Roar sing 
Speech scroll 
Water flow 
Not applicable 
Not present 
Other (description) 

1.5.18.1. Important body details. 

Beheaded 
Chalchihuitl on the body 
Defleshed 
Glands 
Mat on eyebrow 
Showing tongue 
Spines of the body 
Not applicable 



	368 

Not present 
Other (description) 

1.5.19. Is another element underneath? 

Another animal (Snake) 
Calendric date 
Chalchihuitl 
Scales 
Tlaltecuhtli 
Not applicable 
Not present 
Other (description) 

1.6. Ritual Elements. 

1.6.1. General form of the block. 

Bi-conic 
Tabular 
Building 
Circular 
Composed (describe) 
Conic 
Cubic 
Cylindrical  
Irregular 
Lanceolate 
Parallelepiped 
Ring 
Slab 
Spherical 
Not applicable 
Not present 
Other (description) 

1.6.2. Particular form. 

Anthropomorphic 
Amacuexpalli 
Aztatzontli 
Anthropomorphic drum 
Attire 
Ball game ring, tlachtemalacatl 
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Bench 
Barrel cactus crenellation 
Bundle 
Box, tepetlacalli 
Canoe 
Calendric date  
Chicahuaztli (solar dart) 
“Clavo arquitectónico” (simple) 
“Clavo cráneo” 
“Clavo tambor” 
Column 
Crossbones  
Cuauhxicalli 
Animated knife (cuchillo-rostro) 
Cuexcochtechimalli 
Ehecacozcatl 
Feather fan 
Fifthly-two-year bundle (xiuhmolpilli)  
Fir tree leaves (acxoyatl) 
Fire  
Floor 
Flower 
Horizontal drum (teponaztli)  
Human skull with tenon 
Grass ball with presence of thorns (zacatapayolli) 
Jar 
Maguey leaves 
Mirror 
Paper band notched and cord 
Phytomorphic 
Pillar 
Plaque 
Pulque vessel  
Pedestal (simple) 
Pedestal (double) 
Rattle  
Reed, Acatl 
Shield (chilmalli) 
Spears 
Spring surrounded by clouds 
Step-fret (xicalcoliuhqui) 
Techcatl 
Temple (Teocalli)  
Tianquiztli glyph 
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Tlaloc brazier 
Tlaloc jar (with handle) 
Tlaloc Pot 
Omichicahuaztli 
Place name sign  
Sacrificial stone (techcatl) 
Solar disk 
Sacrificial round stone (temalacatl) 
Rubber ball with donut at the base 
Vertical drum (huehuetl) 
Vessel (description in archaeological form) 
Vessel (human head) 
Vessels for hearts (cuauhxicalli) 
Wall part (exterior, interior) 
Xi glyph  
Xiuhnacochtli (ear ornament) 
Zoomorphic balustrade 
Zoomorphic vessel (jaguar, eagle, rabbit, owl)  
Zoomorphic drum (turtle) 
Zoomorphic scepter (description)  
Not applicable 
Not present 
Other (description) 

1.6.3. Carved. 

Hollow 
Solid, 
With lid  
Not definable 
Not applicable 
Not present 
Other (description) 

1.6.4. Number of carved surfaces. One should begin from left to right and up to down, 

where frontal is number 1, 5 is the top face, 6 is located underneath, 7 is the internal 

frontal, 11 is the internal top one, and 12 the internal bottom face.  

All-round 
Sphere  
Not definable 
Not applicable 
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Not present 
Other (description) 

1.6.5. Description of the parts of each surface (top-down), the intention is to recover 

some sequences or patterns depicted in iconographic motifs. 

Feathers 
Jaguar skin 
Flower with Saint Andrew Cross 
Not applicable 
Not present 
Other (description) 

1.6.6. Does it present lid? 

Yes 
No 
Not applicable 
Not present 
Other (description) 

1.6.6.1. Background scenes. 

Aquatic elements 
Blood 
Cipactli spines 
Human hearts 
Quetzal feathers  
Maize leaves 
Short feathers 
Smoke 
Solar rays 
Unknown 
Not applicable 
Not present 
Other (description) 

1.6.7. Panels of the scene. Some sculptures such as the Teocalli of the Sacred War, The 

Stone of Tizoc Stone and Motecuhzoma I Stone were divided on boards, these sections 
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describe how many. In the case to present it, each panel is described as in the following 

example: AZSSBMP0010, AZSSBMP0010.1, AZSSBMP0010.2 and so on.  

Not applicable 
Not present 
Other (description) 

1.6.8. Frame that limited the scene. 

Earth band 
Smooth 
Sky band  
Mat 
Fret step (xicalcoliuhqui) 
Not applicable 
Not present 
Other (description) 

1.7.0. Calendrical dates. 

1.7.1. Numeral. In the traditional sense of the calendric system of dots and bars. 

1-13 
Not applicable 
Not present 
Other (description) 
1.7.2. Days signs 
Crocodile, Cipactli 
Wind, Ehecatl 
House, Calli  
Lizard, Cuetzpallin 
Snake, Coatl 
Death Miquiztli 
Deer, Mazatl 
Rabbit, Tochtli 
Water, Atl 
Dog, Itzcuintli 
Monkey, Ozomatli 
Grass, Malinalli 
Reed, Acatl 
Jaguar, Ocelotl 
Eagle, Cuauhtli 
Vulture, Cozcacuauhtli 
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Movement, Ollin 
Flint, Tecpatl 
Rain, Quiahuitl 
Flower, Xochitl 
Glyph A (A. Caso) 
Glyph Xi (A. Caso) 
Not applicable 
Not present 
Other (description) 
1.7.3. Year bearer 
Rabbit, Tochtli 
Reed, Acatl 
Flint, Tecpatl 
House, Calli 

1.7.4. Correlation with Christian years, using Caso´s (1971) table 1. 

Not applicable 
Not present 
Other (description) 

1.7.5. Is there a frame? 

Yes 
No 
Not applicable 
Not present 
Other (description) 

1.7.6. Date reference. 

Historical 
Mythical 
Both 
Not applicable 
Not present 
Other (description) 

1.8. Phoneticism. 

Yes 
No 
Not applicable 
Not present 
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Other (description) 

1.9. Does it present evidence of production process? 

Finishing treatment 
Pecked 
Roughing  
Sketching 
Unknown 
Not applicable 
Not present 
Other (describe) 
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Appendix B 

 
Figure 1.0. The Basin of Mexico, Late Postclassic (after González Aparicio 1973). 
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Figure 1.0.1. The island of Tenochtitlan, includes Tlatelolco (after Sanders 2008:78). 
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Figure 2.1. Coatlicue and the Sun Stone (after León y Gama 1832). 

  
a)         b)     c) 

   
  d)      e)     f) 
Figure 2.2. Distinguished Mexica monumental sculpture. a) The Sun Stone,1 b) the 
Coatlicue,2 the Teocalli of the Sacred War,3 d) Coyolxauhqui (AZSSBMP1488, after 
Pazstory 1983:154), e) the Xiuhcoatl,4 f) the ocelo-cuauhxicalli.5 

																																																													
1 AZSSBMP2000. 
2 AZSSBMP1542. 
3 AZSSBMP0010. 
4 AZSSBMP1469. 
5 AZSSBMP0133. 
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a)        b)   

Figure 2.3. Human figures. a) Chalchiuhtlicue,6 b) woman, from Tlatelolco.7 

   
 a)       b)     c) 

Figure 2.4. Examples of basic composition on human forms. a) Tezcatlipoca (?),8 b) 
Chalchiuhtlicue,9 c) warrior.10  

																																																													
6 AZSSBMP0302. 
7 AZSSBMP1464. 
8 AZSSBMP0010.4.2. 
9 AZSSBMP1198. 
10 AZSSBMP0879. 
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a)     b)    c) 

Figure 2.5. Landscapes in Mexica sculpture. a) Xiuhtecuhtli on an altar in front of a 
temple,11 Motecuhzoma II,12 background covered with human hearts (photograph 
courtesy of Museo Nacional de Antropología), c) aquatic environment, bottom of 
Chacmool of Tacubaya.13 

   
a)      b)    c) 

Figure 2.6. Some examples of inlays. a) representation of a drunk human, found in the 
quarter of Moyotlan,14 b) Huehueteotl (?) found in front of Palacio de las Bellas Artes,15 
c) Ehecatl-Quetzalcoatl.16 

																																																													
11 AZSSBMP1465. 
12 AZSSBMP1526. 
13 AZSSBMP1566. 
14 AZSSBMP0014. 
15 AZSSBMP0101. 
16 AZSSBMP1609. 
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a)    b)         c) 

Figure 2.7. Some examples of polychrome. Pulque deity (after Matadamas 2015),17 b) 
fire god,18 c) Chicomecoatl.19 

   
           a)    b)       c) 
Figure 2.8. The last three emperors of Tenochtitlan. a) Motecuhzoma,20 b) Ahuitzotl,21 c) 
Tizoc.22 

   
  a)    b)      c 

																																																													
17 AZSSBMP1492. 
18 AZSSBMP1817. 
19 AZSSBMP1189. 
20 AZSSBMP0010.5.3. 
21 AZSSBMP0026.1. 
22 AZSSBMP1000.1.1. 
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  d)    e)   f) 

   
  g)    h)     i) 
   

   
 j)   k)    l) 

  
 m)    n)   o) 
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  p)    q)    r) 

  
s)    t)     

 
  u) 
Figure 2.9. Animals in Mexica stone sculpture. a-c) eagles from Pasaje Catedral 
excavations,23 d-f) frogs,24 g-i) jaguars from Pasaje Catedral,25 j-l) dogs and canine,26 m-
o) monkeys,27 p-r) deer from Tenochtitlan, Tlatelolco, and Chapultepec,28 s-t) rabbits,29 
u) bat.30 

																																																													
23 AZSSBMP1208, AZSSBMP1209, and AZSSBMP1210. 
24 AZSSBMP1398, AZSSBMP1816, and AZSSBMP1593. 
25 AZSSBMP0790, AZSSBMP1205, and AZSSBMP1206. 
26 AZSSBMP0249, AZSSBMP0250, and AZSSBMP1994. 
27 AZSSBMP0240, AZSSBMP0927, and AZSSBMP0871. 
28 AZSSBMP2000, AZSSBMP1845, and AZSSBMP1167. 
29 AZSSBMP0926 and AZSSBMP1631. 
30 AZSSBMP1798. 
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a)      b)   

   
c)     d)    e) 

  
f)     g)     h) 

Figure 2.10. a-b) Grasshoppers,31 c-e) fleas,32 f-h) butterflies.33 

   
a)    b)     c)  

Figure 2.11. Aquatic animals. a) Blowfish, bi-valve, conch-shell, and plumed serpent,34 
Blowfish, bi-valve, conch-shell, and sawfish (NHA876),35 c) crocodile.36 
  

																																																													
31 AZSSBMP0980 and AZSSBMP1285. 
32 AZSSBMP0455, AZSSBMP1612, and AZSSBMP1613. 
33 AZSSBMP0712, AZSSBMP0567, and AZSSBMP1508. 
34 AZSSBMP1566. 
35 AZSSBMP1565. 
36 AZSSBMP1301. 
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 a)    b)    c) 

Figure 2.12. Disguises and the mix of deities and animals. a) Huitzilopochtli,37 b) 
Xiuhtecuhtli,38 and c) Itzpapalotl.39 

   
   a)     b)  

 
    c) 
																																																													
37 AZSSBMP0010. 
38 AZSSBMP1465 
39 AZSSBMP1508 
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d) 

   
  e)   f)    g) 

   
h)      i)    j) 
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  k)   l)     m)   

   
  n)    o)    p)  
Figure 2.13. Ritual objects category. a-b) Cubic altar and pedestal,40 c-d) table, apetlac,41 
e-g) vessels,42 h-j) urns,43 k-m) techcatl,44 n-p) ballgame ring.45 

   
 a)     b)    c) 

  
  d)    e) 

																																																													
40 AZSSBMP0227 (reconstructed) and AZSSBMP0391. 
41 AZSSBMP1462 and AZSSBMP1930 (from Tlanepantla). 
42 AZSSBMP0237, AZSSBMP0259, and AZSSBMP0766. 
43 AZSSBMP0845 and AZSSBMP1176 (from Malinalco). 
44 AZSSBMP1540, AZSSBMP0487, and AZSSBMP1976. 
45 AZSSBMP0841 AZSSBMP1986, and AZSSBMP1991. 
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  f)     g)    h) 

   
 i)    j) 

  
 k)    l 

  
 m)    n) 
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Figure 2.14. a-c) Xiuhmolpilli,46 d-e) zacatapayolli,47 f-h) masks,48 i) knife,49 k-l) circular 
sacrificial stones, temalacatl,50 m-n) shields.51 

   
 a)    b)    c) 
Figure 2.15. Columns. a-b) snakes and conch shell, c) fire serpent.52 

    
 a)    b)    c) 
Figure 2.16. Some plants on Aztec-Mexica art. a-b) cactus, c) box with corn.53 

    
a)     b)      c)  

																																																													
46 AZSSBMP1120 (from Moyotlan), AZSSBMP0390, and AZSSBMP0682 (from Cuepopan). 
47 AZSSBMP1248 (from Templo Mayor) and AZSSBMP1995. 
48 AZSSBMP1318 (from Atzacoalco), AZSSBMP0460, and AZSSBMP1996 (from Azcapotzalco. 
49 AZSSBMP1546 (from the south part section of the Templo Mayor) and AZSSBMP1405 (from 
Moyotlan). 
50 AZSSBMP1984, AZSSBMP1500 (detail). 
51 AZSSBMP1985 (photograph courtesy of National Museum of Anthropology) and AZSSBMP1452. 
52 AZSSBMP0750 [from the Templo Mayor excavations], AZSSBMP0216, and AZSSBMP1997. 
53 AZSSBMP0995 (from Pasaje Catedral), AZSSBMP0232 (from Cuepopan), and AZSSBMP1588. 
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  d)     e)     f) 

    
 g)     h)     i) 

    
 j)     k)     l) 

 
 m)    
Figure 2.17. a-m). 1 Alligator, 2 Wind, 3 House, 4 Lizard, 5 Snake, 6 Death, 7 Deer, 8 
Rabbit, 9 Water, 10, Dog, 11 Monkey, 12 Grass, 13 Reed (Calendric Temple, Tlatelolco, 
North façade).54 

																																																													
54 AZSSBMP1819-AZSSBMP1831. 
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a)       b) 

Figure 2.18. Stone box, tepetlacalli, organizing the 52-year cycle in 4 tlalpilli. a-b) 13 
Acatl, 13 Tecpatl, 13 Calli, and 13 Tochtli (from Teopan), picture courtesy of National 
Museum of Anthropology.55  
 

  
  a)      b) 
Figure 2.19. Examples of ideograms,56 the composition is between the sky, on the top 
band, and the earth, the bottom one, both figures are in a belligerent scene; b) the Fire 
deity mixed with Tlaloc, the rain god, fusion indicated by the combination of colors.57 

																																																													
55 AZSSBMP0245. 
56 AZSSBMP1000.4 
57 AZSSBMP1817. 
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a)       b) 

Figure 2.20. Aquatic landscapes. a) Tlaloc-Chalchiuhtlicue diving, b) the metaphorical 
representation of the Tetzcoco Lake. 

  
a)      b) 

Figure 2.21. The indication of a person´s name through hieroglyphic signs incorporated 
in or around its figures. a) The king Ahuitzotl and his name glyph,58 b) the calendric 
name of the Plumed Serpent, Quetzalcoatl, cartouche on its back.59 

  
Figure 2.22. Difrasismo for warfare. Atl-tlachinolli from the Main Plaza (after Barrera, et 
al. 2012),60 b) slab from the same place.61 

																																																													
58 AZSSBMP0026. 
59 AZSSBMP0266. 
60 AZSSBMP1738.  
61 AZSSBMP0165. 
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a)      b)   c) 

Figure 2.23. Some examples of phonetic elements on stone sculpture. a) Acolhuacan,62 b) 
toponym of Culhuacan,63 c) Chalco.64 

   
 a)  b)    
 

 
c)   d) 

																																																													
62 AZSSBMP0681. 
63 AZSSBMP1000.5. 
64 AZSSBMP1500.4. 
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 e)    f) 
Figure 3.1. Ancient styles incorporated to the sculpture of Tenochtitlan. a) Sculpture from 
Veracruz, Huastec, b) old person (Huehueteotl?), c) Huastec plaque depicting a sacrifice 
scene (after Velázquez Castro 2006), d) Tezcatlipoca and Huitzilopochtli offering blood, 
e) skeletal figure from Teotihuacan (NHA376), f) Cihuateotl from Casa Boker.65  

 
Figure 4.0. Map of Templo Mayor (courtesy Proyecto Templo Mayor), indicating the 
place of discovery. 

																																																													
65 AZSSBMP0283. 



	 394 

  
a)                                b) 

   
c)                                    d) 

 
e) 

Figure 4.1. The oldest sculpture found in Templo Mayor.66 a) Tlaloc, frontal view, b) left 
view, c) back view, d) right view, e) top view. 

																																																													
66 AZSSBMP0001. 
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Figure 4.2. Map of Templo Mayor, Phase II (courtesy Proyecto Templo Mayor). 

   
a)                                            b) 

Figure 4.3. Calendric dates from Phase II. a) Glyph House,67 b) Glyph 2 Rabbit (?).68  

																																																													
67 AZSSBMP1509. 
68 AZSSBMP1516. 
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a)                                     b) 
Figure 4.4. Sculptures in the Huitzilopochtli Temple. a) Square, b) square.69  

 
Figure 4.5. Human face.70 

   

a)      b)       c) 

																																																													
69 AZSSBMP1538 and AZSSBMP1543. 
70 AZSSBMP1539. 
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  d)        e)  
Figure 4.6. Calendric dates from Phase II. a) 1 Dog,71 b) drawing, c) dog in Codex Cospi 
(1994:3), d) 2 Reed,72 e) drawing. 

 
Figure 4.7. Calendric dates from Phase II. a) 2 Reed (?).73 

    

a)     b)     c)     d) 

    
   e)     f)    g)  h) 

																																																													
71 AZSSBMP0003. 
72 AZSSBMP1779. 
73 AZSSBMP1789. 
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 i)  j)  k)   l)  m) 
Figure 4.8. Reliefs attached to Templo Mayor. a) Chalchihuitl,74 b) flower,75 c) 
chalchihuitl,76 d) chalchihuitl,77 e) chalchihuitl,78 f) chalchihuitl,79 g) mirror,80 h) 
chalchihuitl,81 i) chalchihuitl,82 j) chalchihuitl,83 k) chalchihuitl,84 l) chalchihuitl,85 m) 
chalchihuitl.86 

     
 a)     b)   c)  d)   e) 
Figure 4.9. Reliefs attached to Templo Mayor. a) Spiral (AZSSBMP1769), b) spiral 
(AZSSBMP1784), c) flower (AZSSBMP1781), d) yacametztli (AZSSBMP1786), e) 
yacametztli (?) (AZSSBMP1787). 

  

a)                                           b) 
Figure 4.10. Chacmool (AZSSBMP1541). a) Frontal view, b) back view. 

																																																													
74 AZSSBMP1770. 
75 AZSSBMP1771. 
76 AZSSBMP1772. 
77 AZSSBMP1773. 
78 AZSSBMP1774. 
79 AZSSBMP1775 
80 AZSSBMP1776. 
81 AZSSBMP1777. 
82 AZSSBMP1778. 
83 AZSSBMP1782. 
84 AZSSBMP1783. 
85 AZSSBMP1785. 
86 AZSSBMP1788. 
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Figure 4.11. Sacrificial stone, or techcatl.87 

 
Figure 4.12. Map of Templo Mayor, Phase III (courtesy Proyecto Templo Mayor). 

																																																													
87 AZSSBMP1540. 
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Figure 4.13. Group of sculptures found in the west façade from Phase III (after López 
Austin and López Luján 2009:360). 

   
 a)  b)    c) 
Figure 4.14. Pulque deities. a) AZSSBMP1491 (after Matadamas 2015:182), b) 
AZSSBMP1494 (after Matadamas 2015:190), c) AZSSBMP1499 (after Matadamas 
2015:201). 

     
 a)  b)    c)  d) 
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 e)  f)    
Figure 4.15. Pulque deities. a) AZSSBMP1492 (after Matadamas 2015:196), b) 
AZSSBMP1493 (after Matadamas 2015:188), c) AZSSBMP1495, d) AZSSBMP1496 
(after Matadamas 2015:194), e) AZSSBMP1497 (after Matadamas 2015:194), f) 
(AZSSBMP1498). 

   
 a)    b)   c) 

  
 d)    e) 
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Figure 4.16. Tlaloc. a) In situ (photography courtesy of Museo del Templo Mayor), b-c) 
head and helical column,88 d) human face emerging from a snake mouth,89 e) piece in situ 
(photography courtesy of Museo del Templo Mayor). 

     
 a)   b)  c)       d)   e) 
Figure 4.17. Pulque deities from outside of Tenochtitlan a) piece from Azcapotzalco,90  b) 
piece from Azcapotzalco,91 c) piece from Azcapotzalco,92 d) piece from Coatlinchan,93 e) 
piece from Chalco.94 

  
  a)    b) 
Figure 4.18. Stone box or tepetlacalli,95 b) bone found inside the Offering 29. 

																																																													
88 AZSSBMP0137. 
89 AZSSBMP1548. 
90 AZSSBMP1456. 
91 AZSSBMP1624. 
92 AZSSBMP1926. 
93 AZSSBMP1925. 
94 AZSSBMP0492. 
95 AZSSBMP1476. 
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  a)     b) 

  
  c)   d) 
Figure 4.19. Calendric dates attached to Templo Mayor. a) 1 Dog,96 b) drawing, c) 10 
Rabbit,97 d) drawing. 

   
 a)   b)   c) 
Figure 4.20. Calendric dates attached to Templo Mayor. a) Abstract figure,98 b) drawing, 
c) 12 Reed (Primeros Memoriales 1993:289-290r). 

																																																													
96 AZSSBMP1732. 
97 AZSSBMP1751. 
98 AZSSBMP1746. 



	 404 

  
  a)     b) 
Figure 4.21. Spiral attached to Templo Mayor. a) picture,99 b) drawing.  

  
  a)    b) 
Figure 4.22. Xonecuilli. a) Picture,100 b) drawing. 

  
  a)    b) 
Figure 4.23. Temple (?). a) Picture,101 b) drawing.  

																																																													
99 AZSSBMP1747. 
100 AZSSBMP1756. 
101 AZSSBMP1757. 
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  a)    b) 
Figure 4.24. Ear plug (?). a) Picture,102 b) drawing.  

  
  a)  b)    c) 
Figure 4.25. Pot. a) Picture,103 b) drawing, c) pot.104 

    
 a)   b)   c)   d) 
Figure 4.26. Reliefs attached to Templo Mayor a) Yacametzli,105 b) chalchihuitl,106 c) 
lizard,107 d) drawing. 

