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Abstract 

 
From the foundation of modest village shrines to the construction of colossal state 
temples, the venture of temple building required the employment of a variety of 
specialists. Of interest are the expert sculptors of decorative lintels. These carved 
pieces of sandstone occupy a pre-eminent position in the Khmer temple, watching 
over all who cross the threshold from the secular to the divine. Elaborate lintels are of 
unique importance to the Khmer artistic aesthetic and do not occur in corresponding 
Indian or Southeast Asian structures. The necessary task to understand the artistic 
chronology of the medieval Khmer has commonly overlooked the authors of these 
works.  
 
Since the identification of Indian iconography at Angkor in the mid 19th century the 
relationship between India and Southeast Asia has been a perennial theme in the 
scholarship of the region. Temples and their decoration were habitually described as 
referencing verbally based Indian ‘ideals’. Interpretation of material culture in terms 
of external analogues ensured that the grandeur of the Angkorian civilisation was not 
beyond the bounds of understanding. Sanskrit language and text were designated as 
both the instrument of Indianisation and the viewing lens with which it was 
understood. Another way to differentiate the Indianised and indigenous in medieval 
Khmer material culture is to examine the internal processes which shaped their 
manufacture and transformation. 
 
Using a methodology derived from anthropological archaeology, data collected from 
approximately one hundred sites spanning the 7th to 11th centuries has been analysed 
to reveal a complex picture of pattern and disjuncture in the artistic culture of the 
medieval Khmer. Decorative lintels are divided into distinct structural elements and 
the change in each is charted across time. Quantitative analysis corroborates the 
artistic sequence and categorisation of decorative lintels developed by French art 
historians. However, the ability to appraise material change in greater detail shows 
that stylistic transitions were indistinct, variable, and can be viewed as unique Khmer 
innovations. Additionally, dynamic artistic transformations including archaism, 
stylisation, and rates of change are now clearly perceptible. Consistency and 
standardisation of lintels provides evidence of the coordination, provisioning and 
recruitment of the labour which underpins the creation and innovation of the 
Angkorian monuments. Such changes are indicative of the formalisation of artistic 
workshops previously unstudied in the medieval Khmer world. 
 
After one hundred and fifty years of dedicated and prolific scholarship, the medieval 
temples of Cambodia remain as enigmatic as ever. The enormous temple corpus 
developed in manifold unpredictable combinations of iconography, decoration, form 
and layout. To make sense of the structures, art historical analysis has hitherto been 
concerned with correlation to Indian 'models' and the establishment of linear 
decorative chronologies. A pluralistic approach which recognises both small scale 
events and large scale processes connects artistic change to workshops and artists. The 
transformation of medieval Khmer decorative models was the outcome of the actions 
of individuals and groups of craftspeople choosing, adapting, and inventing from the 
milieu of artistic forms made available to them from training and tradition.
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A Note on Site Identification 
  

To maintain consistency, the naming and spelling of sites in this study follows the 

designation of Bruguier’s Bibliographie du Cambodge ancien (1998). In most cases 

sites are identified by the 1952 École française d'Extrême-Orient Monument 

historiques inventory enumeration [MH] (Anonymous, 1952). When not registered on 

this list, sites are alternatively labelled according to Lunet de Lajonquière’s inventory 

[LL] (Lunet de Lajonquière, 1902, 1907, 1911, see also Parmentier, 1913, 1927a, 

1935a, 1939). Inscriptions are cited according to Khmer inscription numbers [K], as 

catalogued in Inscriptions du Cambodge, volume 8 (Cœdès, 1966a). 
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Chapter 1 – A ‘squelette’ without a body  

 
1.a. Introduction 

 
“