																																																													
102 AZSSBMP1753. 
103 AZSSBMP1749. 
104 AZSSBMP1752 
105 AZSSBMP1754. 
106 AZSSBMP1755. 
107 AZSSBMP1748 
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 a)     b) 
Figure 4.27. Calendric date 1 Rabbit. a) Picture,108 b) drawing. 

  
 a)     b) 
Figure 4.28. Calendric date (?). a) Picture,109 b) drawing. 

  
 a)      b) 
Figure 4.29. 4 Reed. a) Picture,110 b) drawing. 

																																																													
108 AZSSBMP1758. 
109 AZSSBMP1759. 
110 AZSSBMP1520. 
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 a)    b)       c) 

   
  d)   e)     f) 
Figure 4.30. Reliefs attached to Templo Mayor. a) Chalchihuitl,111 b) chalchihuitl,112 c) 
chalchihuitl,113 d) chalchihuitl,114 e) chalchihuitl,115 f) chalchihuitl.116 

 
Figure 4.31. Yacametztli.117 

																																																													
111 AZSSBMP1760. 
112 AZSSBMP1763. 
113 AZSSBMP1765. 
114 AZSSBMP1766. 
115 AZSSBMP1767. 
116 AZSSBMP1768 
117 AZSSBMP1764. 
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Figure 5.1. Map of Templo Mayor, Phases IV-IVa (courtesy Proyecto Templo Mayor). 
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a)        b)      c)     d) 

Figure 5.2. Tlaloc jar from Offering 48.118 a) Frontal view, b) left view, c) back view, d) 
top view. 

    
a)       b)      c)     d) 

Figure 5.3. Tlaloc jar from Offering 48.119 a) Frontal view, b) left view, c) back view, d) 
top view. 

    
a)        b)      c)     d) 

Figure 5.4. Tlaloc jar from Offering 48.120 a) Frontal view, b) left view, c) back view, d) 
top view. 

																																																													
118 AZSSBMP0447. 
119 AZSSBMP0505. 
120 AZSSBMP0506. 
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a)        b)      c)     d) 

Figure 5.5. Tlaloc jar from Offering 48.121 a) Frontal view, b) left view, c) back view, d) 
top view. 

    
a)        b)      c)     d) 

Figure 5.6. Tlaloc jar from Offering 48.122 a) Frontal view, b) left view, c) back view, d) 
top view. 

    
a)        b)      c)     d) 

Figure 5.7. Tlaloc jar from Offering 48.123 a) Frontal view, b) right view, c) back view, d) 
top view. 

																																																													
121 AZSSBMP0507. 
122 AZSSBMP0508. 
123 AZSSBMP0509 
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a)        b)      c)     d) 

Figure 5.8. Tlaloc jar from Offering 48.124 a) Frontal view, b) left view, c) back view, d) 
top view. 

    
a)        b)      c)     d) 

Figure 5.9. Tlaloc jar from Offering 48.125 a) Frontal view, b) left view, c) back view, d) 
top view. 

    
a)        b)      c)     d) 

Figure 5.10. Tlaloc jar from Offering 48.126 a) Frontal view, b) left view, c) back view, d) 
top view. 

																																																													
124 AZSSBMP0510. 
125 AZSSBMP0511. 
126 AZSSBMP0512. 
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a)        b)      c)     d) 

Figure 5.11. Tlaloc jar from Offering 48.127 a) Frontal view, b) right view, c) back view, 
d) top view. 

 
    a) 

  
    b) 
Figure 5.12. a) Archaeological excavation at the 2a Calle de Sta. Teresa (today 
Guatemala), displaying the slabs in situ (NHA1560), b) bench re-organized (photograph 
courtesy of Museo Nacional de Antropología). 

																																																													
127 AZSSBMP0513. 
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 a)   b) 

Figure 5.13. Relief found by Manuel Gamio in Templo Mayor, now placed in the Museo 
Nacional de Antropología.128 a) Frontal view, b) drawing. 

  
 a)   b) 

Figure 5.14. Warrior.129 a) frontal view, b) drawing. 

  
 a)    b) 
Figure 5.15. Warrior.130 a) Frontal view, b) drawing. 
																																																													
128 AZSSBMP1236. 
129 AZSSBMP1237. 
130 AZSSBMP1239. 
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 a)    b) 
Figure 5.16. Warrior.131 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.17. Warrior. 132 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.18. Warrior.133 a) Frontal view, b) drawing. 

																																																													
131 AZSSBMP1240. 
132 AZSSBMP1241. 
133 AZSSBMP1242. 
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 a)    b) 
Figure 5.19. Warrior.134 a) Frontal view, b) drawing. 

  
 a)     b) 
Figure 5.20. Warrior.135 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.21. Warrior.136 a) Frontal view, b) drawing. 

																																																													
134 AZSSBMP1243. 
135 AZSSBMP1244. 
136 AZSSBMP1245. 
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 a)    b) 
Figure 5.22. Warrior.137 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.23. Tezcatlipoca.138 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.24. Zacatapayolli.139 a) Frontal view, b) drawing. 

																																																													
137 AZSSBMP1246.  
138 AZSSBMP1247. 
139 AZSSBMP1248. 
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 a)    b) 
Figure 5.25. Warrior.140 a) Frontal view, b) drawing. 

 
 a)    b) 
Figure 5.26. Warrior.141 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.27. Warrior.142 a) Frontal view, b) drawing. 

																																																													
140 AZSSBMP1249. 
141 AZSSBMP1251. 
142 AZSSBMP1252. 
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 a)     b) 
Figure 5.28. Warriors.143 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.29. Warrior.144 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.30. Warriors.145 a) Frontal view, b) drawing. 

																																																													
143 AZSSBMP1253. 
144 AZSSBMP1254. 
145 AZSSBMP1255. 
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   a)    
Figure 5.31. Warriors.146 a) Frontal view. 

  
 a)    b) 
Figure 5.32. Warriors.147 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.33. Warriors.148 a) Frontal view, b) drawing. 

																																																													
146 AZSSBMP1258. 
147 AZSSBMP1259. 
148 AZSSBMP1261. 
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 a)    b) 
Figure 5.34. Warriors.149 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.35. Warriors.150 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.36. Warrior.151 a) Frontal view, b) drawing. 

																																																													
149 AZSSBMP1262. 
150 AZSSBMP1263. 
151 AZSSBMP1264. 
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 a)    b) 
Figure 5.37. Warrior.152 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.38. Warrior.153 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.39. Warrior.154 a) Frontal view, b) drawing. 

																																																													
152 AZSSBMP1265 
153 AZSSBMP1267. 
154 AZSSBMP1266. 
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 a)    b) 
Figure 5.40. Warrior.155 a) Frontal view, b) drawing. 

  
  a)    b) 

Figure 5.41. Warrior.156 a) Frontal view, b) drawing. 

  
 a)   b) 

Figure 5.42. Warrior.157 a) Frontal view, b) drawing. 
  

																																																													
155 AZSSBMP1268. 
156 AZSSBMP1269. 
157 AZSSBMP1270. 
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 a)   b) 
Figure 5.43. Warrior found in during excavations of the Proyecto Templo Mayor, 
probably from the south part of the temple.158 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.44. Warrior.159 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.45. Warrior.160 a) Frontal view, b) drawing (Inv. 10-265110). 

																																																													
158 AZSSBMP0209. 
159 AZSSBMP0496. 
160 AZSSBMP0579. 
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 a)    b) 
Figure 5.46. Warrior.161 a) Frontal view, b) drawing (Inv. 10-264885). 

  
  a)    b) 
Figure 5.47. Warriors.162 a) Frontal view, b) drawing (Inv. 10-264894). 

  
 a)    b) 

Figure 5.48. Warriors.163 a) Frontal view, b) drawing (Inv. 10-262556). 

																																																													
161 AZSSBMP0581. 
162 AZSSBMP0584. 
163 AZSSBMP0588. 
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 a)   b) 
Figure 5.49. Warrior, from House of the Eagles (?)164 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.50. Warrior.165 a) Frontal view, b) drawing. 

  
 a)    b) 

Figure 5.51. Warriors (from House of the Eagles?).166 a) Frontal view, b) drawing. 

																																																													
164 AZSSBMP0591. 
165 AZSSBMP0592. 
166 AZSSBMP0593. 
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 a)    b) 
Figure 5.52. Warrior (from House of the Eagles?).167 a) Frontal view, b) drawing. 

  
   a)     b) 
Figure 5.53. Warrior.168 a) Frontal view, b) drawing (Inv. 10-262556). 

 
a) 

Figure 5.54. Warriors (from House of the Eagles?)169 a) Frontal view, b) drawing. 

																																																													
167 AZSSBMP0602. 
168 AZSSBMP0608. 
169 AZSSBMP0676. 



	 427 

 
 a)    b) 
Figure 5.55. Warrior.170 a) Frontal view, b) drawing. 

 
 a)    b) 
Figure 5.56. Warrior.171 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.57. Warrior.172 a) Frontal view, b) drawing. 

																																																													
170 AZSSBMP1181. 
171 AZSSBMP1182. 
172 AZSSBMP1183. 
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 a)    b) 
Figure 5.58. Warrior.173 a) Frontal view, b) drawing. 

  
 a)     b) 
Figure 5.59. Warriors.174 a) Frontal view, b) drawing. 

  
  a)    b) 
Figure 5.60. Warrior.175 a) Frontal view, b) drawing. 

																																																													
173 AZSSBMP1184. 
174 AZSSBMP1185. 
175 AZSSBMP1188. 
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 a)   b) 
Figure 5.61. Warrior (?).176 a) Frontal view, b) drawing.  

  
 a)    b) 
Figure 5.62. Warriors.177 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.63. Warrior.178 a) Frontal view, b) drawing. 

																																																													
176 AZSSBMP1190. 
177 AZSSBMP1192. 
178 AZSSBMP1195. 
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 a)    b) 
Figure 5.64. Warrior.179 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.65. Warrior.180 a) Frontal view, b) drawing, note the spear in the chest. 

 
 a)    b) 
Figure 5.66. Warrior.181 a) Frontal view, b) drawing. 

																																																													
179 AZSSBMP1196. 
180 AZSSBMP1199. 
181 AZSSBMP1228. 
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 a)    b) 
Figure 5.67. Warrior.182 a) Frontal view, b) drawing. 

 
 a)    b) 
Figure 5.68. Warrior.183 a) Frontal view, b) drawing. 

  
 a)    b) 
Figure 5.69. Warrior.184 a) Frontal view, b) drawing. 

																																																													
182 AZSSBMP1230. 
183 AZSSBMP1231. 
184 AZSSBMP1600. 
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 a)    b) 
Figure 5.70. Warrior.185 a) Frontal view, b) drawing. 

  
 a)   b) 
Figure 5.71. Warrior.186 a) Frontal view, b) drawing. 

  
 a)     b) 
Figure 5.72. Snake found in during excavations of the Proyecto Templo Mayor. a) 
Frontal view,187 b) Tenochca high status captain headdress Tlacochcalcatl in the Codex 
Mendoza (1992:67r). 

																																																													
185 AZSSBMP1723. 
186 AZSSBMP1728. 
187 AZSSBMP0564. 
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 a) 
Figure 5.73. Plumed serpent.188 a) Frontal view. 

 
 a) 
Figure 5.74. Plumed serpent.189 a) Frontal view. 

.  
 a) 
Figure 5.75. Snake (Inv. 10-265130 15/15).190 a) Frontal view. 

  
 a)     b) 

Figure 5.76. Snake (Inv. 10-265130 15/15).191 a) Frontal view, b) drawing, note the jade 
beads inside the body. 

																																																													
188 AZSSBMP0565. 
189 AZSSBMP0566. 
190 AZSSBMP0570. 
191 AZSSBMP0571. 
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 a)    b) 
Figure 5.77. Plumed serpent (Inv. 10-265130 1/15).192 a) Frontal view, b) 

drawing. 

  
 a)    b)   c) 

Figure 5.78. Plumed serpent.193 a) frontal view (Inv. 10-265130 8/15), 7.2), b) drawing, 
c) top view. 

  
 a)     b)    c) 
Figure 5.79. Plumed serpent.194 a) frontal view (Inv. 10-265130 7/15), b) drawing, c) top 
view. 

 
 a) 
Figure 5.80. Plumed serpent (from House of the Eagles?).195 a) frontal view (Inv. 10-
265130 4/15).  

																																																													
192 AZSSBMP0572. 
193 AZSSBMP0573. 
194 AZSSBMP0574. 
195 AZSSBMP0575. 
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a)      b) 

Figure 5.81. Plumed serpent.196 a) frontal view (Inv. 10-265130), b) top view. 

 
a) 

Figure 5.82. Plumed serpent.197 a) Frontal view (Inv. 10-265130 13/15). 

 
a) 

Figure 5.83. Plumed serpent (?)198 a) frontal view. 

																																																													
196 AZSSBMP0576. 
197 AZSSBMP0580. 
198 AZSSBMP0583. 
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a) 

Figure 5.84. Plumed serpent.199 a) Frontal view (Inv. 10-265130 5/15). 

 
a) 

Figure 5.85. Plumed serpent.200 a) Frontal view (Inv. 10-265130 5/15). 

  
 a)     b) 

Figure 5.86. Plumed serpent.201 a) Frontal view (Inv. 10-265130 12/15), b) drawing. 

 
a) 

Figure 5.87. Plumed serpent.202 a) Frontal view (Inv. 10-265130 6/15). 

																																																													
199 AZSSBMP0585. 
200 AZSSBMP0587. 
201 AZSSBMP0589. 
202 AZSSBMP0603. 
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a) 

Figure 5.88. Plumed serpent.203 a) Frontal view (in situ). 

 
a) 

Figure 5.89. Plumed serpent.204 a) Frontal view. 

  
 a)     b) 

Figure 5.90. Plumed serpent.205 a) Frontal view, b) drawing. 

 
a) 

Figure 5.91. Plumed serpent.206 a) Frontal view. 

																																																													
203 AZSSBMP0622. 
204 AZSSBMP1007. 
205 AZSSBMP1415. 
206 AZSSBMP1416. 
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 a)     b) 

Figure 5.92. Plumed serpent.207 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.93. Plumed serpent.208 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.94. Plumed serpent.209 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.95. Plumed serpent.210 a) Frontal view, b) drawing. 

																																																													
207 AZSSBMP1417. 
208. AZSSBMP1418 
209 AZSSBMP1419. 
210 AZSSBMP1420. 
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 a)     b) 

Figure 5.96. Plumed serpent.211 a) Frontal view, b) drawing. 

 
a) 

Figure 5.97. Plumed serpent.212 a) Frontal view. 

  
a)       b) 

Figure 5.98. Plumed serpent.213 a) Frontal view, b) drawing. 

  
a)  b) 

Figure 5.99. Plumed serpent.214 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.100. Plumed serpent.215 a) Frontal view, b) drawing. 

																																																													
211 AZSSBMP1421. 
212 AZSSBMP1422. 
213 AZSSBMP1423. 
214 AZSSBMP1424. 
215 AZSSBMP1425. 
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 a)     b) 

Figure 5.101. Plumed serpent.216 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.102. Plumed serpent.217 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.103. Snake.218 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.104. Plumed serpent.219 a) Frontal view, b) drawing. 

																																																													
216 AZSSBMP1426. 
217 AZSSBMP1427. 
218 AZSSBMP1428. 
219 AZSSBMP1429. 
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a) 

Figure 5.105. Snake.220 a) Frontal view. 

  
 a)     b) 

Figure 5.106. Plumed serpent.221 a) Frontal view, b) drawing.  

  
 a)     b) 

Figure 5.107. Cloud serpent.222 a) Frontal view, b) drawing. 

																																																													
220 AZSSBMP1430. 
221 AZSSBMP1431. 
222 AZSSBMP1432. 
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 a)     b) 

Figure 5.108. Plumed serpent.223 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.109. Plumed serpent.224 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.110. Plumed serpent.225 a) Frontal view, b) drawing.  

																																																													
223 AZSSBMP1433. 
224 AZSSBMP1434. 
225 AZSSBMP1435. 
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a) 

Figure 5.111. Plumed serpent.226 a) Frontal view. 

  
 a)     b) 

Figure 5.112. Plumed serpent.227 a) Frontal view, b) drawing.  

  
 a)     b) 

Figure 5.113. Plumed serpent.228 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.114. Plumed serpent.229 a) Frontal view, b) drawing. 

																																																													
226 AZSSBMP1436. 
227 AZSSBMP1437. 
228 AZSSBMP1438. 
229 AZSSBMP1439. 
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 a)     b) 

Figure 5.115. Plumed serpent.230 a) Frontal view, b) drawing. 

 
a) 

Figure 5.116. Plumed serpent.231 a) Frontal view (in situ). 

 
a) 

Figure 5.117. Plumed serpent.232 a) Frontal view (in situ). 

																																																													
230 AZSSBMP1440. 
231 AZSSBMP1793. 
232 AZSSBMP1794. 
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a) 

Figure 5.118. Plumed serpent.233 a) Frontal view (in situ). 

 
a) 

Figure 5.119. Plumed serpent.234 a) Frontal view (in situ). 

  
 a)     b) 

Figure 5.120. Plumed serpent.235 a) Frontal view, b) drawing.  

 
 a)     b) 

Figure 5.121. Plumed serpent.236 a) Frontal view b) drawing. 
																																																													
233 AZSSBMP1795. 
234 AZSSBMP1796. 
235 AZSSBMP1797. 
236 AZSSBMP1799. 



	 446 

  
 a)     b) 

Figure 5.122. Plumed serpent.237 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.123. Plumed serpent.238 a) Frontal view, b) drawing.  

 
 a)   b) 

Figure 5.124. Plumed serpent.239 a) Frontal view, b) drawing. 

 
a) 

Figure 5.125. Plumed serpent.240 a) Frontal view. 

																																																													
237 AZSSBMP1800. 
238 AZSSBMP1801. 
239 AZSSBMP1802. 
240 AZSSBMP1803. 
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a) 

Figure 5.126. Plumed serpent.241 a) Frontal view.  

 
a) 

Figure 5.127. Plumed serpent.242 a) Frontal view.  

  
 a)     b) 

Figure 5.128. Plumed serpent.243 a) Frontal view, b) drawing. 

  
 a)      b) 

Figure 5.129. Snake.244 a) Frontal view, b) drawing. 
																																																													
241 AZSSBMP1804. 
242 AZSSBMP1805. 
243 AZSSBMP1806. 
244 AZSSBMP1807. 
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 a)   b) 

Figure 5.130. Plumed serpent.245 a) Frontal view, b) drawing. 

  
 a)   b) 

Figure 5.131. Plumed serpent.246 a) Frontal view, b) drawing. 

  
 a)   b) 

Figure 5.132. Plumed serpent.247 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.133. Plumed serpent.248 a) Frontal view, b) drawing. 

  
 a)     b) 

Figure 5.134. Plumed serpent.249 a) frontal view, b) drawing. 

																																																													
245 AZSSBMP1808. 
246 AZSSBMP1809. 
247 AZSSBMP1810. 
248 AZSSBMP1811. 
249 AZSSBMP1813. 
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 a)   b) 

Figure 5.135. Reliefs found in the north part of the Templo Mayor depicting a 
Tlaloque.250 a) Frontal view, b) drawing. 

  
a)  b) 

Figure 5.136. Tlaloque (Inv. 10-265130 9/15).251 a) Frontal view, b) drawing. 

  
a)   b) 

Figure 5.137. Tlaloque (Inv. 10-264899).252 a) Frontal view, b) drawing. 

																																																													
250 AZSSBMP0497. 
251 AZSSBMP0569. 
252 AZSSBMP0594. 
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a)     b) 

Figure 5.138. Tlaloque (Inv. 10-265116).253 a) Frontal view, b) drawing. 

  
a)   b) 

Figure 5.139. Tlaloque (in situ).254 a) Frontal view, b) drawing. 

  
a)   b) 

Figure 5.140. Tlaloque (in situ).255 a) Frontal view, b) drawing. 

																																																													
253 AZSSBMP0605. 
254 AZSSBMP0610. 
255 AZSSBMP0611. 
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a)    b) 

Figure 5.141. Tlaloque (in situ).256 a) Frontal view, b) drawing. 

  
a)     b) 

Figure 5.142. Tlaloque (in situ).257 a) Frontal view, b) drawing. 

  
a)      b) 

Figure 5.143. Tlaloque (in situ).258 a) Frontal view, b) drawing. 

																																																													
256 AZSSBMP0612. 
257 AZSSBMP0613. 
258 AZSSBMP0614. 
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a)     b) 

Figure 5.144. Tlaloque (in situ).259 a) Frontal view, b) drawing. 

  
a)     b) 

Figure 5.145. Tlaloque (in situ).260 a) Frontal view, b) drawing. 

  
a)   b) 

Figure 5.146. Tlaloque (in situ).261 a) Frontal view, b) drawing. 

																																																													
259 AZSSBMP0615. 
260 AZSSBMP0616. 
261 AZSSBMP0617. 
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a)  b) 

Figure 5.147. Tlaloque (in situ).262 a) Frontal view, b) drawing. 

  
a)   b) 

Figure 5.148. Tlaloque (in situ).263 a) Frontal view, b) drawing. 

 
a)   b) 

Figure 5.149. Tlaloque (in situ).264 a) Frontal view, b) drawing. 

																																																													
262 AZSSBMP0618. 
263 AZSSBMP0619. 
264 AZSSBMP0620. 
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a)      b) 

Figure 5.150. Tlaloque.265 a) Frontal view, b) drawing. 

  
a)    b) 

Figure 5.151. Tlaloque.266 a) Frontal view (note the blue color on background), b) 
drawing. 

 
a)      b) 

Figure 5.152. Tlaloque.267 a) Frontal view, b) drawing. 
																																																													
265 AZSSBMP0683. 
266 AZSSBMP1180. 
267 AZSSBMP1186. 
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a)      b) 

Figure 5.153. Tlaloque.268 a) Frontal view, b) drawing. 

   
a)   b) 

Figure 5.154. Tlaloque.269 a) Frontal view, b) drawing. 

  
a)  b) 

Figure 5.155. Tlaloque.270 a) Frontal view, b) drawing. 

																																																													
268 AZSSBMP1187. 
269 AZSSBMP1191. 
270 AZSSBMP1194. 
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a)   b) 

Figure 5.156. Tlaloque.271 a) Frontal view, b) drawing. 

  
a)   b) 

Figure 5.157. Tlaloque.272 a) Frontal view, b) drawing. 

 
a)   b) 

Figure 5.158. Tlaloque.273 a) Frontal view, b) drawing. 

																																																													
271 AZSSBMP1232.  
272 AZSSBMP1685. 
273 AZSSBMP1722. 
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a)     b) 

Figure 5.159. Tlaloque.274 a) Frontal view, b) drawing. 

  
a)   b) 

Figure 5.160. Tlaloque (?).275 a) Frontal view, b) drawing. 

  
a)    b) 

Figure 5.161. Tlaloque.276 a) Frontal view, b) drawing. 
  

																																																													
274 AZSSBMP1724. 
275 AZSSBMP1725. 
276 AZSSBMP1726. 



	 458 

 
a)       b) 

Figure 5.162. Tlaloque.277 a) Stone box or tepetlacalli, b) sculpture in Museo Frida Kahlo 
or Casa Azul.278 

  
a)     b) 

Figure 5.163. Corn or water deity found in during excavations of the Proyecto Templo 
Mayor,279 probably from the north part of the temple. a) Frontal, b) drawing. 

																																																													
277 AZSSBMP1531. 
278 AZSSBMP1792. 
279 AZSSBMP0419. 
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a)    b) 

Figure 5.164. Corn or water deity.280 a) Frontal, b) drawing 

 
a)     b) 

Figure 5.165. Chicomecoatl (?) or water deity.281 

  
a)    b) 

Figure 5.166. Chalchiuhtlicue (?) a) Frontal view, b) drawing.282 

																																																													
280 AZSSBMP1189. 
281 AZSSBMP1197. 
282 AZSSBMP1198. 
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a)       b) 

Figure 5.167. Chalchiuhtlicue.283 

 
a)      b) 

Figure 5.168. Chalchiuhtlicue.284 a) Frontal view, b) drawing. 

  
a)     b) 

Figure 5.169. a) Mayahuel (Codex Magliabechiano 1996:58r); b) Chicomecoatl’s 
impersonator (Codex Borbonicus 1991:30). 

																																																													
283 AZSSBMP1227. 
284 AZSSBMP1229. 
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 a)    b)    c)   d) 
Figure 5.170. Xiuhtecuhtli.285 From Chamber III. a) frontal, b) left view, c) back view, d) 
right view. 

   
  a)       b) 
Figure 5.171. Drum or teponaztli, from Chamber III.286 a) Frontal view, b) back view. 

   
 a)    b)    c) 
Figure 5.172. Teponaztli.287 a) Frontal view, b) back view, c) left view. 

    
 a)    b)    c) 
Figure 5.173. Teponaztli.288 a) Frontal view, b) back view, c) left view. 

																																																													
285 AZSSBMP0514. 
286 AZSSBMP0398. 
287 AZSSBMP0421. 
288 AZSSBMP0423. 
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 a)    b)    c) 
Figure 5.174. Teponaztli.289 a) Frontal view, b) back view, c) left view. 

   
 a)    b)    c) 
Figure 5.175. Teponaztli.290 a) Frontal view, b) back view, c) left view. 

   
 a)    b)    c) 
Figure 5.176. Teponaztli.291 a) Frontal view, b) back view, c) left view. 

   
 a)    b)    c) 
Figure 5.177. Teponaztli.292 a) Frontal view, b) back view, c) left view. 

																																																													
289 AZSSBMP0424. 
290 AZSSBMP0425. 
291 AZSSBMP0426. 
292 AZSSBMP0427. 
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a)   b)   c)   d) 

Figure 5.178. Rattle or chicahuaztli,293 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

                     
a)   b)   c)   d) 

Figure 5.179. Rattle or chicahuaztli,294 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

      
a)   b)    c)   d) 

Figure 5.180. Rattle or chicahuaztli,295 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 
																																																													
293 AZSSBMP0431. 
294 AZSSBMP0432. 
295 AZSSBMP0433. 
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a)   b)   c)   d) 

Figure 5.181. Rattle or chicahuaztli,296 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

    
a)   b)    c)   d) 

Figure 5.182. Rattle or chicahuaztli,297 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

     
a)   b)   c)   d) 

Figure 5.183. Rattle or chicahuaztli,298 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) bottom view. 

																																																													
296 AZSSBMP0434. 
297 AZSSBMP0435. 
298 AZSSBMP0439. 
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a)   b)   c)       d) 
Figure 5.184. Rattle or chicahuaztli,299 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

    
a)   b)   c)   d) 

Figure 5.185. Rattle or chicahuaztli,300 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

    
a)   b)   c)   d) 

Figure 5.186. Rattle or chicahuaztli,301 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 
																																																													
299 AZSSBMP0440. 
300 AZSSBMP0441. 
301 AZSSBMP0442. 
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a)   b)   c)   d) 

Figure 5.187. Rattle or chicahuaztli,302 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

    
a)  b)   c)   d) 

Figure 5.188. Rattle or chicahuaztli,303 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

    
a)   b)   c)   d) 

Figure 5.189. Rattle or chicahuaztli,304 probably the Templo Mayor. a) Frontal view, b) 
left view, c) back view, d) right view. 

																																																													
302 AZSSBMP0443. 
303 AZSSBMP0444. 
304 AZSSBMP0445. 
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a)      b) 

Figure 5.190. Rattle or chicahuaztli or a trumpet.305. a) Frontal view, b) drawing, from 
House of the Eagles (Barrera Rodríguez and Rubio García 2003).

   

a)     b)       c)  
Figure 5.191. Lid of Chamber III.306 a) frontal, b) back; c) perspective of the cache box. 
From the Main Temple excavations, in situ. 

   

a)      b)    c) 
Figure 5.192. Stone box or tepetlacalli.307 Offering 18. a) Interior of the piece, b) left 
view, c) lid, bottom view. 

																																																													
305 AZSSBMP0484. 
306 AZSSBMP0621. 
307 AZSSBMP0684 note the abundant red color. 
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a)    

Figure 5.193. Stone box or tepetlacalli.308 Offering 19. a) Interior of the piece. 

 
 a) 
Figure 5.194. Stone box or tepetlacalli.309 Offering 97. a) Interior of the piece. 

 
     f) 
Figure 5.195. a) Cross section drawing of the offerings (after López Austin and López 
Luján 2019:328). 

																																																													
308 AZSSBMP1489. 
309 AZSSBMP1474. 
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a)     b) 

Figure 5.196. a) Snakes intertwined, coapetlatl,310 “mat of snakes.” a) Frontal view b) 
drawing. 

 
 a) 
Figure 5.197. a) Shield, spears, and banner frontal view,311 from the Main Temple 
excavations. 

 
1.1)  

Figure 5.198. Relief probably found in the Main Plaza, textile attire.312 
																																																													
310 AZSSBMP0223. 
311 AZSSBMP0597. 
312 AZSSBMP0153. 
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a)    b) 

Figure 5.199. a) Turquoise attire, yacaxihuitl (photograph courtesy Programa de 
Arqueología Urbana),313 2.1) drawing. 

   
a)    b) 

Figure 5.200. a) Victorious warrior singing and dancing (after Barrera Rodríguez et al 
2012),314 b) drawing 

  
a)     b) 

Figure 5.201. a) Eagle dancing and singing,315 b) drawing. 

																																																													
313 AZSSBMP0154. 
314 AZSSBMP0155. 
315 AZSSBMP0156. 
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a)    b) 

Figure 5.202. a) Tlaloc (photograph by Leonardo López Luján),316 b) drawing. 

    
a)    b) 

Figure 5.203. a) Calendric date 1 Snake and plumed serpent (photograph by Leonardo 
López Luján),317 b) drawing.  

    
a)    b) 

Figure 5.204. a) calendric date 2 Reed (photograph by Leonardo López Luján),318 b) 
drawing.  
																																																													
316 AZSSBMP0157. 
317 AZSSBMP0158. 
318 AZSSBMP0159. 
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a)    b) 

Figure 5.205. a) Paper adornment, amacuexpalli,319 b) drawing. 

 
a) 

Figure 5.206. a) Paper adornment, amacuexpalli (photograph by Leonardo López 
Luján).320 

  
a)    b) 

Figure 5.207. a) Paper adornment, amacuexpalli (photograph by Leonardo López 
Luján),321 b) drawing. 

																																																													
319 AZSSBMP0160. 
320 AZSSBMP0161. 
321 AZSSBMP0162. 



	 473 

 
a)    b) 

Figure 5.208. a) Paper adornment, amacuexpalli,322 b) drawing. 

  
a) 

Figure 5.209. a) Paper adornment, amacuexpalli.323  

  
a)     b) 

Figure 5.210. a) Difrasismo, atl-tlachinolli,324 13.2) drawing. 

																																																													
322 AZSSBMP0163. 
323 AZSSBMP0164. 
324 AZSSBMP0165. 
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a)     b) 

Figure 5.211. a) Headdress made of heron feathers, paper and rope, aztatzontli 
(photograph by Leonardo López Luján),325 b) drawing. 
 

  
a)      b) 

Figure 5.212. a) Human in the afterlife transformed on butterfly,326 15.2) drawing. 

   
a)    b) 

Figure 5.213. a) Wind emerging, maybe a singing scroll (photograph by Leonardo López 
Luján),327 b) drawing. 
																																																													
325 AZSSBMP0166. 
326 AZSSBMP0167. 
327 AZSSBMP0168. 
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a)    b)    c) 

Figure 5.214. a) Wind emerging from a trumpet (photograph by Leonardo López 
Luján),328 b) drawing, c) trumpet from Codex Tudela 1980:66r). 

  
a)   b) 

Figure 5.215. a) Funerary attire cuexcochtechimalli,329 b) drawing. 

  
a)   b) 

Figure 5.216. a) Funerary attire cuexcochtechimalli (Barrera Rodríguez 2017:168í),330 b) 
drawing. 

																																																													
328 AZSSBMP0169. 
329 AZSSBMP0170. 
330 AZSSBMP0171. 
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a)   b) 

Figure 5.217. a) Funerary attire cuexcochtechimalli,331 b) drawing. 

   
a)   b) 

Figure 5.218. a) Smoking dart,332 b) drawing.  

  
a)    b) 

Figure 5.219. a) Eagle dancing,333 b) drawing. 

																																																													
331 AZSSBMP0172. 
332 AZSSBMP0173. 
333 AZSSBMP0174. 

0 10 cm
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a)      b) 

Figure 5.220. a) Flower emanating aroma (picture courtesy Programa de Arqueología 
Urbana),334 b) drawing. 

  
a)     b) 

Figure 5.221. a) Flower emanating aroma (photograph by Leonardo López Luján),335 b) 
drawing. 

   
a)      b) 

Figure 5.222. a) Flower (after Barrera Rodríguez 2017:171),336 b) drawing. 

																																																													
334 AZSSBMP0175. 
335 AZSSBMP0177. 
336 AZSSBMP0178. 
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a)   b) 

Figure 5.223. a) Corn plant emerging from a jade bead (photograph by Leonardo López 
Luján),337 b) drawing. 

 
a)     b) 

Figure 5.224. a) Bundle of spears burning,338 b) drawing. 

  
a)      b) 

Figure 5.225. a) Smoking dart,339 b) drawing. 
																																																													
337 AZSSBMP0179. 
338 AZSSBMP0180. 
339 AZSSBMP0181. 
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a)    b) 

Figure 5.226. a) Smoking dart,340 b) drawing.  

 
a)    b) 

Figure 5.227. a) Smoking dart (after Barrera Rodríguez 2017154),341 b) drawing. 

  
a)   b) 

Figure 5.228. a) Defeated warrior crying and singing (after Barrera et al. 2012),342 b) 
drawing. 

																																																													
340 AZSSBMP0182. 
341 AZSSBMP0183. 
342 AZSSBMP0184. 
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a)    b) 

Figure 5.229. a) Defeated warrior crying and singing (after Barrera et al. 2012),343 b) 
drawing. 

   
a)    b) 

Figure 5.230. a) Defeated warrior crying (photograph by Leonardo López Luján),344 b) 
drawing. 

  
a)   b) 

Figure 5.231. a) Rattle snake undulling (after Barrera Rodríguez 2017:154),345 b) 
drawing. 
																																																													
343 AZSSBMP0185. 
344 AZSSBMP0186. 
345 AZSSBMP0187. 
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a) 

Figure 5.232. a) Rattle snake undulling (photograph courtesy Programa de Arqueología 
Urbana),346 b) drawing. 

   
a)   b) 

Figure 5.233. a) Spring emanating clouds with rain (photograph by Leonardo López 
Luján),347 b) drawing. 

 
 a)   b) 
Figure 5.234. a) Textile (after Vázquez Vallin 2019),348 b) drawing. 

																																																													
346 AZSSBMP0188. 
347 AZSSBMP0189. 
348 AZSSBMP0190. 
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a)    b) 

Figure 5.235. a) Tlaloc inside a spring (photograph by Leonardo López Luján),349 b) 
drawing. 

 
a)     b) 

Figure 5.236. a) Tlaloc (photograph by Leonardo López Luján),350 b) drawing. 

  
a)    b) 

Figure 5.237. a) Tlaloc (photograph by Leonardo López Luján),351 b) drawing. 

																																																													
349 AZSSBMP0191. 
350 AZSSBMP0192. 
351 AZSSBMP0193. 
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a)     b) 

Figure 5.238. a) Tlaloc (photograph by Leonardo López Luján),352 b) drawing. 

  
a)     b) 

Figure 5.239. a) Tlaloc (photograph by Leonardo López Luján),353 b) drawing. 

  
a)      b) 

Figure 5.240. a) Human in the afterlife, transformed on butterfly,354 b) drawing. 

																																																													
352 AZSSBMP0194. 
353 AZSSBMP0195. 
354 AZSSBMP0196. 
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 a) 
Figure 5.241. a) Butterfly.355 

  
 a) 
Figure 5.242. a) Tlaloc.356 

  
a)     b) 

Figure 5.243. a) Tlaloc (photograph by Leonardo López Luján),357 b) drawing. 

																																																													
355 AZSSBMP0198. 
356 AZSSBMP0199. 
357 AZSSBMP0200. 
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a)     b) 

Figure 5.244. a) Tlaloc (photograph by Leonardo López Luján),358 b) drawing. 

 
a)    b) 

Figure 5.245. a) Tlaloc (photograph by Leonardo López Luján),359 b) drawing. 

  
 a)      b) 
Figure 5.246. a) Tlaloc (photograph by Leonardo López Luján),360 b) drawing. 

																																																													
358 AZSSBMP0201. 
359 AZSSBMP0202. 
360 AZSSBMP0203. 
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a)    b) 

Figure 5.247. a) Tlaloc (photograph by Leonardo López Luján),361 b) drawing. 

  
a)   b) 

Figure 5.248. a) Tlaloc,362 51.2) drawing. 

  
a)    b) 

Figure 5.249. a) Tlaltecuhtli (photograph by Leonardo López Luján),363 b) drawing. 
																																																													
361 AZSSBMP0204. 
362 AZSSBMP0205. 
363 AZSSBMP0206. 
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a)     b) 

 
 c) 
Figure 5.250. a) Tlaltecuhtli (photograph by Leonardo López Luján),364 b) drawing, c) 
sculpture (made on alabaster) from Chamber III. 

 
a)   b) 

Figure 5.251. a) Textile (?),365 b) drawing. 

																																																													
364 AZSSBMP0207. 
365 AZSSBMP0208. 
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a)      b) 

Figure 5.252. a) Shield, spears, and banner,366 b) drawing. 

  
a)     b) 

Figure 5.253. a) Tlaloc (photograph by Leonardo López Luján),367 b) drawing. 

  
a)    b) 

Figure 5.254. a) Textile (?) (Inv. 10-265130 2/15),368 b) drawing. 

																																																													
366 AZSSBMP0210. 
367 AZSSBMP0211. 
368 AZSSBMP0577. 
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  a) 
Figure 5.255. a) Turquoise ornament, yacaxiuhitl, note the iron remains on the surface, 
maybe pyrite.369 

 
a)    b) 

Figure 5.256. a) Flower expelling aroma,370 b) drawing. From Escalerillas excavations. 

   
a)     b)    c) 

Figure 5.257. a) Jaguar crying and singing, from Escalerillas excavations,371 b) drawing, 
60.3) jaguar from Codex Borbonicus (1991:11). 
																																																													
369 AZSSBMP0776. 
370 AZSSBMP0813. 
371 AZSSBMP0816. 
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 a) 
Figure 5.258. a) Spears bundle,372 from Escalerillas excavations (?) 

  
 a)     b) 
Figure 5.259. a) Flower,373 from Escalerillas excavation (?), b) drawing. 

 
 a) 
Figure 5.260. a) Tlaloc.374 

																																																													
372 AZSSBMP0820. 
373 AZSSBMP0837. 
374 AZSSBMP0869. 
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 a) 
Figure 5.261. a) Yacaxihuitl from Escalerillas excavation.375 

 
 a) 
Figure 5.262. a) Tlaloc.376 

 
a)   b) 

Figure 5.263. a) Victorious warrior singing and dancing,377 b) drawing. 

																																																													
375 AZSSBMP0928. 
376 AZSSBMP1093. 
377 AZSSBMP1662. 
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 a) 
Figure 5.264. a) Double ears of maize, cemmaitl.378 

  
a)     b) 

Figure 5.265. a) Cloud or trumpet,379 b) drawing. 

  
a)     b) 

Figure 5.266. a) Human singing in the afterlife, transformed on butterfly (after Barrera et 
al 2012:22),380 b) drawing. 

																																																													
378 AZSSBMP1663. 
379 AZSSBMP1667. 
380 AZSSBMP1735. 
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a)     b) 

Figure 5.267. a) Flower (after Barrera Rodríguez 2017:170),381 b) drawing. 

 
a)     b) 

Figure 5.268. a) Flower or turquoise,382 b) drawing. 

  
a)     b) 

Figure 5.269. a) Difrasismo, atl-tlachinolli (after Barrera et al 2012:22),383 b) drawing.  
																																																													
381 AZSSBMP1736. 
382 AZSSBMP0853. 
383 AZSSBMP1738. 
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a)     b) 

Figure 5.270. a) Cloud (after Barrera Rodríguez 2017:154),384 b) drawing.  

  
a)     b) 

Figure 5.271. a) 1 House (?).385 (photograph courtesy of Museo del Templo Mayor),386 b) 
drawing.  

  
a)     b) 

Figure 5.272. a) Turquoise ornament.387 b) drawing.  

 
a) 

Figure 5.273. a) Bird wing,388 b) drawing.  

																																																													
384 AZSSBMP1739. 
385 AZSSBMP0224. 
386 AZSSBMP1639. 
387 AZSSBMP0836. 
388 AZSSBMP1671. 
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  a)    b)    c) 

   
  d)     e)    f) 

   
  g)    h)    i) 
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  j)    k) 
Figure 5.274.389 Conquest depicted on the Motecuhzoma I Stone. a) Culhuacan, b) 
Tenayuca, c) Xochimilco, d) Chalco, e) Tamazulapan, f) Acolman, g) Tecaxic, h) 
Tlatelolco, i) Teotitlan, j) Mixtlan, k) Cuetlaxtla. 

  
  a)      b) 
Figure 5.275. Temple of Ehecatl, Pino Suárez metro station. a) During the excavations 
(after Gussinyer 1969b:30), b) detail of the discovery. 

																																																													
389 AZSSBMP1500. 
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  a)     b) 
Figure 5.276. a) Monkey (AZSSBMP0240),390 b) tail (detail).  

 
 a)   b) 

 
 c)     d) 
Figure 5.277. Calendric dates embedded in the Pino Suárez temple. a) 2 Reed, b) 3 
Wind.391 

																																																													
390 AZSSBMP0240. 
391 AZSSBMP1514 and AZSSBMP0420. 
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  a)    b)   

   
c)     d) 

Figure 5.278.392 Stone box, tepetlacalli. a) calendric dates 13 Rabbit and 13 Reed, b) 13 
Flint and 13 House, c) Tlaltecuhlti carved at the bottom, d) extraction of the piece 
(pictures courtesy of Museo Nacional de Antropología) 

  
  a)    b 
Figure 5.279.393 a) Frog found inside the offering. a) Frontal view, b) left view. 

																																																													
392. AZSSBMP0245. 
393 AZSSBMP1816. 
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  a)    b)    c) 
Figure 5.280.394 Stone box, tepetlacalli found in front the temple. a) Box and lid, b) 
inside the piece, note the black and blue paint, c) artifacts found inside, Teotihuacan 
vessels (pictures courtesy of Museo Nacional de Antropología). 

  
  a)    b) 

  
  c)    d) 
Figure 5.281.395 Nappatecuhtli. a) frontal view, b) left view, c) back view, d) right view 
(pictures courtesy of Museo Nacional de Antropología). 

																																																													
394 AZSSBMP1620. 
395 AZSSBMP1817. 
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 a) 
Figure 5.282. Huehueteotl found in the Ehecatl temple. a) frontal view. 396 

    
  a)    b)   c) 

  
  d)    e)   f) 

   
  g)    h)   i) 

    
  j)    k)   l) 
																																																													
396 AZSSBMP1818.  



	 501 

 
  m) 
Figure 5.283. Tlatelolco, Calendar Temple, north façade a) 1 Alligator,397 b) 2 Wind,398 
1.3) 3 House,399 1.4) 4 Lizard,400 1.5) 5) 5 Snake,401 1.6) 6 Dead,402 1.7) 7 Deer,403 1.8) 8 
Rabbit,404 1.9) 9 Water,405 1.10) 10 Dog,406 1.11) 11 Monkey,407 1.12) 12 Grass,408 1.13) 
13 Reed.409 

    
  a)    b)   c) 

   
  d)    e)   f) 

																																																													
397 AZSSBMP1819. 
398 AZSSBMP1820. 
399 AZSSBMP1821. 
400 AZSSBMP1822. 
401 AZSSBMP1823. 
402 AZSSBMP1824. 
403 AZSSBMP1825. 
404 AZSSBMP1826. 
405 AZSSBMP1827. 
406 AZSSBMP1828. 
407 AZSSBMP1829. 
408 AZSSBMP1830. 
409 AZSSBMP1831 
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  g)    h)   i) 

   
  j)    k)   l) 

 
  m) 
Figure 5.284. Tlatelolco, Calendar Temple, east façade a) 1 Jaguar,410 b) 2 Eagle,411 c) 3 
Vulture,412 d) 4 Movement,413 e) 5 Flint,414 f) 6 Rain,415 g) 7 Flower,416 h) 8 Alligator,417 
i) 9 Wind,418 j) 10 House,419 k) 11 Lizard,420 l) 12 Snake,421 m) 13 Dead.422 

																																																													
410 AZSSBMP1832. 
411 AZSSBMP1833. 
412 AZSSBMP1834. 
413 AZSSBMP1835. 
414 AZSSBMP1836. 
415 AZSSBMP1837. 
416 AZSSBMP1838. 
417 AZSSBMP1839. 
418 AZSSBMP1840. 
419 AZSSBMP1841. 
420 AZSSBMP1842. 
421 AZSSBMP1843. 
422 AZSSBMP1844. 



	 503 

   
  a)    b)   c) 

   
  d)    e)   f) 

   
  g)    h)   i) 

   
  j)    k)   l) 

 
  m) 
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Figure 5.285. Tlatelolco, Calendar Temple south façade. a) 1 Deer,423 b) 2 Rabbit,424 c) 3 
Water,425 d) 4 Dog,426 e) 5 Monkey,427 f) 6 Grass,428 g) 7 Reed,429 h) 8 Jaguar,430 i) 9 
Eagle,431 j) 10 Vulture,432 k) 11 Movement,433 l) 12 Flint,434 m) 13 Rain.435 

 
 a) 
Figure 5.286. Tlatelolco, Calendar Temple north façade.436 a) 2 Flint. 

   
  a)    b)    c) 
Figure 5.287. “Standard-bearer”. 437 a) Frontal view, b) left view, c) back view, note the 
calendric date 8 Flint.  

																																																													
423 AZSSBMP1845. 
424 AZSSBMP1846. 
425 AZSSBMP1847. 
426 AZSSBMP1848. 
427 AZSSBMP1849. 
428 AZSSBMP1850. 
429 AZSSBMP1851. 
430 AZSSBMP1852. 
431 AZSSBMP1853. 
432 AZSSBMP1854. 
433 AZSSBMP1855. 
434 AZSSBMP1856. 
435 AZSSBMP1857. 
436 AZSSBMP1858. 
437 AZSSBMP1525.  
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  a)   b) 
Figure 5.288. Coyolxauhqui.438 a) Frontal view (after Pasztory 1983:154), b) color 
reconstruction (after López Austin and López Luján 2009:616). 

  
  a)     b) 
Figure 5.289. Altars over the platform of the Templo Mayor. a) Frontal view from the 
piece in the Museo Nacional de Antropología,439 b) left view, piece in situ.440 

   
  a)   b)   c) 
Figure 5.290. Plumed serpent. a) Right view,441 b) top view, c) perspective; 

  
  a)   b)    c) 
Figure 5.291. Plumed serpent.442 a) Frontal view, b) right view, c) perspective. 

																																																													
438 AZSSBMP1488. 
439 AZSSBMP1462. 
440 AZSSBMP1559. 
441 AZSSBMP1561. 
442 AZSSBMP1814. 
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Figure 5.292. Map of the Templo Mayor and stone sculptures associated, Phase IVb 
(courtesy Proyecto Templo Mayor). 
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  a)     b) 

   
  c)      d) 
Figure 5.293. Monumental snake from the southwest part of the Templo Mayor. a) 
Frontal view,443 b) left view, c) right view, d) top view, note the vessel with rain water  

  
a)     b) 

																																																													
443 AZSSBMP0740. 
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  c)      d) 
Figure 5.294. Monumental snake from the central part of the platform. a) Frontal view,444 
b) left view, c) right view, d) top view, note the vessel with rain water  

   
 a)      b) 

  
 c)      d) 
Figure 5.295. Snake from the central north of the platform.445 a) Frontal view, b) right 
view, c) left view, d) perspective view, note the vessel. 

																																																													
444 AZSSBMP0741. 
445 AZSSBMP1903. 
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 a)      b) 

  
  c)      d) 
Figure 5.296. Monumental snakes attached to the balustrades, on Tlaloc’s temple. a) 
Frontal view,446 b) left view, c) top view (note the chalchihuitl on the back), d) right 
view,  

   
  e)      f) 

																																																													
446 AZSSBMP1904.  
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  g)      h) 
Figure 5.297. a) frontal view,447 b) left view, c) perspective (note the chalchihuitl on the 
back), h) perspective. 

  
 a)      b) 

  
 c)      d) 
Figure 5.298. Monumental snake on the eastern façade, on Tlaloc’s temple. a) Frontal 
view,448 b) right view, c) perspective, d) perspective (note the chalchihuitl on the back). 

																																																													
447 AZSSBMP1905. 
448 AZSSBMP0656. 
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  a)     b) 

  
  c)      d) 
Figure 5.299. Monumental snake on the southern façade of the Templo Mayor. a) Frontal 
view (piece in situ),449 b) right view, c) left view, d) top view 

  
  a)     b) 

																																																													
449 AZSSBMP0654. 
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  c)      d) 
Figure 5.300. Monumental snake from the eastern façade of the Templo Mayor a) Frontal 
view,450 b) left view, c) top view, d) right view. 

 
  a)     b) 

  
  c)      d) 

																																																													
450 AZSSBMP0908. 
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  e)      f) 

  
  g) 

 
   h) 
Figure 5.301. Stone box, tepetlacalli, from Offering 41. a) Top view,451 frontal view of 
the tap, c) bottom view, d) frontal view of the box (note the chalchihuitl), e) left view, f) 
back view, g) top view of the box, h) rollout. 

																																																													
451 AZSSBMP0743. 
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 a)     b) 

Figure 5.302. Drum or teponaztli, from Offering 82.452 a) Frontal view, b) back view. 

   
a)     b)   c) 

Figure 5.303. Drum or teponaztli, from Offering 89.453 a) Frontal view, b) back view, c) 
right view. 

   
a)     b)   c) 

Figure 5.304. Drum or teponaztli, from Offering 89.454 a) Frontal view, b) back view, c) 
right view. 

   
a)     b)   c) 

Figure 5.305. Drum or teponaztli, from Offering 89.455 a) Frontal view, b) back view, c) 
right view. 

																																																													
452 AZSSBMP0399. 
453 AZSSBMP0404. 
454 AZSSBMP0405. 
455 AZSSBMP0406. 
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5.1)       5.2)     5.3)    

Figure 5.306. Drum or teponaztli, from Offering 89.456 a) Frontal view, b) back view, c) 
right view. 

   
6.1)       6.2)     6.3)   

Figure 5.307. Drum or teponaztli, from Offering 89.457 a) Frontal view, b) back view, c) 
left view. 

   
a)     b)   c) 

Figure 5.308. Drum or teponaztli, from Offering 89.458 a) Frontal view, b) back view, c) 
right view. 

   
a)     b)   c) 

Figure 5.309. Drum or teponaztli, from Offering 89.459 a) Frontal view, b) back view, c) 
left view. 

																																																													
456 AZSSBMP0407. 
457 AZSSBMP0408. 
458 AZSSBMP0409. 
459 AZSSBMP0410. 
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a)     b)   c) 

Figure 5.310. Drum or teponaztli, from Offering 89.460 a) Frontal view, b) back view, c) 
left view. 

   
a)     b)   c) 

Figure 5.311. Drum or teponaztli, from Offering 89.461 a) Frontal view, b) back view, c) 
left view. 

    
a)     b)   c) 

Figure 5.312. Drum or teponaztli, from Offering 89.462 a) Frontal view, b) back view, c) 
left view. 

   
a)     b)   c) 

Figure 5.313. Drum or teponaztli, from Offering 89.463 a) Frontal view, b) back view, c) 
left view. 

																																																													
460 AZSSBMP0411. 
461 AZSSBMP0412. 
462 AZSSBMP0413. 
463 AZSSBMP0415. 
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a)     b)    c) 

Figure 5.314. Drum or teponaztli, from Offering 89.464 a) Frontal view, b) back view, c) 
left view. 

   
a)     b)   c) 

Figure 5.315. Drum or teponaztli, from Offering 89.465 a) Frontal view, b) back view, c) 
left view. 

   
a)     b)   c) 

Figure 5.316. Drum or teponaztli, from Offering 89.466 a) Frontal view, b) back view, c) 
left view. 

   
a)     b)    c) 

Figure 5.317. Drum or teponaztli, from Offering 89.467 a) Frontal view, b) back view, c) 
left view. 

																																																													
464 AZSSBMP0416. 
465 AZSSBMP0417. 
466 AZSSBMP0422. 
467 AZSSBMP0424. 



	 518 

   
a)     b)   c) 

Figure 5.318. Drum or teponaztli, unknown context.468 a) Frontal view, b) back view, c) 
left view. 

 
a)     

Figure 5.319. Drum or teponaztli, unknown context.469 a) Frontal view. 

 
 a) 
Figure 5.319. Drum or teponaztli, from Offering 89.470 a) Frontal view. 

																																																													
468 AZSSBMP0475. 
469 AZSSBMP1481. 
470 AZSSBMP1482. 
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 a) 
Figure 5.320. Royal crown xiuhuitzolli (Axayacatl?) a) Frontal view.471 

  
  a)       b) 
Figure 5.321. Calendric date, 3 House, from the Main Temple. a) Frontal view,472 b) 
drawing. 

  
  a) 

																																																													
471 AZSSBMP0854. 
472 AZSSBMP0006. 
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 b)    c)    d) 

   
  e)   f)    g) 
Figure 5.322. Frogs altar (Altar de las Ranas). a) General view of the north piece,473 b) 
frontal view, c) top view, e) frontal view of the southern frog,474 f) perspective, g) right 
view. 

   
a)   b)     c)   

Figure 5.323. Huehueteotl-Xiuhtecuhtli. Xiuhtecuhtli. a) Frontal view,475 b) back view, c) 
perspective. 

																																																													
473 AZSSBMP1907. 
474 AZSSBMP1908. 
475 AZSSBMP0260. 
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a)    b)   

Figure 5.324. Huehueteotl-Xiuhtecuhtli. a) Frontal view,476 b) perspective. 

    
 a)   b)   c)   d) 
Figure 5.325. Huehueteotl-Xiuhtecuhtli. a) Frontal view,477 b) left view, c) back view, c) 
right view. 

     
 a)   b)   c)   d) 
Figure 5.326. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering),478 b) left view, 
c) back view, c) right view. 

																																																													
476 AZSSBMP0261. 
477 AZSSBMP0263 
478 AZSSBMP0429.  
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 a)   b)   c)   d) 
Figure 5.327. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering S),479 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.328. Huehueteotl-Xiuhtecuhtli. a) Frontal view view (from Offering T),480 b) 
back view, c) perspective. 

    
 a)   b)   c)   d) 
Figure 5.329. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering U),481 b) left 
view, c) back view, c) right view. 

																																																													
479AZSSBMP0515.  
480 AZSSBMP0516.  
481 AZSSBMP0517. 
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 a)   b)   c)   d) 
Figure 5.330. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering X),482 b) left 
view, c) back view, c) right view. 

     
 a)   b)   c)   d) 
Figure 5.331. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 23),483 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.332. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 11),484 b) left 
view, c) back view, c) right view.  

																																																													
482 AZSSBMP0518. 
483 AZSSBMP0519. 
484 AZSSBMP0520.  
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 a)   b)   c)   d) 
Figure 5.333. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 13),485 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.334. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 15),486 b) left 
view, c) back view, c) right view. 

    
 a)   b)  c)   d) 
Figure 5.335. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 17),487 b) left 
view, c) back view, c) right view. 

																																																													
485 AZSSBMP0521.  
486 AZSSBMP0522.  
487 AZSSBMP0523. 
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 a)   b)   c)   d) 
Figure 5.336. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 20),488 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.337. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 24,489 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.338. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 62),490 b) left 
view, c) back view, c) right view. 

																																																													
488 AZSSBMP0524. 
489 AZSSBMP0525. 
490 AZSSBMP0526 
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 a)   b)   c)   d) 
Figure 5.339. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 83),491 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.340. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering P),492 b) left 
view, c) back view, c) right view. 

     
 a)  b)   c)  d) 
Figure 5.341. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 16),493 b) right 
view, c) back view, c) left view. 

																																																													
491 AZSSBMP0527. 
492 AZSSBMP0528. 
493 AZSSBMP0529. 
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 a)   b)  c)  d) 
Figure 5.342. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 126, photographs 
by Nestor Santiago, courtesy Proyecto Templo Mayor),494 b) right view, c) back view, c) 
left view. 

    
 a)  b)   c)  d) 
Figure 5.343. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 126, photographs 
by Nestor Santiago, courtesy Proyecto Templo Mayor),495 b) left view, c) back view, c) 
right view. 

   
 a)  b)  c)   d) 
Figure 5.344. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 126, photographs 
by Nestor Santiago, courtesy Proyecto Templo Mayor),496 b) left view, c) back view, c) 
right view. 

																																																													
494 AZSSBMP0530. 
495 AZSSBMP0531. 
496 AZSSBMP0532.  
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 a)  b)   c)  d) 
Figure 5.345. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 126, photographs 
by Nestor Santiago, courtesy Proyecto Templo Mayor),497 b) left view, c) back view, c) 
right view. 

    
 a)  b)  c)  d) 
Figure 5.346. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 126, photographs 
by Nestor Santiago, courtesy Proyecto Templo Mayor),498 b) left view, c) back view, c) 
right view. 

    
 a)   b)  c)  d) 
Figure 5.347. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 126, photographs 
by Nestor Santiago, courtesy Proyecto Templo Mayor),499 b) left view, c) back view, c) 
right view. 

																																																													
497 AZSSBMP0533. 
498 AZSSBMP0534. 
499 AZSSBMP0535. 
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 a)  b)  c)   d) 
Figure 5.348. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 126, photographs 
by Nestor Santiago, courtesy Proyecto Templo Mayor),500 b) left view, c) back view, c) 
right view. 

    
 a)   b)  c)  d) 
Figure 5.349. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 70),501 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.350. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering F),502 b) left 
view, c) back view, c) right view. 

																																																													
500 AZSSBMP0536. 
501 AZSSBMP0537. 
502 AZSSBMP0538 
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 a)   b)   c)   d) 
Figure 5.351. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering L),503 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.352. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 81),504 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.353. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from el Volador),505 b) left 
view, c) back view, c) right view. 

																																																													
503 AZSSBMP0539. 
504 AZSSBMP0540. 
505 AZSSBMP0842. 
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 a)   b)   c)   d) 
Figure 5.354. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Escalerillas [?]), 506 b) left 
view, c) back view, c) right view. 

  
a)   b)   

Figure 5.355. Huehueteotl-Xiuhtecuhtli. a) Frontal view,507 b) left view. 

  
a)   b)  

Figure 5.356. Huehueteotl-Xiuhtecuhtli. a) Frontal view,508 b) left view. 

																																																													
506 AZSSBMP0843. 
507 AZSSBMP0894.  
508 AZSSBMP0895.  
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a)   b)  

Figure 5.357. Huehueteotl-Xiuhtecuhtli. a) Frontal view,509 b) left view. 

    
 a)   b)  c)   d) 
Figure 5.358. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Escalerillas [?]),510 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.359. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Escalerillas [?]),511 b) left 
view, c) back view, c) right view. 

																																																													
509 AZSSBMP0896. 
510 AZSSBMP0906. 
511 AZSSBMP1274. 
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 a)  b)   c)  d) 
Figure 5.360. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Escalerillas [?]),512 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.361. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Escalerillas [?]),513 b) left 
view, c) back view, c) right view. 

    
 a)   b)   c)   d) 
Figure 5.362. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Escalerillas [?]),514 b) left 
view, c) back view, c) right view. 

																																																													
512 AZSSBMP1275. 
513 AZSSBMP1304. 
514 AZSSBMP1306.  
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 a)   b)   c)   d) 
Figure 5.363. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from the Offering CA),515 b) 
left view, c) back view, c) right view. 

  
a)   b)  

Figure 5.364. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 98),516 b) left 
view 

  
 a) 
Figure 5.365. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from offering 7).517  

																																																													
515 AZSSBMP1408. 
516 AZSSBMP1472. 
517 AZSSBMP1475. 



	 535 

 
a) 

Figure 5.366. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from offering 17).518  

    
 a)   b)   c)   d) 
Figure 5.367. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 51),519 b) left 
view, c) back view, c) right view. 

     
 a)   b)   c)  d) 
Figure 5.368. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 51),520 b) left 
view, c) back view, c) right view. 

																																																													
518 AZSSBMP1477. 
519 AZSSBMP1549. 
520 AZSSBMP1550. 
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 a)   b)   c)  d) 
Figure 5.369. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 6),521 b) left 
view, c) back view, c) right view. 

  
a)   b)  

Figure 5.370. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 1),522 b) left 
view. 

  
a)   b)    

Figure 5.371. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 1),523 b) left 
view. 
																																																													
521 AZSSBMP1551. 
522 AZSSBMP1552. 
523 AZSSBMP1553. 
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 a)   b)   c)   d) 
Figure 5.372. Huehueteotl-Xiuhtecuhtli. a) Frontal view (from Offering 20),524 b) left 
view, c) back view, c) right view.  

    
 a)   b)   c)   d) 
Figure 5.373. Huehueteotl-Xiuhtecuhtli. a) Frontal view (after Baer and Bankmann 
1990:113),525 b) left view, c) back view, c) right view.  

    
 a)    b)    c) 
Figure 5.374. Huehueteotl-Xiuhtecuhtli. a) Frontal view (NHA665), b) left view, c) back 
view 
																																																													
524 AZSSBMP1554. 
525 AZSSBMP1896. 
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 a)   
Figure 5.375. Huehueteotl-Xiuhtecuhtli from the Stavenhagen Collection (NHA760). a) 
Frontal view, note the beard. 

  
 a)     
Figure 5.376. Huehueteotl-Xiuhtecuhtli from Moyotlan. a) Frontal view, note the beard. 

  
 a) 
Figure 5.377. Huehueteotl-Xiuhtecuhtli from the Calmecac building. a) Frontal view.526 

																																																													
526 AZSSBMP1221. 
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  a)   b)   c) 

 
 d) 
Figure 5.378. Pulque deity. a) Frontal view (from Offering 6),527 b) left view, c) back 
view (after Matadamas 2015:165-168), d) in situ (photograph courtesy of Museo del 
Templo Mayor).  

     
a)   b)     c)     d) 

Figure 5.379. Tlaloc pot. a) Frontal view (from Offering 83),528 b) left view, c) back 
view, d) right view. 

																																																													
527 AZSSBMP1555. 
528 AZSSBMP0402. 
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a)   b)     c)     d) 

Figure 5.380. Tlaloc pot. a) Frontal view (from Offering 83),529 b) left view, c) back 
view, d) top view. 

    
a)   b)     c)     d) 

Figure 5.381. Tlaloc pot. a) Frontal view (from Offering 15),530 b) left view, c) back 
view, d) top view. 

    
a)   b)     c)     d) 

Figure 5.382. Tlaloc pot. a) Frontal view (from Offering 20),531 b) left view, c) right 
view, d) top view. 

																																																													
529 AZSSBMP0450.  
530 AZSSBMP0689. 
531 AZSSBMP0690. 
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Figure 5.383. Tlaloc pot. a) Frontal view (AZSSBMP0742 from Offering 60),532 b) left 
view, c) back view, d) bottom view. 

    
a)   b)     c)     d) 

Figure 5.384. Tlaloc pot. a) Frontal view,533 b) left view, c) back view, d) top view. 

 
a) 

Figure 5.385. Tlaloc pot. a) Frontal view.534  

																																																													
532 AZSSBMP0742. 
533 AZSSBMP0876. 
534 AZSSBMP1410.  



	 542 

  
a)   b) 

Figure 5.386. Tlaloc pot. a) Frontal view (from Offering 13),535 b) left view. 

   
a)    b)     c) 

Figure 5.387. Tlaloc pot. a) Frontal view (from Offering 17),536 b) left view, c) in situ 
(photograph courtesy Museo del Templo Mayor). 

  
a)     b)  

Figure 5.388. Tlaloc pot. a) Frontal view (from Offering 17),537 b) right view. 

																																																													
535 AZSSBMP1471. 
536 AZSSBMP1478. 
537 AZSSBMP1479. 
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 a) 
Figure 5.389. Figure 5.379. Tlaloc pot. a) Frontal view (from Offering 1).538 

  
a)    b) 

Figure 5.390. Tlaloc pot. a) Frontal view (from Offering 11),539 b) left view. 

   
 a)   b)    
Figure 5.391. Tlaloc pots. a) Frontal view Piece in the Museum of Cultures, Basel 
(NHA1161), b) pot in the Lowe Art Museum Miami (Ardren 2010) frontal view. 

																																																													
538 AZSSBMP1557. 
539 AZSSBMP1558. 
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a)    b)    c)      

Figure 5.392. Bi-conical and knot. a) Frontal view (in situ),540 b) right view, c) left view. 

   
a)    b)    c)      

Figure 5.393. Bi-conical and knot. a) Frontal view (in situ),541 b) left view, c) left view. 

   
a)      b) 

Figure 5.394. Knot. a) Frontal view,542 b) back view, c) piece in situ (photograph 
courtesy Museo del Templo Mayor). 

																																																													
540 AZSSBMP0653. 
541 AZSSBMP0655. 
542 AZSSBMP0695. 
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a)    b) 

Figure 5.395. Knot. a) Frontal view,543 b) back view. 

   
a)    b)    c)      

Figure 5.396. Knot in form of butterfly. a) Frontal view (from the Ehecatl Temple),544 b) 
back view. 

   
a)    b)    c)  

Figure 5.397. Bi-conical and knot decorated as textile. a) Frontal view (in situ),545 b) top 
view, c) back view. 

     
a)   b)   c)     d) 

Figure 5.398. Miniature brazier. a) Frontal view (from Offering 17),546 b) left view, c) 
back view, d) top view. 

																																																													
543 AZSSBMP0696. 
544 AZSSBMP0771. 
545 AZSSBMP1005. 
546 AZSSBMP0688. 
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a)  b)   c)      

Figure 5.399. Miniature brazier. a) Frontal view (from Offering 1),547 b) left view, c) 
back view. 

   
a)   b)   c)      

Figure 5.400. Miniature brazier. a) Frontal view (from Offering 1),548 b) left view, c) 
back view. 

    
a)    b)   c)    d) 
Figure 5.401. Miniature brazier. a) Frontal view,549 b) left view, c) back view, d) top 
view. 

    
a)   b)   c)    d) 

Figure 5.402. Miniature brazier made of green stone. a) Frontal view,550 b) left view, c) 
back view, d) top view. 
																																																													
547 AZSSBMP0751. 
548 AZSSBMP0752. 
549 AZSSBMP0874. 
550 AZSSBMP0893. 
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a)   b)  c)    

Figure 5.403. Miniature brazier. a) Frontal view (from Offering CA),551 b) left view, c) 
top view. 

  
a)     b) 

Figure 5.404. Miniature brazier. a) Frontal view (from Offering 98, photograph courtesy 
Museo del Templo Mayor).),552 b) left view. 

 
 a) 
Figure 5.405. Miniature brazier. a) Frontal view (from Offering 12).553 

 
 a) 
Figure 5.406. Miniature brazier. a) frontal view (from Offering 11).554 
																																																													
551 AZSSBMP1409. 
552 AZSSBMP1473. 
553 AZSSBMP1486. 
554 AZSSBMP1487. 
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 a)  
Figure 5.407. Miniature brazier. a) Frontal view (from Offering 6).555 

   
a)   b)   

Figure 5.408. Tlaloc brazier (?), fire tongue. a) frontal view,556 b) right view. 

    
a)     b)    c) 

Figure 5.409. Tlaloc brazier. a) Frontal view,557 b) right view, c) perspective (in situ). 

																																																													
555 AZSSBMP1897. 
556 AZSSBMP0076. 
557 AZSSBMP0657. 



	 549 

  
a)      b)    

Figure 5.410. Tlaloc brazier. a) Frontal view,558 b) right view (in situ). 

   
a)     b)    c) 

Figure 5.411. Tlaloc brazier (?) a) Frontal view,559 b) right view; c) back view (from the 
Main Temple excavations). 

   
a)     b)    c) 

Figure 5.412. Tlaloc brazier (?). a) Frontal view,560 b) right view, c) back view. 

																																																													
558 AZSSBMP0659. 
559 AZSSBMP0704. 
560 AZSSBMP0713. 
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a)    

Figure 5.413. Tlaloc brazier (?) a) Frontal view.561 

   
 a)    b)   c) 

Figure 5.414. Tlaloc brazier (?) a) Frontal view,562 b) piece in situ (photograph courtesy 
Museo del Templo Mayor), c) same piece already restored (NHA1091). 

 
a) 

Figure 5.415. Tlaloc brazier (?) a) Frontal view.563 

   
a)     

Figure 5.416. Tlaloc brazier (?) a) Frontal view.564 
																																																													
561 AZSSBMP1384. 
562 AZSSBMP1556. 
563 AZSSBMP1666. 
564 AZSSBMP1668. 
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   a)     b) 
Figure 5.417. a) Brazier Quetzalcoatl,565 b) perspective. 

  
 a)  b) 
Figure 5.418. Brazier. a) Frontal view,566 b) top view.  

  

a)      b)  
Figure 5.419. Mallet. a) Frontal view (from Offering 3),567 b) top view. 

																																																													
565 AZSSBMP1404. 
566 AZSSBMP1033. 
567 AZSSBMP0691. 
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a)   b)     c) 

Figure 5.420. Mallet. a) Frontal view (from Offering 3),568 b) top view, c) perspective 
from the bottom. 

   
a)     b)    

Figure 5.421. Mallet. a) Frontal view (from Offering 3),569 b) top view. 

   
a)    b)   c) 

Figure 5.422. Mallet. a) Frontal view (from Offering 3),570 b) top view, c) perspective 
from the bottom view. 

																																																													
568AZSSBMP0692  
569 AZSSBMP0693. 
570 AZSSBMP0694. 
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a)      b) 
Figure 5.423. Mallet. a) Frontal view (from Offering V),571 b) top view, c) perspective 
from the bottom view.  

  
a)     b)  

Figure 5.424. Mallet. a) Frontal view (from Offering V),572 b) top view, c) perspective 
from the bottom view. 

  
a)     b) 

Figure 5.425. Mallet. a) Frontal view (from Offering V),573 b) top view, c) perspective 
from the bottom view. 

																																																													
571AZSSBMP0698. 
572AZSSBMP0699. 
573AZSSBMP0700. 
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a)     b) 

Figure 5.426. Mallet. a) Frontal view (from Offering V),574 b) top view, c) perspective 
from the bottom view. 

  
a)     b)    

Figure 5.427. Mallet. a) Frontal view (from Offering V),575 b) top view, c) perspective 
from the bottom view. 

   
a)    b)   c) 

Figure 5.428. Mallet. a) Frontal view (unknown origin),576 b) top view, c) perspective 
from the bottom view. 

																																																													
574AZSSBMP0701. 
575 AZSSBMP0702. 
576AZSSBMP0703. 
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a)       b)    

Figure 5.429. Warriors holding a mace. A) From Lienzo de Tlaxcala (1983), b) from the 
Stone of Tizoc. 

   
 a)    b)       c)  
Figure 5.430. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,577 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.431. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,578 b) left 
view, c) top view. 

																																																													
577 AZSSBMP0623. 
578 AZSSBMP0624. 
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 a)    b)  c)  
Figure 5.432. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,579 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.433. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,580 b) left 
view, c) top view. 

   
 a)    b)       c)  
Figure 5.434. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,581 b) 
right view, c) top view. 

    
 a)    b)       c)  
Figure 5.435. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,582 b) left 
view, c) top view. 
																																																													
579 AZSSBMP0625. 
580 AZSSBMP0626. 
581 AZSSBMP0627. 
582 AZSSBMP0628. 
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 a)  b)       c)  
Figure 5.436. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,583 b) left 
view, c) top view. 

   
 a)   b)       c)  
Figure 5.437. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,584 b) 
right view, c) top view. 

   
 a)   b)      c)  
Figure 5.438. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,585 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.439. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,586 b) left 
view, c) top view. 
																																																													
583 AZSSBMP0629.  
584 AZSSBMP0630. 
585 AZSSBMP0631. 
586 AZSSBMP0632.  
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 a)    b)       c)  
Figure 5.440. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,587 b) 
right view, c) top view. 

    
 a)    b)       c)  
Figure 5.441. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,588 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.442. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,589 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.443. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view, this 
piece is more elaborated and made of a denser basalt,590 b) right view, c) top view. 
																																																													
587 AZSSBMP0633. 
588 AZSSBMP0634. 
589 AZSSBMP0635. 
590 AZSSBMP0636. 



	 559 

   
 a)    b)       c)  
Figure 5.444. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,591 b) left 
view, c) top view. 

     
 a)    b)       c)  
Figure 5.445. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,592 b) 
right view, c) left view. 

    
 a)    b)        c)  
Figure 5.446. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,593 b) 
right view, c) left view. 

   
 a)    b)       c)  
Figure 5.447. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,594 b) 
right view, c) top view. 
																																																													
591 AZSSBMP0637. 
592 AZSSBMP0638. 
593 AZSSBMP0639. 
594 AZSSBMP0640. 
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 a)    b)       c)  
Figure 5.448. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,595 b) 
right view, c) top view. 

    
 a)   b)       c)  
Figure 5.449. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,596 b) 
right view, c) left view. 

   
 a)   b)       c)  
Figure 5.450. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,597 b) 
right view, c) top view. 

   
 a)   b)       c)  
Figure 5.451. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,598 b) 
right view, c) left view. 
																																																													
595 AZSSBMP0641. 
596 AZSSBMP0642. 
597 AZSSBMP0643. 
598 AZSSBMP0644. 
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 a)    b)       c)  
Figure 5.452. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,599 b) 
right view, c) left view. 

   
 a)    b)       c)  
Figure 5.453. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,600 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.454. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,601 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.455. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,602 b) 
right view, c) top view. 
																																																													
599 AZSSBMP0645. 
600 AZSSBMP0646. 
601 AZSSBMP0647. 
602 AZSSBMP0649. 
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 a)    b)       c)  
Figure 5.456. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,603 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.457. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view,604 b) 
right view, c) top view. 

   
 a)    b)       c)  
Figure 5.458. “Clavo serpiente” attached to the Templo Mayor. a) Frontal view (note the 
series of feathers on the eyes),605 b) right view, c) top view. 

   
 a)    b)       c)  

																																																													
603 AZSSBMP0650. 
604 AZSSBMP0651. 
605 AZSSBMP0652. 
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 d)       e) 
Figure 5.459. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,606 b) right view, c) left view, d) bottom view, e) top view. 

   
 a)    b)       c)  
Figure 5.460. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,607 b) left view, c) right view. 

   
 a)    b)       c)  
Figure 5.461. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,608 b) left view, c) right view. 

   
 a)    b)       c)  
Figure 5.462. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,609 b) left view, c) bottom view. 

																																																													
606 AZSSBMP0481. 
607 AZSSBMP0722. 
608 AZSSBMP0723. 
609 AZSSBMP0724. 
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 a)    b)       c)  
Figure 5.463. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,610 b) left view, c) right view. 

   
 a)    b)       c)  
Figure 5.464. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,611 b) left view, c) right view. 

   
 a)    b)       c)  
Figure 5.465. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,612 b) left view, c) right view. 

   
 a)    b)       c)  
Figure 5.466. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,613 b) left view, c) right view. 

																																																													
610 AZSSBMP0725. 
611 AZSSBMP0726.  
612 AZSSBMP0727. 
613 AZSSBMP0728. 
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 a)   b)       c)  
Figure 5.467. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,614 b) left view, c) right view. 

   
 a)   b)       c)  
Figure 5.468. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,615 b) left view, c) right view. 

   
 a)   b)       c)  
Figure 5.469. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,616 b) left view, c) right view. 

   
 a)    b)       c)  
Figure 5.470. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,617 b) left view, c) bottom view. 

																																																													
614 AZSSBMP0729. 
615 AZSSBMP0730. 
616 AZSSBMP0731. 
617 AZSSBMP0732. 
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 a)    b)       c)  
Figure 5.471. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,618 b) left view, c) right view. 

    
 a)    b)       c)  
Figure 5.472. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,619 b) left view, c) right view. 

   
 a)   b)         c)  
Figure 5.473. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,620 b) left view, c) right view. 

   
 a)    b)       c)  
Figure 5.474. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,621 b) left view, c) right view. 

																																																													
618 AZSSBMP0733. 
619 AZSSBMP0734. 
620 AZSSBMP0735. 
621 AZSSBMP0736. 
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 a)    b)       c)  
Figure 5.475. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,622 b) left view, c) right view. 

   
 a)   b)        c)  
Figure 5.476. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,623 b) left view, c) top view. 

   
 a)   b)        c)  
Figure 5.477. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,624 b) left view, c) right view. 

   
 a)    b)        c)  
Figure 5.478. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,625 b) left view, c) top view. 

																																																													
622 AZSSBMP0737. 
623 AZSSBMP0738. 
624 AZSSBMP0739. 
625 AZSSBMP0145.  
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 a)   b)        c)  
Figure 5.479. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,626 b) left view, c) right view. 

   
 a)   b)        c)  
Figure 5.480. “Clavo serpiente” from the circular building on front of the Templo Mayor, 
Cuauhxicalco. a) Frontal view,627 b) left view, c) right view. 

   
 a)   b)        c)  
Figure 5.481. Human skull “clavo cráneo”. a) frontal (AZSSBMP0648), b) right view, in 
situ. 

																																																													
626 AZSSBMP1918.  
627 AZSSBMP1919 
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 a)   b)   c)   d) 
Figure 5.482. Tlaloc jar, probably part of the Building J. a) Frontal view,628 b) left view, 
c) back view, d) right view. 

    
 a)   b)   c)   d) 
Figure 5.483. Tlaloc pot, probably part of the Building J. a) Frontal view,629 b) left view, 
c) back view, d) top view. 

    
 a)  b)   c)  d) 
Figure 5.484. Tlaloc jar, probably part of the Building J. a) Frontal view,630 b) left view, 
c) back view, d) top view. 

																																																													
628 AZSSBMP0609. 
629 AZSSBMP0666. 
630 AZSSBMP0667. 
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 a)   b)  c)   d) 
Figure 5.485. Tlaloc jar, probably part of the Building J. a) Frontal view,631 b) left view, 
c) back view, d) right view. 

    
 a)   b)   c)  d) 
Figure 5.486. Tlaloc jar, probably part of the Building J. a) Frontal view,632 b) left view, 
c) back view, d) right view. 

    
 a)   b)   c)   d) 
Figure 5.487. Tlaloc jar, probably part of the Building J. a) Frontal view,633 b) left view, 
c) back view (note the sketch on the back), d) top view. 

																																																													
631 AZSSBMP0668. 
632 AZSSBMP0669. 
633 AZSSBMP0670. 



	 571 

    
 a)   b)   c)  d) 
Figure 5.488. Tlaloc jar, probably part of the Building J. a) Frontal view,634 b) left view, 
c) back view, d) top view. 

    
 a)   b)   c)   d) 
Figure 5.489. Tlaloc jar, probably part of the Building J. a) Frontal view,635 b) left view, 
c) back view, d) top view. 

   
 a)   b)   c)  d) 
Figure 5.490. Tlaloc pot, from buildings F or G. a) Frontal view,636 b) left view, c) back 
view, d) right view. 

																																																													
634 AZSSBMP0671 
635 AZSSBMP0672. 
636 AZSSBMP0674. 
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 a)   b)   c)   d) 
Figure 5.491. Tlaloc jar, probably part of the Building J. a) Frontal view,637 b) left view, 
c) back view, d) right view. 

    
Figure 5.492. Tlaloc jar, probably part of the Building J. a) Frontal view,638 b) left view, 
c) back view, d) top view. 

   
Figure 5.493. Tlaloc jar, probably part of the Building J. a) Frontal view,639 b) left view, 
c) back view. 

																																																													
637 AZSSBMP0675. 
638 AZSSBMP0744. 
639 AZSSBMP0748. 
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 a)   b)    c) 
Figure 5.494. Tlaloc jar. a) Frontal view (from Chapultepec),640 b) left view, c) back 
view. 

   
 a)   b) 
Figure 5.495. Tlaloc jar, probably part of the Building J. a) Frontal view,641 b) left view. 

   
 a)   b)    c) 
Figure 5.496. Tlaloc pot, probably part of the Building J. a) Frontal view,642 b) left view, 
c) back view. 

																																																													
640 AZSSBMP0911. 
641 AZSSBMP1447. 
642 AZSSBMP1602. 
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 a)   b)   c) 

 
  d) 
Figure 5.497. Tlaloc pot, probably part of the Building J. a) Frontal view,643 b) left view, 
c) back view, d) in situ (photograph courtesy Museo del Templo Mayor). 

   
 a)   b)   c) 
Figure 5.498. Tlaloc pot, probably part of the Building J. a) Frontal view,644 b) left view, 
c) back view. 
																																																													
643 AZSSBMP1603. 
644 AZSSBMP1640. 
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 a)   b)   c) 
Figure 5.499. Tlaloc jar, probably part of the Building J. a) Frontal view,645 b) left view, 
c) back view. 

   
 a)    b)   c)  
Figure 5.500. Tlaloc jar, probably part of the Building J. a) Frontal view,646 b) left view, 
c) back view. 

   
 a)   b)   c) 
Figure 5.501. Tlaloc jar, probably part of the Building J. a) Frontal view,647 b) left view, 
c) back view. 

																																																													
645 AZSSBMP1641. 
646 AZSSBMP1643. 
647 AZSSBMP1644.  
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 a)   b)    c)   
Figure 5.502. Tlaloc jar, probably part of the Building J. a) Frontal view,648 b) left view, 
c) back view. 

   
 a)    b)  c)   
Figure 5.503. Tlaloc jar, probably part of the Building J. a) Frontal view,649 b) left view, 
c) back view. 

   
 a)   b)   c)   
Figure 5.504. Tlaloc jar, probably part of the Building J. a) Frontal view,650 b) left view, 
c) back view. 

																																																													
648 AZSSBMP1645. 
649 AZSSBMP1646. 
650 AZSSBMP1649. 
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 a)   b)    c)   
Figure 5.505. Tlaloc jar, probably part of the Building J. a) Frontal view,651 b) left view, 
c) back view. 

   
 a)   b)    c)   
Figure 5.506. Tlaloc jar, probably part of the Building J. a) Frontal view,652  b) left view, 
c) back view. 

   
 a)    b)   c)   
Figure 5.507. Tlaloc jar, probably part of the Building J. a) Frontal view,653 b) left view, 
c) back view. 

																																																													
651 AZSSBMP1650. 
652 AZSSBMP1859. 
653 AZSSBMP1860. 
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 a)    b)    c)   
Figure 5.508. Tlaloc jar, probably part of the Building J. a) Frontal view,654 b) left view, 
c) in situ. 

   
 a)    b)    c)   
Figure 5.509. Tlaloc jar, probably part of the Building J. a) Frontal view,655 b) left view, 
c) back view, d) in situ (photograph courtesy Museo del Templo Mayor). 

   
 a)    b)    c)   

																																																													
654 AZSSBMP1862. 
655 AZSSBMP1864. 
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 d) 
Figure 5.510. Tlaloc jar, probably part of the Building J. a) Frontal view,656 b) left view, 
c) back view, d) in situ (photograph courtesy Museo del Templo Mayor). 

   
 a)    b)    c)   
Figure 5.511. Tlaloc jar, probably part of the Building J. a) Frontal view,657 b) left view, 
c) back view. 

   
 a)    b)    c)   
Figure 5.512. Tlaloc jar, probably part of the Building J. a) Front view,658 b) left view, c) 
back view. 

																																																													
656 AZSSBMP1865. 
657 AZSSBMP1870. 
658 AZSSBMP1872. 
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 a)    b)   c)   
Figure 5.513. Tlaloc jar, probably part of the Building J. a) Frontal view (Tlaloc 
XXV),659 b) left view, c) back view. 

   
 a)    b)   c)   
Figure 5.514. Tlaloc jar, probably part of the Building J.660 a) Frontal view, b) left view, 
c) back view. 

   
 a)    b)    c)   
Figure 5.515. Tlaloc jar, probably part of the Building J. a) Frontal view,661 b) left view, 
c) back view. 

																																																													
659 AZSSBMP1873. 
660 AZSSBMP1874. 
661 AZSSBMP1875 
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 a) 
Figure 5.516. Tlaloc jar, probably part of the Building J. a) Frontal view.662 

 
 a) 
Figure 5.517. Tlaloc jar, probably part of the Building J. a) Frontal view.663 

 
 a) 
Figure 5.518. Tlaloc jar, probably part of the Building J. a) Frontal view.664 

																																																													
662 AZSSBMP1876 
663 AZSSBMP1877. 
664 AZSSBMP1878. 
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 a)   
Figure 5.519. Tlaloc jar, probably part of the Building J. a) Frontal view.665 

 
 b) 
Figure 5.520. Tlaloc jar, probably part of the Building J. a) Frontal view.666 

 
 c) 
Figure 5.521. Tlaloc jar, probably part of the Building J. a) Frontal view.667 

																																																													
665 AZSSBMP1879. 
666 AZSSBMP1880. 
667 AZSSBMP1881. 
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 a)   b)   c)   

  
 d)      e)  
Figure 5.522. Tlaloc jar, probably part of the Building J. a) Frontal view,668 b) left view, 
c) back view, d) piece in situ (note the sea shell on top the altar), e) Strombus gigas.669 

   
a)     b)    c) 

Figure 5.523. Tlaloc jar. a) Frontal view,670 b) left view, c) back view. 

																																																													
668 AZSSBMP0504. 
669 AZSSBMP1892. 
670 AZSSBMP0986. 
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 a)   b)   c)   
Figure 5.524. Tlaloc jar. Tlaloc jar. a) Frontal view,671 b) left view, c) back view. 

   
 a)   b)    c)   
Figure 5.525. Tlaloc jar. Tlaloc jar. a) Frontal view,672 b) left view, c) back view. 

   
 a)   b)    c)   
Figure 5.526. Tlaloc jar. Tlaloc jar. a) Frontal view,673 b) left view, c) top view. 

																																																													
671 AZSSBMP0987. 
672 AZSSBMP0988. 
673 AZSSBMP1010. 
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 a)    b)    c)   
Figure 5.527. Tlaloc jar. Tlaloc jar. a) Frontal view,674 b) left view, c) back view. 

   
 a)    b)    c)   
Figure 5.528. Tlaloc jar. Tlaloc jar. a) Frontal view,675 b) left view, c) back view. 

   
 a)   b)    c)   

																																																													
674 AZSSBMP1020. 
675 AZSSBMP1097. 
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 d)     e)   f) 

   
 g)    h)   i) 

   
 j)   k) 
Figure 5.529. Tlaloc jars from Coyoacan (photographs courtesy of Stan Declercq. a) 
Frontal view,676 b) frontal view.677 c) frontal view,678 d) fragments,679 d) frontal view,680 
e) frontal view,681 f) frontal view,682 g) right view, h) back view, i) frontal view,683 1.10) 
back view. 

																																																													
676 AZSSBMP1883. 
677 AZSSBMP1884. 
678 AZSSBMP1885. 
679 AZSSBMP1886. 
680 AZSSBMP1887. 
681 AZSSBMP1888. 
682 AZSSBMP1889. 
683 AZSSBMP1893. 
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a)   b)    c) 

Figure 5.530. Tlaloc jar from Chapultepec. a) Frontal view,684 b) left view, c) back view).  

   
a)   2.2)     2.3) 

Figure 5.531. Tlaloc jar from Chapultepec. a) Frontal view,685 b) back view, c) back 
view. 

 
 3.1) 
Figure 5.532. Tlaloc jar from Chapultepec (?) a) Frontal view.686 

																																																													
684 AZSSBMP0911. 
685 AZSSBMP0989. 
686 AZSSBMP1890. 
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 a)    b)   c) 

Figure 5.533. Tlaloc jars. a) Piece in the Walters Art Museum, at Baltimore,687 b) jar 
from the Natural History Museum of Los Angeles County,688 c) jar in the Museum of 
Cultures, Basel (after Baer and Bankmann 1990:71).689 

  
 a)       b) 

  
 c)       d) 
Figure 5.534. Tlaloc jars in situ. a) perspective from the area of calas X to C’ and cuadros 
41-42; b) group of sculptures around the cala Z cuadros 40-41,690 c) area around cala X, 
cuadro 40-41,691 d) group of Tlaloque organized in five, for face down and the center one 
face up (photographs courtesy Museo del Templo Mayor). 

																																																													
687 AZSSBMP1882. 
688 AZSSBMP1891. 
689 AZSSBMP1233. 
690 AZSSBMP0671 and AZSSBMP0748. 
691 AZSSBMP0667. 
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  a)      b) 
Figure 5.535. Tlaloc jars. a) Pot from the latest period,692 b) Tlaloque holding a jar with 
the face of Tlaloc (NHA14). 

 
   a) 
Figure 5.536. Tlaloc jar. Pozo Sagrado in Tlatelolco (NHA668). 

																																																													
692 AZSSBMP0799. 
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  a)     b) 
Figure 5.537. Frog. a) Bottom view showing a jade bead,693 b) right view. 

   
 c)    d)    e) 
Figure 5.538. Frog. a) Frontal view,694 d) top view, e) bottom view.  

  
 f)    g) 
Figure 5.539. a) Human face emerging from the mouth,695 g) left view. 

																																																													
693 AZSSBMP1592. 
694 AZSSBMP1593. 
695 AZSSBMP1317. 
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 a)  b)    c)   d) 
Figure 5.540. Frog found around the Patio de los Altares. a) Frontal view,696 b) left view, 
c) top view, d) in situ (photograph courtesy Museo del Templo Mayor).  

    
 a)   b)   c)   d) 
Figure 5.541. Frog found around the Patio de los Altares. a) frontal view,697 b) left view, 
c-d) in situ (photographs courtesy Museo del Templo Mayor) 

   
 a)   b)     c) 
Figure 5.542. Frog found around the Patio de los Altares. a) frontal view,698 b) 
perspective, c) top view. 

																																																													
696 AZSSBMP0551. 
697 AZSSBMP1398 
698 AZSSBMP1683. 
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 a)   b)   c)  d) 
Figure 5.543. Pulque deity. a) Frontal view,699 b) right view, c) back view (after González 
López 2015:189), d) in situ (photograph courtesy Museo del Templo Mayor). 

   
 a)   b)    c) 

 
  d) 
Figure 5.544. Figure 4.94. Bundle crenellation (?). a) Frontal view,700 b) right view, c) 
back view, d) in situ (photograph courtesy Museo del Templo Mayor).  

																																																													
699 AZSSBMP1731. 
700 AZSSBMP0136. 
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Figure 6.1. Map of the Main Temple and surrounding area, Etapa V (courtesy Proyecto 
Templo Mayor). 
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 a)    b)   c) 

   
 d)    e)   f) 

   
 g)    h)   i) 



	 595 

    
 j)    k)   l) 

   
 m)    n)   o) 
Figure 6.2. The Stone of Tizoc (After Matos Moctezuma 2009).701 a) Conquest of 
Matlatzinco, b) conquest of Tochpan, c) conquest of Ahuilizapan, d) conquest of 
Huexotla, e) conquest of Culhuacan, f) conquest of Tenayuca, g) conquest of Xochimilco, 
h) conquest of Chalco, i) conquest of Tamazulapan, j) conquest of Acolhuacan) j) 
conquest of Tetenanco, k) conquest of Tetenanco, l) Tlatelolco, m) conquest of Teotitlan, 
n) conquest of Mixtlan, o) conquest of Cuetlaxtlan. 

																																																													
701 AZSSBMP1500. 
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 a)    b) 
Figure 6.3. a) “Hombre de piedra” (Codex Zouche-Nuttal 1992:03r) and b) captive from 
the Mixtec area (AZSSBMP1000.14.2).  

    
 a)    b)    c) 
Figure 6.4. Conquest of Tlatelolco. a) Detail of the Mexica warrior showing the turquoise 
nose piece yacaxiuhtli, b) detail of the blue bird xiuhtototl, c) detail of pectoral. 

  
 a)    b) 
Figure 6.5. Tizoc wearing a hummingbird helmet and a quetzalapanecayotl headdress, b) 
drawing.  
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  a)     b) 

  
  c)     d) 

  
  e)      f) 
Figure 6.6. Stone of the Centro Mercantil. a) Back view,702 b) right view, c) left view, d) 
frontal view, e) top (courtesy Museo Nacional de Antropología), f) rollout, partially 
reconstructed. 
																																																													
702	AZSSBMP1463.	



	 598 

    
a)     b)    c)     d)   

Figure 6.7. Tlaloc pot, from Offering P. a) Frontal view,703 b) left view, c) back view, d) 
top view. 

    

a)     b)   c)   d) 
Figure 6.8. Xiuhtecuhtli, from Offering P. a) Frontal,704 b) right view, c) back view, d) 
right view. 

   
 a)    
Figure 6.9. Toltec Chacmool from Casa del Marqués del Apartado. a) Left view.705  

																																																													
703 AZSSBMP0400. 
704 AZSSBMP0528. 
705 AZSSBMP1605. 



	 599 

 
 a)  
Figure 6.10. Sculpture from Casa del Marqués del Apartado. a) Tlaloc pot.706 

   
 b)   c)   d) 
Figure 6.11. Cuauhxicalli from Casa del Marqués del Apartado. a) Frontal view,707 b) 
bottom view, c) interior view.  

   
 a)   
Figure 6.12. Sculpture from Casa del Marqués del Apartado. a) Relief with snake.708 

																																																													
706 AZSSBMP1638. 
707 AZSSBMP1661. 
708 AZSSBMP1664. 
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 a)   b) 
Figure 6.13. Sculpture from Casa del Marqués del Apartado a) Canine,709 b) mask and 
spines. 

   
  a)     b) 
Figure 6.14. Sculpture from Casa del Marqués del Apartado, headdress or yopitzontli, a) 
frontal view,710 b) drawing; 

 
  c)      d) 
Figure 6.15. Sculpture from Casa del Marqués del Apartado, headdress or yopitzontli, a) 
frontal view,711 b) drawing. 

																																																													
709 AZSSBMP1669. 
710 AZSSBMP0679. 
711 AZSSBMP0685. 
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  a)    b) 
Figure 6.16. Sculpture from Casa del Marqués del Apartado, human leg. a) Frontal 
view,712 b) drawing. 

  
  a)    b) 
Figure 6.17. Sculpture from Casa del Marqués del Apartado, human leg. a) Frontal 
view,713 b) drawing 

																																																													
712 AZSSBMP0678. 
713 AZSSBMP0680. 



	 602 

  
 a)     b) 
Figure 6.18. Sculpture from Casa del Marqués del Apartado, human arm. a) Frontal 
view,714 b) drawing. 

  
 a)     b) 
Figure 6.19. Sculpture from Casa del Marqués del Apartado, human arm. a) Frontal 
view,715 b) drawing.  

																																																													
714 AZSSBMP0681 
715 AZSSBMP0686. 
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  a)     b) 
Figure 6.20. Piece from the noble school or Calmecac. a) Frieze,716 b) drawing. 

   
  a)       b) 
Figure 6.21. Piece from the noble school or Calmecac. a) Fire serpent, xiuhcoatl frontal 
view,717 b) reconstructive drawing, , probably belong to the piece on figure 6.342. 

   
  a)    
Figure 6.22. Piece from the noble school or Calmecac. a) Wing, probably belong to figure 
6.21.718 

																																																													
716 AZSSBMP0111. 
717 AZSSBMP0474. 
718 AZSSBMP01216 
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 a)   b) 
Figure 6.23. Piece from the noble school or Calmecac. a) Maize plant,719 b) drawing. 

   
 a)       b)    
Figure 6.24. Piece from the noble school or Calmecac. a) Quetzal feathers, frontal 
view,720 b) left view. 

 
 a) 
Figure 6.25. Piece from the noble school or Calmecac. a) Quetzalcoatl.721  

																																																													
719 AZSSBMP1218. 
720 AZSSBMP1217. 
721 AZSSBMP1219. 
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 a)      b) 
Figure 6.26. Piece from the noble school or Calmecac. a) Discovery, b) drawing of the 
context (photograph and drawing courtesy of Programa de Arqueología Urbana). 

  
 a)     b) 
Figure 6.27. Piece from the noble school or Calmecac, human arm. a) Frontal view,722 b) 
drawing.  

  
 a)   b) 
Figure 6.28. Piece from the noble school or Calmecac, human arm. a) Frontal view,723 b) 
drawing. 

																																																													
722 AZSSBMP1222. 
723 AZSSBMP1223. 
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 a)    b) 
Figure 6.29. Piece from the noble school or Calmecac, human arm. a) Frontal view,724 b) 
drawing. 

  
 a)    b) 
Figure 6.30. Piece from the noble school or Calmecac, headdress. a) Frontal view,725 b) 
drawing. 

    
 a)   b)   c)   d) 
Figure 6.31. Human head wearing a cape with human skulls and crossbones. a) frontal 
view,726 b) left view, c) back view, d) right view. 

																																																													
724 AZSSBMP1224. 
725 AZSSBMP1225. 
726 AZSSBMP0892. 
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 a)    b)   c) 
Figure 6.32. Tlaloc with sawfish tongue. a) Frontal view,727 b) left view, c) back view. 

 
 a) 
Figure 6.33. Human skull. a) frontal view.728 

  
  a)      b) 
Figure 6.34. Maguey plant. a) frontal view,729 b) drawing. 

																																																													
727 AZSSBMP1273. 
728 AZSSBMP1929 
729 AZSSBMP1394. 
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 a)      b) 

   
 c)    d)   e) 
Figure 6.35. Coyolxauhqui 4. a) Frontal,730 b) southwest part of the Main Temple, the 
arrow highlight the piece (NHA842), c) leg fragment,731 d) headdress, e) torso fragment, 
note the fire serpent.  

   
 a)    b)   c) 
Figure 6.36. Bench frieze. a) frontal view,732 b) perspective, c) left view.  

																																																													
730 AZSSBMP1413. 
731 AZSSBMP1902. 
732 AZSSBMP0879. 
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 a) 
Figure 6.37. Tlaloque. a) frontal view.733 

 
a) 

Figure 6.38. Tlaloque a) frontal view.734 

 
a) 

Figure 6.39. Figure 4.117. Tlaloque. a) frontal view.735 

																																																													
733 AZSSBMP0762. 
734 AZSSBMP1399. 
735 AZSSBMP0846. 



	 610 

 
a) 

Figure 6.40. Tlaloque. a) frontal view (after Barrera and Islas 2013:231).736 

 
a)    

Figure 6.41. Chicomecoatl a) frontal view.737 

 
 b) 
Figure 6.42. Chicomecoatl from Culhuacan. A) Frontal view.738 

																																																													
736 AZSSBMP0151. 
737 AZSSBMP0345 
738 AZSSBMP1575.  
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 a)    b)  
Figure 6.43. Chicomecoatl (?) a) Frontal view,739 d) drawing. 

 
 a) 
Figure 6.44. a) Toci (?) (after Baer and Bankmann 1990:117). 

  
a)    b) 

Figure 6.45. Quetzalcoatl. a) Frontal view,740 b) drawing. 

																																																													
739 AZSSBMP1590. 
740 AZSSBMP1359. 
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 a)     b) 

 
     c) 
Figure 6.46. Altar displaying Tlaloc and Tlaltecuhtli. a) Top view (after López Luján 
2009b),741 b) in situ (photograph courtesy Museo del Templo Mayor), c) rollout.  

																																																													
741 AZSSBMP1544. 
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Figure 6.47. Map of the Main Temple, Phase VI (courtesy Proyecto Templo Mayor). 
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a)   b)     c)  

Figure 6.48. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,742 b) left 
view, c) right view. 

   
a)    b)     c)  

Figure 6.49. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,743 b) left 
view, c) right view. 

   
a)    b)     c)  

Figure 6.50. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,744 b) left 
view, c) right view. 

   
a)    b)     c)  

Figure 6.51. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,745 b) left 
view, c) right view. 

																																																													
742 AZSSBMP0714. 
743 AZSSBMP0715. 
744 AZSSBMP0716. 
745 AZSSBMP0717. 
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a)    b)     c)  

Figure 6.52. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,746 b) left 
view, c) top view. 

   
a)    b)     c)  

Figure 6.53. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,747 b) left 
view, c) top view. 

   
a)    b)     c)  

Figure 6.54. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,748 b) left 
view, c) perspective. 

   
a)   b)    c)  

Figure 6.55. “Clavo serpiente” attached to Templo Mayor. a) Frontal view,749 b) left 
view, c) view. 

																																																													
746 AZSSBMP0718. 
747 AZSSBMP0719. 
748 AZSSBMP0720. 
749 AZSSBMP0721. 
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a)     b)     

Figure 6.56. Human skull (“Clavo cráneo”). a) Frontal view,750 b) right view. 

  
a)      b)     

Figure 6.57. Human skull (“Clavo cráneo”). a) Frontal view,751 b) right view. 

  
a) 

Figure 6.58. Human skull (“Clavo cráneo”). a) Frontal view.752 

																																																													
750 AZSSBMP0108. 
751 AZSSBMP0109. 
752 AZSSBMP0213 
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a)      b)     

Figure 6.59. Human skull (“Clavo cráneo”). a) Frontal view,753 b) left view. 

   
a)     b)     

Figure 6.60. Human skull (“Clavo cráneo”). a) Frontal view,754 b) right view. 

    
a)  b)    c)   d) 

Figure 6.61. Human skull (“Clavo cráneo”). a) Frontal view,755 b) right view, c) top view, 
d) bottom view. 

																																																													
753 AZSSBMP0214. 
754 AZSSBMP0215. 
755 AZSSBMP0563. 
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a)    b)    c) 

Figure 6.62. Human skull (“Clavo cráneo”). a) Frontal view,756 b) left view, c) top view. 

   
a)    b)    c) 

Figure 6.63. Human skull (“Clavo cráneo”). a) Frontal view,757 b) right view, d) top view. 

   
a)    b)    c) 

Figure 6.64. Human skull (“Clavo cráneo”). a) Frontal view,758 b) left view, c) top view. 

  
a)    b) 

Figure 6.65. Human skull (“Clavo cráneo”). a) Frontal view,759 b) left view. 

																																																													
756 AZSSBMP0848. 
757 AZSSBMP1154. 
758 AZSSBMP1453. 
759 AZSSBMP1950. 
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 a)    b)   c) 
Figure 6.66. Figure 4.125. Building B covered with human skulls. a) East façade, b) north 
façade, c) south façade.  

  
a)      b) 

Figure 6.67. a) Eagle probably singing, frontal view (from Offering 78),760 b) right view. 

   
 a)    b)    c) 
Figure 6.68. a) Handler, frontal view (from Offering 78),761 b) bottom view, c) top view 

																																																													
760 AZSSBMP1502. 
761 AZSSBMP0476. 
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 a) 
Figure 6.69. a) Flute, frontal view (from Offering 78).762 

 
 a) 
Figure 6.70. a) flute, frontal view (from Offering 78).763 

 
 a) 
Figure 6.71. h) drum or teponaztli (from Offering 78).764 

  
 a)   
Figure 6.72. a) Turtle carapace (from Offering 78 photograph courtesy Museo del 
Templo Mayor).765 

																																																													
762 AZSSBMP1364. 
763 AZSSBMP1480. 
764 AZSSBMP1482. 
765 AZSSBMP1967. 



	 621 

 
  a) 
Figure 6.73. a) Rattle or omichicahuaztli, frontal view (from Offering 78).766 

    
 a)      
Figure 6.74. a) Rattle or chicahuaztli frontal view (from Offering 78).767 

 
 a) 
Figure 6.75. a) Frontal view (from Offering 78).768 

																																																													
766 AZSSBMP1483. 
767 AZSSBMP0480. 
768 AZSSBMP1484. 
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 a) 
Figure 6.76. a) (from Offering 78, photograph courtesy Museo del Templo Mayor).769 

   
 a)   
Figure 6.77. a) Tongue or flame, frontal view (from Offering 78).770 

 
 a) 
Figure 6.78. a) Frontal view (from Offering 78).771 

 
 a) 
Figure 6.79. a) Flint knife with the face of Xochipilli (from Offering 78).772 

																																																													
769 AZSSBMP1485. 
770 AZSSBMP0477. 
771 AZSSBMP0478. 
772 AZSSBMP1546. 
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 a)    b) 
Figure 6.780. Fill or entortado a) Area in front of the Main Temple (photograph courtesy 
Roberto Martínez Meza), b) eastern area of the Main Temple. 

  
 a)      b) 
Figure 6.81. Relief found in the entortado. a) Smoking mirror, frontal view,773 b) 
drawing. 

 
 a) 
Figure 6.82. Sculpture found in the entortado. a) Snake, left view.774 

																																																													
773 AZSSBMP0219. 
774 AZSSBMP0221. 
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 a)      b) 
Figure 6.83. Relief found in the “entortado”. a) Tlaltecuhtli (?), b) drawing.775 

   
 a)   b)    c) 
Figure 6.84. Altar in front of Templo Mayor, flint knives. a) Frontal view,776 b) view, c) 
back view. 

   
 a)    b)  

																																																													
775 AZSSBMP0222. 

776 AZSSBMP0217. 
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 c)    d)   
Figure 6.85. Altar of flint knives found in front of Templo Mayor. a) Frontal view,777 b) 
view, c) back view, d) piece in situ. 

  
 a)    b) 
Figure 6. 86. Altar of flint knives found in front of the House of the Eagles. a) Frontal 
view,778 b) back view. 

   
 a)   b)   c) 
Figure 6.87. Altar of flint knives (?) a) Frontal view (of unknown origin),779 b) right 
view, c) back view 

																																																													
777 AZSSBMP0218. 
778 AZSSBMP1720. 
779 AZSSBMP1326. 
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 a)   b)    c) 
Figure 6.88. Altar of flint knives or sacrificial stone (techcatl) (?) a) Right view,780 b) 
back view, c) left view (from Palacio Nacional). 

   
 a)    b)    c) 
Figure 6.89. Altar of flint knives, from North the Plaza, a) Left view,781 b) top view, c) 
bottom view. 

   
 a)    b)    c) 
Figure 6.90. Altar of flint knives, from North the Plaza, a) Left view,782 b) bottom view. 
c) in situ (photograph courtesy Museo del Templo Mayor). 

																																																													
780 AZSSBMP1443. 
781 AZSSBMP1530. 
782 AZSSBMP1533. 
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 a)    b)    c) 
Figure 6.91. Altar of flint knives, from the North Plaza, a) top view,783 b) bottom, c) left 
view. 

  
 a)    b) 
Figure 6.92. Altar of flint knives, from the North Plaza, a) Top view,784b) drawing 
courtesy Museo del Templo Mayor. 

   
 a)    b)    c) 
Figure 6.93. Altars from the North Plaza, Itzpapalotl Stone. a) Frontal view,785 b) left 
view, c) right view. 

																																																													
783 AZSSBMP1534 
784 AZSSBMP1532 
785AZSSBMP1504.  
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 a)    b)    c) 
Figure 6.94. Altars from the North Plaza, Itzpapalotl Stone. a) Frontal view,786 b) left 
view, c) bottom view 

  
 a)    b) 
Figure 6.95. Altars from the North Plaza, Itzpapalotl Stone. a) Frontal view,787 b) left 
view.  

  
 a)      b) 
Figure 6.96. Altars from the North Plaza, Itzpapalotl Stone. a) Frontal view,788 b) 
Tlaltecuhtli, bottom view. 

																																																													
786 AZSSBMP1505. 
787 AZSSBMP1506.  
788 AZSSBMP1507 



	 629 

   
 a)    b)    c)  

 
 d)    e)   

 
   f) 
Figure 6.97. Itzpapalotl Stone. a) Frontal view,789 b) left view, c) top view, e) bottom 
view, f) reconstructive rollout. 

																																																													
789 AZSSBMP1596. 
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 a)    b)    c)  
Figure 6.98. Descending humans. a) Figure descending to the Underworld,790 b) dead 
female in combat,791 c) victim of gladiatorial combat, note the rope around the body 
(Codex Magliabechiano 1996:30r). 

   
 a)    b)    c)  

  
 d)    e)    f) 

     
 g)    h)    i) 

																																																													
790 AZSSBMP1526. 
791 AZSSBMP1526. 
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 j)    k)   
Figure 6.99. Stone of the Death Monsters. a) Frontal view,792 b) left view, c) back view, 
d) owl, drawing, e) scorpion, drawing, f) bat, drawing, g) right view, h) bottom view, i) 
top view, j) spider, drawing, k) Tlaltecuhtli, drawing. 

  
    a) 
Figure 6.100. Stone of the Death Monsters in Museo Anahuacalli a) rollout.793  

    
 b)   c)   d)    e) 
Figure 6.101. Stone of the Death Monsters in the Universidad de las Américas, Puebla. a) 
Frontal view, scorpion, b) snake, c) zacatapayolli, d) spider (NHA2244).  

																																																													
792 AZSSBMP1798. 
793 AZSSBMP1597. 
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a)         b)  

Figure 6.102. The Earth Goddess, Tlaltecuhtli. a) Frontal,794 b) drawing. 

    
a)    b)   c)  

Figure 6.103. The Earth Goddess, Tlaltecuhtli, embedded in the fill of the House of the 
Eagles. a) Top view,795 b) bottom view, c) drawing. 

    
a)     b)    c) 

Figure 6.104. Tlaltecuhtli underneath a feathered serpent. a) Top view, note with the date 
1 Reed on the back (from Calixtlahuaca?),796 b) left view, c) Tlaltecuhtli. 

																																																													
794 AZSSBMP011. 
795 AZSSBMP0152. 
796 AZSSBMP0176. 
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a)         b)  

Figure 6.105. The Earth Goddess, Tlaltecuhtli or Coatlicue found in front of Templo 
Mayor. a) Frontal view,797 b) drawing. 

    
a)       b)    c)  

   
d)       e)    f)  

																																																													
797 AZSSBMP0222. 
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  g)  
Figure 6.106. Tlaltecuhtli altar. a) Bottom view,798 b) drawing, c) right view, d) left view, 
e) top view, f) drawing, g) back view. 

   
a)       b)    c)  

Figure 6.107. Tlaltecuhtli underneath a feathered serpent with calendric date 1 Reed on 
the back. a) Frontal view,799 b) perspective, c) Tlaltecuhtli (NHA1381). 

 
  a) 
Figure 6.108. The Earth Goddess (?) a) Frontal view,800 from the Main Temple 
excavations. 

																																																													
798 AZSSBMP0226. 
799 AZSSBMP0264. 
800 AZSSBMP0708. 
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a)           b)           c) 

  
 d)      e) 
Figure 6.109. The Earth Goddess, Tlaltecuhtli, on eagle, cuauhxicalli. a) Top view,801 b) 
right view, c) bottom view, d) drawing, e) date 4 Reed, detail. 
 

   
 a)   b)  c) 
Figure 6.110. The Earth Goddess, Tlaltecuhtli. a) Circular altar, bottom view,802 b) 
drawing, c) top view. 

																																																													
801 AZSSBMP0807. 
802 AZSSBMP0922. 
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a)         b)   c) 

Figure 6.111. Tlaltecuhtli altar. a) Top view,803 b) drawing, c) left view. 

 
a)        b)    c)  

Figure 6.112. Altar. a) Bottom view (NHA279),804 b) drawing, c) frontal view. 

 
 a) 

Figure 6.113. Tlaltecuhtli altar. a) Drawing.805 

																																																													
803 AZSSBMP1160. 
804 AZSSBMP1405. 
805 AZSSBMP1544. 
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 a) 
Figure 6.114. Tlaltecuhtli underneath a feathered serpent. a) Bottom view.806 

   
a)        b)  

Figure 6.115. The Earth Goddess, Tlaltecuhtli. a) Bottom view,807 b) drawing. 

  
  a) 
Figure 6.116. Tlaltecuhtli underneath a vessel. a) Bottom view,808 b) left view. 

																																																													
806 AZSSBMP1582. 
807 AZSSBMP1591. 
808 AZSSBMP1594. 
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 a) 
Figure 6.117. Tlaltecuhtli del Metro. a) Frontal view.809 

   
a)     b)  

Figure 6.118. Tlaltecuhtli giving birth to Tezcatlipoca. a) Frontal view,810 b) drawing. 

 
  a) 

																																																													
809 AZSSBMP1572. 
810 AZSSBMP1750. 
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Figure 6.119. The Earth Goddess. a) Tlaltecuhtli del Mayorazgo de Nava Chávez (after 
López Luján 2009b).811 

  
a)     b)  

Figure 6.120. The Earth Goddess, Tlaltecuhtli. a) Frontal view (NHA1389),812 b drawing. 

 
 a)     b)    c) 

   
  d)      e)      f) 

 
  g)      h)      i) 

																																																													
811 AZSSBMP1815. 
812 AZSSBMP1966. 



	 640 

Figure 6.121. Tlaltecuhtli altar found behind House of the Eagles. a) Bottom view,813 b) 
drawing of Tlaltecuhtli, c) right view, sketched being, d) drawing, e) right view, scorpion 
or feline (?), f) drawing, g) back view, h) sketched bat, drawing, i) top view. 

   
  a)      b)      c) 

 
  d)      e)       f) 

   
  g)    h)     i) 

   
 j)     k)    l) 
																																																													
813 AZSSBMP0227. 
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 m) 

  
    n) 
Figure 6.122. Tlaltecuhtli altar. a) Top view,814 b) bottom view, c) left view, d) drawing, 
e) drawing, f) drawing, g) right view, h) back view, i) top view, j) drawing, k) drawing, l) 
context, m) in situ, n) rollout (reconstruction). 
																																																													
814 AZSSBMP0229. 
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  a)    b) 
Figure 6.123. The Earth Goddess, Tlaltecuhtli, from Reforma and Chivatito intersection. 
a) Frontal view,815 b) drawing. 

 
 a) 
Figure 6.124. The Earth Goddess on Itzpapalotl altar. a) Drawing.816 

  
a)       b)  

Figure 6.125. The Earth Goddess underneath Coatlicue. a), Bottom view 
(AZSSBMP1529), b) drawing. 

																																																													
815 AZSSBMP1401. 
816 AZSSBMP1507. 
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  a) 
Figure 6.126. The Earth Goddess underneath the Yolotlicue monument. a) Drawing.817 

  
a)        b)  

Figure 6.127. Tlaltecuhtli. a) Bottom view of a plumed serpent (NHA1170),818 b) 
drawing. 

 
a) 

Figure 6.128. Tlaltecuhtli altar. a) Bottom view.819   
																																																													
817 AZSSBMP1542. 
818 AZSSBMP1578. 
819 AZSSBMP1733. 
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 a)      b)     c) 
Figure 6.129. Tlaltecuhtli beneath Coatlicue. a) Frontal view,820 b) bottom view (after 
Matos 1997a), c) drawing. 

  
a)         b)  

Figure 6.130. The Earth Goddess, Tlaltecuhtli. a) Frontal view,821 b) drawing. 

  
a)         b)  

Figure 6.131. The Earth Goddess, Tlaltecuhtli on greenstone monuments. a) Fragment 
from the Ehecatl Temple, b) from Escalerillas explorations. 

																																																													
820 AZSSBMP1954. 
821 AZSSBMP1955. 
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a) 

Figure 6.132. The Earth Goddess, Tlaltecuhtli. a) Zoomorphic Tlaltecuhtli.822 

  
a)         b)  

Figure 6.133. The Earth Goddess, Tlaltecuhtli. a) Frontal view (photograph courtesy 
Proyecto Templo Mayor),823 b) drawing. 

  
a)          b)  

Figure 6.134. The Earth Goddess, Tlaltecuhtli. a) Frontal view (photograph courtesy 
Proyecto Templo Mayor),824 b) drawing. 

																																																													
822 AZSSBMP0010. 
823 AZSSBMP0206. 
824 AZSSBMP0207. 
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 a) 
Figure 6.135. The Earth Goddess, Tlaltecuhtli. a) Bottom view of a tepetlacalli from Pino 
Suárez Metro Station.825 

 
 a) 
Figure 6.136. Tlaltecuhtli beneath a feathered serpent. a) Bottom view (NHA1385).826 

   
 a)     b)   c) 
Figure 6.137. The Earth Goddess, Tlaltecuhtli. a) Sacrificial stone, techcatl, frontal 
view,827 b) left view, c) drawing. 

																																																													
825 AZSSBMP0245 
826 AZSSBMP0267. 
827 AZSSBMP0487. 
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a)         b)  

Figure 6.138. Tlaltecuhtli beneath Coatlicue. a) Bottom view,828 b) drawing. 

 
  a) 
Figure 6.139. Tlaltecuhtli altar. a) Perspective (of unknown origin).829 

 
  a)      b) 
Figure 6.140. Tlaltecuhtli. a) Left view,830 b) drawing. 
																																																													
828 AZSSBMP1446. 
829 AZSSBMP1448. 
830 AZSSBMP1501. 
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 a)    b)    c) 
Figure 6.141. The Earth Goddess, Tlaltecuhtli. a) Tepetlacalli, bottom view,831 b) frontal 
view (from Gutiérrez Solana 1983), c) back view (from Gutiérrez Solana 1983).  

   
 a)  b)   c)   d) 
Figure 6.142. Tlaltecuhtli altar from the Templo Mayor excavations. a) Top view,832 b) 
drawing, c) altar probably belong with the previous piece,833 d) drawing. 

  
a)          b)  

Figure 6.143. Tlaltecuhtli beneath a feathered serpent from Coyoacan. a) Bottom view 
(after López Luján 2016),834 b) drawing. 

																																																													
831 AZSSBMP1589. 
832 AZSSBMP1952. 
833 AZSSBMP1953. 
834 AZSSBMP1958. 
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a)         b)  

Figure 6.144. Tlaltecuhtli beneath a feathered serpent. a) Bottom view (after Baer and 
Bankman 1990),835 b) drawing. 

  
 a) 
Figure 6.145. Tlaltecuhtli. a) Frontal view (NHA965) 

 
 a) 
Figure 6.146. Earth band, altar. a) from Acolman (NHA545). 

																																																													
835 AZSSBMP1964. 
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 a)     b) 

  
  c)    d) 

   
  e)    f) 
Figure 6.147. Huehueteotl. a) Frontal view,836 b) left view, c) back view, note the date 11 
Reed, d) right view, e) top view, f) drawing of the date, g) pectoral, depicting a human 
wearing a war serpent headdress.  

																																																													
836 AZSSBMP1527. 



	 651 

   
 a)    b)   c) 

  
 d)    e) 

  
  f)     g) 
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 h)     i) 
Figure 6.148. Figures probably from the same workshop. a) Xiuhtecuhtli, frontal view,837 
b) right view, c) back view, d) pulque deity (after Matadamas et al 2016),838 e) Chacmool 
of Tacubaya,839 f) Chacmool of Venustiano Carranza,840 g) Chacmool,841 h) Xiuhtecuhtli 
(after Baer and Bankmann 1990),842 i) Xiuhtecuhtli from Moyotlan. 

 
  a) 
Figure 6.149. Fragment of collar. a) Frontal view.843  

																																																													
837 AZSSBMP1527. 
838 AZSSBMP1454. 
839 AZSSBMP1565. 
840 AZSSBMP1566. 
841 AZSSBMP1567. 
842 AZSSBMP1896. 
843 AZSSBMP0225. 
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 a)  b)   c)  d) 
Figure 6.150. Macuilxochitl-Xochipilli, 5 Lizard (Macuiltonaleque). a) Frontal view 
(AZSSBMP0230), b) left view, c) back view (note the calendric date), d) right view.  

 
 a) 
Figure 6.151. Sculpture found behind the House of the Eagles. a) cactus.844 

 
 a)   b)   c) 
Figure 6.152. Macuilxochitl-Xochipilli. a) frontal view,845 b) left view, c) back view, 
from Escalerillas excavations. 

																																																													
844 AZSSBMP0028. 
845 AZSSBMP1104. 
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 a)  b)   

  
 c)   d) 
Figure 6.153. Sculptures found around the ballgame court. a) Rubber ball,846 b) rubber 
ball,847 c) rubber ball,848 d) rubber ball.849 

 
   a) 
Figure 6.154. North part of the ballcourt (Barrera Rodríguez 2018). 

																																																													
846 AZSSBMP0392. 
847 AZSSBMP0393, 
848 AZSSBMP0795. 
849 AZSSBMP0796. 
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  a)   b) 
Figure 6.155. Plaque found behind the House of the Eagles. a) frontal view,850 b) 
drawing. 

    
 a)    c)    d) 
Figure 6.156. Pieces found in the Building J. a) Frontal view,851 b) Tonatiuh,852 c) 
drawing. 

																																																													
850 AZSSBMP1511. 
851 AZSSBMP0389. 
852 AZSSBMP0601. 
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  a)    b)    c) 
Figure 6.157. Relief depicting a human being in sacrifice. a) Frontal view,853 b) drawing, 
c) after Zabern and Mainz, image 200) 

   
 a)     b) 

  
  c)      d) 
Figure 6.158. Crocodile. a) Frontal view,854 b) left view, c) top view, d) bottom view. 

																																																													
853 AZSSBMP1734. 
854 AZSSBMP1581. 
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 a) 
Figure 4.147. Feline. a) Frontal view.855 

    
 a)   b)   c)   d) 
Figure 6.159. Eagle from the House of the Eagles. a) Frontal view,856 b) left view, c) top 
view, d) bottom view; 

  
 e)   f) 
Figure 6.160. a) Frontal view,857 b) bottom view. 

																																																													
855 AZSSBMP1235. 
856 AZSSBMP1968. 
857 AZSSBMP1969. 
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 a) 

 
 b) 

 
 c)      

 
 d) 

  
 e)     f) 
Figure 6.161. Ahuitzotl’s monuments. a) The Acuecuexco monument, frontal view,858 b) 
drawing, c) back view, d) drawing, e) plumed serpent, left view, f) drawing of top view. 

																																																													
858 AZSSBMP0026. 
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 a)     b) 

   
 c)      d) 

   
  e)      f) 
Figure 6.162. Ahuitzotl, lid (?) a) Frontal view,859 b) top view, c) left view, d) back view, 
e) left view, f) bottom view, Chalchiuhtlicue, g) drawing. 
																																																													
859 AZSSBMP1142. 
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 a)      b)   c) 

   
 d)      e)   f) 

  
  g)     h) 
Figure 6.163. Stone box, tepetlacalli. a) Frontal view,860 b) left view, c) right view, c) 
interior of the box, d) underneath view, e) Tlaltecuhtli or Tlaloc in the bottom view, f) 
Tlaltecuhtli, bottom view, g) lid, left view (photograph courtesy of the Etnologisches 
Museum, Berlin),861 h) lid with calendric date, h) bottom view (after Pasztory 1983:164).  

																																																													
860 AZSSBMP1531. 
861 AZSSBMP1894. 
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  a)    b) 
Figure 6.164. Ahuitzotl. a) Frontal view,862 b) bottom view (after López Luján 2015: 103-
108). 

 
 a) 
Figure 6.165. a) Fragment.863 

   
  7.1)     7.2) 
Figure 6.166. a) Plaque from Morelos. a) Frontal view,864 b) drawing. 

																																																													
862 AZSSBMP1508. 
863 AZSSBMP0034. 
864 AZSSBMP1455. 
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 a) 
Figure 6.167. Crenellation, biznaga type. a) Frontal view,865 

   
a)   b)    c) 

Figure 6.168. Crenellation, biznaga type. a) Frontal view,866 b) left view, c) back view 

  
a)   b)   

Figure 6.169. Crenellation, biznaga type. a) Frontal view,867 b) left view. 

																																																													
865 AZSSBMP0028. 
866 AZSSBMP0029. 
867 AZSSBMP0030.  
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a)   b)    c)   d) 

Figure 6.170. Crenellation, biznaga type. a) Frontal view,868 b) left view, c) back view, d) 
right view. 

   
a)  b)    c) 

Figure 6.171. Crenellation, biznaga type. a) Frontal view,869 b) left view, c) back view. 

   
a)   b)     c)   d) 

Figure 6.172. Crenellation, biznaga type. a) Frontal view,870 b) left view, c) back view, d) 
top view. 

																																																													
868 AZSSBMP0031. 
869 AZSSBMP0032. 
870 AZSSBMP0955. 
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a)   b)     c)   d) 

Figure 6.173. Crenellation, biznaga type. a) Frontal view,871 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.174. Crenellation, biznaga type. a) Frontal view,872 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.175. Crenellation, biznaga type. a) Frontal view,873 b) left view, c) back view, d) 
top view. 

																																																													
871 AZSSBMP0956. 
872 AZSSBMP0959. 
873 AZSSBMP0961. 
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a)   b)     c)  d) 

Figure 6.176. Crenellation, biznaga type. a) Frontal view,874 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.177. Crenellation, biznaga type. a) Frontal view,875 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.178. Crenellation, biznaga type. a) Frontal view,876 b) left view, c) back view, d) 
top view. 

																																																													
874 AZSSBMP0962. 
875 AZSSBMP0963. 
876 AZSSBMP0964. 
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a)   b)     c)   d) 

Figure 6.179. Crenellation, biznaga type. a) Frontal view,877 b) left view, c) back view, d) 
top view. 

   
a)   b)     c)   d) 

Figure 6.180. Crenellation, biznaga type. a) Frontal view,878 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.181. Crenellation, biznaga type. a) Frontal view,879 b) left view, c) top view, d) 
bottom view. 

																																																													
877 AZSSBMP0965. 
878 AZSSBMP0966. 
879 AZSSBMP0968. 
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a)   b)     c)   d) 

Figure 6.182. Crenellation, biznaga type. a) Frontal view,880 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.183. Crenellation, biznaga type. a) Frontal view,881 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.184. Crenellation, biznaga type. a) Frontal view,882 b) left view, c) back view, d) 
top view. 

																																																													
880 AZSSBMP0970. 
881 AZSSBMP0971. 
882 AZSSBMP0972. 
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a)   b)     c)   d) 

Figure 6.185. Crenellation, biznaga type. a) Frontal view,883 b) left view, c) back view, d) 
top view. 

    
a)  b)     c)  d) 

Figure 6.186. Crenellation, biznaga type. a) Frontal view,884 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.187. Crenellation, biznaga type. a) Frontal view,885 b) left view, c) back view, d) 
top view. 

																																																													
883 AZSSBMP0975. 
884 AZSSBMP0976. 
885 AZSSBMP0977. 
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a)   b)     c)   d) 

Figure 6.188. Crenellation, biznaga type. a) Frontal view,886 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.189. Crenellation, biznaga type. a) Frontal view,887 b) left view, c) back view, d) 
top view. 

    
a)   b)     c)   d) 

Figure 6.190. Crenellation, biznaga type. a) Frontal view,888 b) left view, c) back view, d) 
top view. 

																																																													
886 AZSSBMP0978. 
887 AZSSBMP0979. 
888 AZSSBMP0980. 
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a)   b)     c)   d) 

Figure 6.191. Crenellation, biznaga type. a) Frontal view,889 b) left view, c) back view, d) 
bottom view. 

    
a)   b)     c)   d) 

Figure 6.192. Crenellation, biznaga type. a) Frontal view,890 b) left view, c) back view, d) 
top view. 

    
a)   b)    c)   d) 

Figure 6.193. Crenellation, biznaga type. a) Frontal view,891 b) left view, c) back view, d) 
top view. 

																																																													
889 AZSSBMP0981. 
890 AZSSBMP0982. 
891 AZSSBMP0983. 
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 a)    b)   c) 
Figure 6.194. Biznaga. a) Frontal view,892 b) relief,893 c) drawing. 

   
 a)    b)   c) 
Figure 6.195. Cihuateotl 1 Eagle, from Casa Boker. a) Frontal view,894 b) left view, c) 
right view.  

   
 a)   b)   c) 
Figure 6.196. Cihuateotl 1 Deer, from Casa Boker. a) Frontal view,895 b) left view, c) 
back view. 

																																																													
892 AZSSBMP1579. 
893 AZSSBMP1658. 
894 AZSSBMP0273. 
895 AZSSBMP0274. 
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 a)    b) 
Figure 6.197. Cihuateotl 1 Monkey, from Casa Boker. a) Frontal view,896 b) right view. 

  
 d)    b) 
Figure 6.198. Cihuateotl 1 Eagle, from Casa Boker. a) Frontal view,897 b) left view. 

  
 a)    b)   c) 
Figure 6.199. Cihuateotl 1 Flower (?), from Casa Boker. a) Frontal view,898 b) left view, 
c) vessel (from Tlahuac) decorated with human skulls and flames (after Pasztory 
1983:240). 
																																																													
896 AZSSBMP0275. 
897 AZSSBMP1510. 
898 AZSSBMP0283. 
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 a)     b) 
Figure 6.200. Cihuateotl 1 Eagle. a) Frontal view,899 b) top view. 

  
 a)   b)  
Figure 6.201. Cihuateotl 1 House. a) Frontal view,900 b) right view. 

  
 a)  b) 
Figure 6.202. a) Cihuateotl 1 Deer (NHA199) in the Reiss-Engelhorn-Museen 
Mannheim, b) Cihuateotl, (NHA200) in the Reiss-Engelhorn-Museen Mannheim. 

																																																													
899 AZSSBMP0282. 
900 AZSSBMP0271. 
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a)   b)   c) 

Figure 6.203. Cihuateotl 1 Monkey. a) Frontal view,901 b) left view, c) top view. 

   
 a)    b)   c) 
Figure 6.204. Cihuateotl. a) Frontal view,902 b) left view, c) right view. 

   
 a)   b)  c) 
Figure 6.205. Cihuateotl 1 Eagle. a) Frontal view,903 b) right view, c) left view. 

																																																													
901 AZSSBMP0277.  
902 AZSSBMP0278.  
903 AZSSBMP0281. 
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 a)    b)   c) 
Figure 6.206. Cihuateotl 1 monkey. Frontal view,904 b), right view, c) top view.  

   
Figure 6.207. Cihuateteo placed on top a brazier. a) Sculpture from Teotihuacan 
(NHA1558), b) piece made of jade found in front of Templo Mayor, c) greenstone piece 
from the temple of Ehecatl.905 

  
 a)    b)    
Figure 6.208. Eagle, from Casa Boker. a) frontal view,906 b) left view. 
																																																													
904 AZSSBMP0276.  
905 These two sculptures belong to different pieces. For images on Tlaltecuhtli on the bottom of these pieces 
see figure 6.131. 
906 AZSSBMP0238. 
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 a)     b) 
Figure 6.209. Pedestal from Casa Boker. a) Frontal view,907 b) back view. 

   
 a)    b)   c) 
Figure 6.210. Human figure from Casa Boker. a) Frontal view,908 b) left view, c) back 
view. 

   
a)   b)  c) 

Figure 6.211. Architectural element from Casa Boker, Chalchiuhtlicue with the date 12 
Reed. a) Frontal view,909 b) left view, c) right view. 

																																																													
907 AZSSBMP1160. 
908 AZSSBMP0013. There are other similar examples of this form that could form a grouping such as 
AZSSBMP0098, AZSSBMP0114, AZSSBMP0115, AZSSBMP0144, AZSSBMP1407, AZSSBMP0231, 
some of them from Templo Mayor.  
909 AZSSBMP1402. 
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 a)    b)  c) 
Figure 6.212. Cihuateotl 1 Eagle found on the metro excavations. a) Frontal view,910 b) 
left view, c) right view. 

   
 a)   b)   c) 
Figure 6.213. Cihuateotl 1 House found on the metro excavations. a) Frontal view,911 b) 
left view, c) back view. 

   
 a)   b)    c) 
Figure 6.214. Cihuateotl 1 Deer found on the metro excavations. a) Frontal view,912 b) 
left view, c) right view. 

																																																													
910 AZSSBMP0272. 
911 AZSSBMP0279. 
912 AZSSBMP0280. 
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 a)    b)   c) 
Figure 6.215. Cihuateotl from Chapultepec. a) frontal view,913 b) right view, c) in situ 
(NHA543), besides other sculptures. 

 
a)  

 
b)  

Figure 6.216. Sculptures around Pasaje Catedral, reed bundles. a) With calendric date 1 
Death,914 b) piece found by Leopoldo Batres.915 

																																																													
913 AZSSBMP1167. 
914 AZSSBMP0007. 
915 AZSSBMP0008. 
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 a)    b)    c) 
Figure 6.217. Piece from Pasaje Catedral. a) Frontal view,916 b) left view, c) back view. 

   
 a)    b)    c) 
Figure 6.218. Piece from Pasaje Catedral. a) Frontal view,917 b) left view, c) back view. 

   
 a)    b)    c) 
Figure 6.219. Piece from Pasaje Catedral. a) Frontal view,918 b) left view, c) back view. 

																																																													
916 AZSSBMP1211. 
917 AZSSBMP1212. 
918 AZSSBMP1213. 
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 a)    b)    c) 
Figure 6.220. Piece from Pasaje Catedral. a) Frontal view,919 b) left view, c) back view. 

   
 a)    b)    c) 
Figure 6.221. Piece from Pasaje Catedral. a) Frontal view,920 b) left view, c) back view. 

 
  a) 
Figure 6.222. a) Mimixcoa, mural painting from Malinalco (after García Payón 1946). 

																																																													
919 AZSSBMP1214. 
920 AZSSBMP1215. 
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 a)   b)    c) 
Figure 6.223. Mixcoatl from Pasaje Catedral. a) Frontal view,921 b) left view, c) back 
view. 

   
 a)   b)   c) 
Figure 6.224. Mixcoatl from Pasaje Catedral. a) Frontal view,922 b) left view, c) back 
view. 

   
 a)   b)    c) 
Figure 6.225. Mixcoatl from Pasaje Catedral. a) Frontal view, note the cuauhpilolli on the 
forehead,923 b) right view, c) back view. 
																																																													
921 AZSSBMP0912. 
922 AZSSBMP0918. 
923 AZSSBMP0919. 
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 a)   b)   c) 
Figure 6.226. Mixcoatl from Pasaje Catedral. a) Frontal view,924 b) left view, c) back 
view. 

   
 a)   b)    c) 
Figure 6.227. Mixcoatl from Pasaje Catedral. a) Frontal view,925 b) left view, c) back 
view. 

  
a)    b) 

Figure 6.228. Mixcoatl from Pasaje Catedral. a) Frontal view,926 b) drawing. 
																																																													
924 AZSSBMP0943. 
925 AZSSBMP1017. 
926 AZSSBMP1201. 
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 a)    b)    c) 

Figure 6.229. Quetzalcoatl from Pasaje Catedral. a) Frontal view,927 b) right view, c) back 
view. 

 
 a)  
Figure 6.230. Quetzalcoatl from Pasaje Catedral. a) Frontal view.928 

   
 a)   b)   c) 
Figure 6.231. Xiuhtecuhtli from Pasaje Catedral. a) Frontal view,929 b) right view, c) back 
view. 

																																																													
927AZSSBMP0916. 
928AZSSBMP1219. 
929AZSSBMP0920. 
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 a) 
Figure 6.232. Xiuhtecuhtli from Pasaje Catedral. a) Frontal view.930 

 
 a)  
Figure 6.233. Tezcatlipoca (?) from Pasaje Catedral. a) Frontal view.931 

   
 a)    b) 
Figure 6.234. Similar figures, Mixcoatl. a) Frontal view (NHA121), b) Frontal view 
(NHA122). 

																																																													
930AZSSBMP1203. 
931AZSSBMP1204. 
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 a)       b) 
Figure 6.235. Piece from Pasaje Catedral. Dead human wearing a war serpent headdress. 
a) Frontal view,932 b) back view (NHA1289). 

 
  a) 
Figure 6.236. Eagle from Pasaje Catedral. a) Frontal view.933 

  
a)       b)  

Figure 6.237. Eagle from Pasaje Catedral, probably harpy eagles. a) Frontal view,934 b) 
drawing. 

																																																													
932 AZSSBMP1200. 
933 AZSSBMP0808. 
934 AZSSBMP1208. 
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a)         b)  

Figure 6.238. Eagle from Pasaje Catedral. a) Frontal view,935 b) drawing. 

  
a)       b)  

Figure 6.239. Eagle from Pasaje Catedral. a) Frontal view,936 b) drawing. 

  
 a) 
Figure 6.240. Jaguar from Pasaje Catedral. a) Frontal view.937 

																																																													
935 AZSSBMP1209.  
936 AZSSBMP1210 
937. AZSSBMP0790 
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  a)     b) 
Figure 6.241. Jaguar from Pasaje Catedral. a) Frontal view,938 b) drawing 

 
a)        b)  

Figure 6.242. Jaguar from Pasaje Catedral. a) Frontal view,939 b) drawing 

  
a)       b)  

Figure 6.243. Jaguar from Pasaje Catedral. a) Frontal view,940 b) drawing. 

																																																													
938 AZSSBMP1207. 
939 AZSSBMP1206. 
940 AZSSBMP1205. 
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a)     

Figure 6.244. Piece from Pasaje Catedral, Venus. a) Frontal view.941  

 
a) 

Figure 6.245. Piece from Pasaje Catedral, Venus. a) Frontal view.942 

 
  a) 
Figure 6.246. Piece from Pasaje Catedral, Venus. a) Frontal view.943 

																																																													
941 AZSSBMP0812. 
942 AZSSBMP0873. 
943 AZSSBMP1226. 
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  a)     
Figure 6.247. Piece from Pasaje Catedral, speech scroll. a) Frontal view.944  

 
  a) 
Figure 6.248. Piece from Pasaje Catedral. a) Frontal view.945 

  
 a)     b) 
Figure 6.249. Piece from Pasaje Catedral. a) Frontal view946 b) drawing. 

																																																													
944 AZSSBMP0788. 
945 AZSSBMP0590. 
946AZSSBMP0917. 
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a)    b)  

Figure 6.250. Piece from Pasaje Catedral. a) Frontal view,947 b) drawing 

  
 a)     b) 

  
 c)     d) 
Figure 6.251. Monumental Xiuhcoatl from Casa del Marqués del Apartado. a) Frontal 
view,948 b) left view, c) back view, note the date 4 Reed, d) right view. 

																																																													
947 AZSSBMP1202. 
948 AZSSBMP1445. 
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 a)      b) 
Figure 6.252. Monumental Xiuhcoatl, found near the Cathedral. a) Frontal view,949 b) 
back view. 

  
 a)     b) 

  
 c)     d) 

																																																													
949 AZSSBMP1469. 
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e)    

Figure 6.253. Monumental jaguar from Casa del Marqués del Apartado. a) Frontal 
view,950 b) left view, c) back view, d) right view, e) interior of the vessel (detail). 

  
 a)    b)   c) 
Figure 6.254. Monumental feline found in Donceles number 101. a) Frontal view,951 b) 
left view, c) detail of the vessel on the back. 

    
a)    b)    c) 

Figure 6.255. Monumental feline found in Donceles number 101. a) Frontal view,952 b) 
left view, c) right view.  

																																																													
950 AZSSBMP0133. 
951 AZSSBMP1536. 
952 AZSSBMP1537. 
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 a)    b) 

  
 c)      d) 
Figure 6.256. Monumental piece from Casa del Marqués del Apartado, eagle. a) Frontal 
view,953 b) left view, c) back view, d) right view. 

																																																													
953 AZSSBMP0233. 
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Figure 6.257. Map of the Main Temple and part of the Main Precinct (courtesy of 
Proyecto Templo Mayor). 
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 a)     b)   c) 

  
 d)    e) 
Figure 6.258. Vessel from the south part of the Basin of Mexico. a) Frontal view,954 b) 
left view, c) back view, d) right view, e) top view. 

    
 a)    b)    c) 

   
 d)     e)   
Figure 6.259. Pedestal from the south part of the Basin of Mexico displaying the western 
trecenas. a) Frontal view,955 b) left view, c) back view, d) right view, e) top view. 

																																																													
954 AZSSBMP1970. 
955 AZSSBMP1971. 
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 a)   b) 
Figure 6.260. Piece from the south part of the Basin of Mexico (attributed to Chalco). a) 
Frontal view,956 b) right view. 

   
 a)    b)    c) 
Figure 6.261. Piece from the south part of the Basin of Mexico (from san Pedro Tlahuac). 
a) Frontal view,957 b) top view, c) interior view. 

 
 a) 
Figure 6.262. Piece from Tlahuac (after López Luján and Fauvet-Berthelot 2005:175). a) 
Frontal view.958 

																																																													
956 AZSSBMP1976. 
957 AZSSBMP1972. 
958 AZSSBMP1973. 
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 a)    b) 
Figure 6.263. Piece from Tlalmanalco. a) Frontal view,959 b) left view. 

    
 a) 
Figure 6.264. Xochipilli from Talmanalco. a) Frontal view.960 

   
 a)   b) 
Figure 6.265. Xiuhmolpilli, from Iztapalapa. a) Frontal view,961 b) drawing by Andrew 
Turner (2015: figure 4.70). 

																																																													
959 AZSSBMP1974. 
960 AZSSBMP1975. 
961 AZSSBMP1977. 
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 q) 
Figure 6.266. Piece from the south part of the Basin of Mexico. a) Frontal view,962 b) 
right view, c) left view. 

   
 a)    b)    c) 

  
 d)    e) 
Figure 6.267. Piece from the south part of the Basin of Mexico. a) Frontal view,963 b) left 
view, c) back view, d) right view, e) top view. 

																																																													
962 AZSSBMP0803. 
963 AZSSBMP0839. 
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a)     b)    c)     d)   

Figure 6.268. Tlaloc jar (from Offering F). a) Frontal view,964 b) left view, c) back view, 
d) top view. 

     
a)     b)    c)     d)   

Figure 6.269. Tlaloc jar (from Offering 83). a) Frontal view,965 b) left view, c) back view, 
d) right view. 

    
a)     b)    c)      d)   

Figure 6.270. Xiuhtecuhtli (from Offering F). a) Frontal view,966 b) left view, c) back 
view, d) right view. 

																																																													
964 AZSSBMP0401. 
965 AZSSBMP0403. 
966 AZSSBMP0538. 
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a)     b)    c)      d)   

Figure 6.271. Xiuhtecuhtli (from Offering L). a) Frontal view,967 b) left view, c) back 
view, d) right view. 

  

a)                                              b) 

   
c)      d) 

Figure 6.272. Xiuhcoatl/War Serpent. a) Frontal view,968 b) view, c) bottom view, d) 
drawing, 2 Reed and 8 Reed. 

																																																													
967 AZSSBMP0539. 
968 AZSSBMP0004. 
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 a)    b)    c) 
Figure 6.273. Xiuhcoatl/War Serpent. a) Frontal view,969 b) left view, c) top view. 

   
 a)    b)    c) 
Figure 6.274. Xiuhcoatl/War Serpent. a) Frontal view,970 b) right view, c) top view 

   
 a)    b)    c) 
Figure 6.275. Xiuhcoatl/War Serpent. a) Frontal view,971 b) left view, c) right view. 

																																																													
969 AZSSBMP1457. 
970 AZSSBMP1458. 
971 AZSSBMP1459. 
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 a)    b)    c) 
Figure 6.276. Xiuhcoatl/War Serpent. a) Frontal view,972 b) right view, c) bottom view. 

   
 a)    b)    c) 
Figure 6.277. Xiuhcoatl/War Serpent. a) Frontal view,973 b) right view, c) top view. 

   
 a)    b)    c) 
Figure 6.278. Xiuhcoatl/War Serpent. a) Frontal view,974 b) right view, c) left view. 

																																																													
972 AZSSBMP1460. 
973 AZSSBMP1461. 
974 AZSSBMP1444. 
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 a)    b)     c) 
Figure 6.279. Xiuhcoatl/War Serpent. a) Frontal view,975 b) left view, c) top view. 

  
 a)      b) 
Figure 6.280. Piece from Tenochtitlan displaying an old style, calendric date 5 Eagle. a) 
Frontal view,976 b) drawing; 

   
 a)    b)    c) 

																																																													
975 AZSSBMP1978. 
976 AZSSBMP1412. 



	 704 

  
 d)     e) 
Figure 6.281. Piece from Tenochtitlan displaying an old style, altar. a) Frontal view,977 b) 
left view, c) back view, d) right view, e) back view. 

    
a)  b) 

Figure 6.282. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,978 b) drawing. 

  
a)        b) 

Figure 6.283. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,979 b) drawing. 

																																																													
977 AZSSBMP1577. 
978 AZSSBMP0578. 
979 AZSSBMP0582. 
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a)     b)    

Figure 6.284. Mausoleo de los siglos, found in Templo Mayor excavations (Inv. 10-
264883). a) Frontal view,980 b) drawing. 

  
a)      b) 

Figure 6.285. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,981 b) drawing. 

  
a)      b) 

Figure 6.286. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,982 b) drawing. 

																																																													
980 AZSSBMP0586. 
981 AZSSBMP0596. 
982 AZSSBMP0598. 
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a)    b) 

Figure 6.287. Mausoleo de los siglos. a) Frontal view,983 b) drawing. 

 
a)    b) 

Figure 6.288. Mausoleo de los siglos. a) Frontal view,984 b) drawing. 

  
a)   b) 

Figure 6.289. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,985 b) drawing. 

  
a)   b)   c)  d) 

Figure 6.290. Mausoleo de los siglos. a) Frontal view,986 b) drawing, c) right view, d) 
drawing. 
																																																													
983 AZSSBMP0599. 
984 AZSSBMP0604. 
985 AZSSBMP0755. 
986 AZSSBMP0832. 
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a)  b) 

Figure 6.291. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,987 b) drawing. 

    
a)    b) 

 
  c)  
Figure 6.292. Mausoleo de los siglos, found Calle de las Escalerillas excavations. a) 
Frontal view,988 b) left view, c) right view. 

																																																													
987 AZSSBMP1080 
988 AZSSBMP1535.  
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a)   b)  c)   d) 

Figure 6.293. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,989 b) drawing, c) left view, d) drawing. 

  
  a)     b) 
Figure 6.294. Mausoleo de los siglos, behind Templo Mayor. a) Frontal view,990 b) detail, 
note the mural paintings. 

   
 a)    b)   c)  d) 
Figure 6.295. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,991 b) drawing. 

																																																													
989 AZSSBMP1545.  
990 AZSSBMP1895. 
991 AZSSBMP1931. 
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 a)     b) 
Figure 6.296. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,992 b) drawing. 

 
 a)     b) 
Figure 6.297. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,993 b) drawing. 

 
 a)   b) 
Figure 6.298. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,994 b) drawing. 

  
 a)    b) 
Figure 6.299. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,995 b) drawing. 
																																																													
992 AZSSBMP1932. 
993 AZSSBMP1933. 
994 AZSSBMP1935. 
995 AZSSBMP1938. 
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 a)  
Figure 6.300. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view.996 

 
 a) 
Figure 6.301. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,997 b) drawing. 

  
 a)   b) 
Figure 6.302. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,998 b) drawing. 

																																																													
996 AZSSBMP1943.  
997 AZSSBMP1944. 
998 AZSSBMP1945. 
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 a)     b) 
Figure 6.303. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,999 b) drawing. 

  
 a)   b) 
Figure 6.304. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,1000 b) drawing. 

   
 a)   b)   c)  d) 
Figure 6.305. Mausoleo de los siglos, found in Templo Mayor excavations. a) Frontal 
view,1001 b) right view, c) drawing, d) drawing. 

																																																													
999 AZSSBMP1947.  
1000 AZSSBMP1948. 
1001 AZSSBMP1949. 
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  a)       b) 
Figure 6.306. Motecuhzoma II monument, Metro’s Block. a) Rollout of the piece,1002 b) 
drawing. 
  

																																																													
1002 AZSSBMP1526. 
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 a)    b)   c) 
Figure 6.307. Motecuhzoma II monument, the Stone of the Five Suns. a) Frontal view,1003 
note the date 11 Reed b) left view (pictures courtesy Michel de Anda), c) rollout. 

																																																													
1003 AZSSBMP1501. 
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   a)      b) 
Figure 6.308. The Motecuhzoma II monuments constellation, Yale Peabody Stone of the 
Five Suns. a) Rollout,1004 b) drawing. 

   
 a)    b)    c) 

 
 d) 
Figure 6.309. The Motecuhzoma II monuments constellation, Altar of the Four Suns. a) 4 
Jaguar,1005 b) 4 Wind, c) 4 Rain, d) 4 Water. 

																																																													
1004 AZSSBMP1522. 
1005 AZSSBMP1980. 
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 a)    b)  c)   d) 
Figure 6.310. Motecuhzoma II monument, tepetlacalli 6 Reed and Motecuhzoma II name 
glyph. a) Top view with the date 6 Reed,1006 b) perspective (After Gaida 2011). 

   
  a)    b) 
Figure 6.311. Motecuhzoma II monument, 11 Flint. a) Box and lid,1007 top of lid, c) 
bottom of lid with the name glyph, d) interior of box with date 5 Snake (photographs 
courtesy Museo Nacional de Antropología). 

																																																													
1006 AZSSBMP1981. 
1007 AZSSBMP1528. 
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  a)   b)    c) 

  
 d)     e 

 
 f) 
Figure 6.312. Figure 4.181. Motecuhzoma II monument. a) Frontal view with date 13 
Rain, b) back view, note the name glyph; c) Hackmack box detail; d) fire serpent, bottom 
view, note the date 2 Reed, e) lefts view (photographs courtesy Dumbarton Oaks 
Museum), f) Chapultepec cliff. 
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 )   

Figure 6.313. Plumed serpent, coiled. a) Frontal view.1008 

 
 a)    b) 
Figure 6.314. Plumed serpent (?) used as vessel, coiled. Plumed serpent, coiled. a) 
Frontal view,1009 b) bottom view. 

   
 a)    b)   c) 
Figure 6.315. Plumed serpent probably used as sacrificial stone, coiled. a) Frontal 
view,1010 b) right view, c) back view (see also figure 6.127).  

																																																													
1008 AZSSBMP1157. 
1009 AZSSBMP1582. 
1010 AZSSBMP1578. 
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  a)     b) 

  
  c)     d)  
Figure 6.316. Plumed serpent as calendric date, tepetlacalli. a) Frontal view,1011 b) left 
view, 1 Jaguar (?), c) calendric date 8 Snake, d) calendric date 1 Wind. 

  
a)    b)   c) 

																																																													
1011 AZSSBMP0482. 
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 d)    e) 
Figure 6.317. Plumed serpent, probably depicting the date 13 Snake (?). a) Frontal 
view,1012 b) left view, c) back view, c) drawing, d) drawing (depicting the New Fire 
Ceremony). 

  
a)     b)     

Figure 6.318. Plumed serpent, architectural element. a) Left view,1013 b) perspective. 

  
a)     b)  

Figure 6.319. Plumed serpent. a) Frontal view,1014 b) drawing (from Pasaje Catedral?). 

																																																													
1012 AZSSBMP0746. 
1013 AZSSBMP0241. 
1014 AZSSBMP0242.  
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a)    b)   c) 

Figure 6.320. Plumed serpent, coiled. a) Left view,1015 b) top view, c) bottom view. 

   
a)    b)    c) 

Figure 6.321. Plumed serpent with calendric date 1-acatl on the back, coiled. a) Frontal 
view,1016 b) left view, c) bottom view (NHA1381). 

  
a)      b)    

																																																													
1015 AZSSBMP0176.  
1016 AZSSBMP0264. 
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c)    d)    e) 

Figure 6.322. Plumed serpent with calendric date 1 Reed, coiled. a) Left view,1017 b) right 
view, e) plumed serpent in the Bodega de Salvamento Arqueológico, Tecamachalco.1018 

  
a)     b)    

  
c)     d) 

Figure 6.323. Plumed serpent with the date 1 Reed on the back, coiled. a) Frontal 
view,1019 b) left view, c) top view, d) right view. 

																																																													
1017 AZSSBMP0265. 
1018 AZSSBMP1959. 
1019 AZSSBMP0266. 
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a)     b)   c)  

   
d)    e)   

Figure 6.324. Plumed serpent, coiled. a) Frontal view,1020 b) left view, c) right view, d) 
top view, e) bottom view. 

  
  a)     b) 
Figure 6.325. Plumed serpent with the date 1 Reed on the back, coiled. a) Top view,1021 
b) bottom view. 

																																																													
1020 AZSSBMP0267. 
1021 AZSSBMP1515. 
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  a)_      b) 
Figure 6.326. Plumed serpent, coiled (from Coyoacan). a) Frontal view,1022 b) drawing of 
bottom view.  

  
  a)_   b) 
Figure 6.327. Plumed serpent, coiled. a) Frontal view,1023 b) drawing of bottom view 
(probably belong to piece on figure 6.314)  

 
a)      

Figure 6.328. Plumed serpent, depicting an undulling plumed serpent, covering a knife 
with fur (pelt?), and a dead fire deity emerging from the mouth. a) Drawing.1024  

   
 17.1)    17.2)    17.3) 
Figure 6.329. Plumed serpent, vessel from Cinco de Mayo and Bolívar Streets. a) Frontal 
view,1025 b) left view, c) back view. 

																																																													
1022 AZSSBMP1958. 
1023 AZSSBMP1963. 
1024 AZSSBMP0254. 
1025 AZSSBMP1595. 
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 a)    b)    c) 
Figure 6.330. Plumed serpent, from Seminario Street. a) Frontal view,1026 b) right view, 
c) left view. 

   
 a)     b)    c) 
Figure 6.331. Plumed serpent. a) Frontal view,1027 b) left view (after Baer and Bankmann 
1990:147), c) bottom view. 

  
  a)      b) 

																																																													
1026 AZSSBMP1468. 
1027 AZSSBMP1468. 
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   c) 
Figure 6.332. Xiuhtecuhtli’s table (apetlac). a) Top view,1028 b) right view, c) rollout. 

																																																													
1028 AZSSBMP1465. 
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  a)     b) 
Figure 6.333. Apetlac, from Tlanepantla. a) Top view,1029 b) drawing. 

    
 a)       b) 

																																																													
1029 AZSSBMP1930. 
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 c) 

 
  d) 
Figure 6.334. Apetlac of Itzpapalotl 12 Flint, from Tlacopan (?), a) Top view,1030 b) right 
view, c) frontal view, d) rollout. 

  
  a)      b) 
Figure 6.335. “X-eyes” supernatural being. a) Frontal view,1031 b) drawing. 

																																																													
1030 AZSSBMP1982. 
1031 AZSSBMP0128. 
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a)      

 
 b)  

  
c)    d)  

  
e)     f)   

Figure 6.336. “X-eyes” supernatural being. a) Frontal view,1032 b) drawing, c) left view, 
d) back view, e) top view, f) bottom view. 

																																																													
1032 AZSSBMP0254. 
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a)     b)  

 
c)    d)  

Figure 6.337. “X-eyes” supernatural being. a) Frontal view,1033 b) left view, c-d) drawing.  

  
  a)      b) 
Figure 6.338. “X-eyes” supernatural being. a) Frontal view,1034 b) drawing. 

																																																													
1033 AZSSBMP0255. 
1034 AZSSBMP0256. 
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  a)     b) 
Figure 6.339. “X-eyes” supernatural being. a) Frontal view,1035 b) drawing. 

 
  a)     b) 
Figure 6.340. Xiuhcoatl emerging from a brazier, found in the Calmecac. note the 
feathers at the upper right corner suggesting that this piece was part of a bird, possibly 
belongs to figure 6.342. a) Frontal view,1036 b) drawing. 

																																																													
1035 AZSSBMP0257. 
1036 AZSSBMP0474. 
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a)   b)     c)     d) 

Figure 6.341. “X-eyes” supernatural being. a) Frontal view,1037 b) left view, c) right view, 
d) back view. 

   
a)     b)   

  
c)     d)   

																																																													
1037 AZSSBMP0258.  
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e)     f)   

 
     g) 
Figure 6.342. “X-eyes” supernatural being beneath a zoomorphic vessel. a) Left view,1038 
b) right view, c) back view, date 7 Reed, d) detail of the vessel, e) bottom view (after 
Barrera Rodríguez et al. 2012), f) drawing, g) reconstructive drawing of the Calmecac, 
the arrow indicates the discovery place (after Barrera Rodríguez et al. 2012). 

																																																													
1038 AZSSBMP0595. 
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  a)     b) 
Figure 6.343. “X-eyes” supernatural being, found in the Calmecac area. a) Frontal 
view,1039 b) drawing. 

  
 a) 
Figure 6.344. “X-eyes” supernatural being. a) Frontal view,1040 b) drawing. 

																																																													
1039 AZSSBMP0778.  
1040 AZSSBMP0924. 
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 f)       g) 
Figure 6.345. “X-eyes” supernatural being. a) Frontal view,1041 b) right view, c) back 
view, note the brazier and the fire serpent emerging, d) right view, e.) top view, f) piece 
in situ, g) place of discovery (after Barrera Rodríguez et al. 2012). 
 

																																																													
1041 AZSSBMP1220. 
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 a)    b) 
Figure 6.346. Coatlicue/Yollotlicue grouping. a) Coatlicue (?),1042 b) drawing 

  
 a)     b) 
Figure 6.347. Coatlicue/Yollotlicue grouping, fragment from House of the Eagles. a) 
Front view,1043 b) drawing. 

   
 a)     b) 

																																																													
1042 AZSSBMP0222. 
1043 AZSSBMP0394. 
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 c)    d) 
Figure 6.348. Coatlicue/Yollotlicue grouping, fragment found around House of the 
Eagles. a) Front view,1044 b) right view, c) top view, d) bottom view, drawing. 

   
 a)    b)    c) 
Figure 6.349. Coatlicue/Yollotlicue grouping. a) Yollotlicue, frontal view,1045 b) left 
view, c) in situ (NHA58). 

  
 a)    b) 
Figure 6.350. Coatlicue/Yollotlicue grouping. a) Coatlicue, frontal view,1046 b) bottom 
view, drawing. 

																																																													
1044 AZSSBMP1446. 
1045 AZSSBMP1529. 
1046 AZSSBMP1542. 
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 a)    
Figure 6.351. Coatlicue/Yollotlicue grouping. a) Coatlicue, frontal view.1047 

  
 a) 
Figure 6.352. Coatlicue/Yollotlicue grouping. a) Coatlicue, frontal view.1048 

   
 a)    b)    c) 

																																																													
1047 AZSSBMP1956. 
1048 AZSSBMP1957. 
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 d) 
Figure 6.353. The Tlaltecuhtli del Metro. a) Frontal view,1049 b) right view, c) back view, 
d) top view. 

  
 a)    b) 

																																																													
1049 AZSSBMP1572. 
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 c)    d) 

 
 e) 

   
 f)     g) 
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 h)     i) 

 
 j) 
Figure 6.354. The Temple (Teocalli) of the Sacred War. a) Frontal view, b) right view, c) 
back view, d) left view, e) top view, f) drawing of frontal view, g) drawing of right view, 
h) drawing of back view, i) drawing of left view, drawing of top view. 
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 a)      b) 
Figure 6.355. Tlaltecuhtli, b) calendric date 2 House, and burning zacatapayolli. 

   
a) b)    c)  d) 

Figure 6.356. Deities of the sides. a) Tlaloc, b) Tlahuizcalpantecuhtli, c) Xiuhtecuhtli, d) 
Tezcatlipoca (?). 

   
 a)     b) 
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 c)   d)    e) 
Figure 6.357. Tezcatlipoca. a) 4 Jaguar,1050 b) detail of the vessel (AZSSBMP0133), c) 
Tepeyolotl,1051 d) Tepeyolotl (Codex Borbonicus 1991:3), e) Tezcatlipoca (after Codex 
Borbonicus 1991:3). 

 
 a)     b) 
Figure 6.358. a) Huitzilopochtli; b) Motecuhzoma II. 

																																																													
1050 AZSSBMP2000. 
1051 AZSSBMP1573. 
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 a) 
Figure 6.359. Eagle perched on cactus. 
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Figure 6.360. The Sun Stone.1052 
 

																																																													
1052 AZSSBMP2000. 
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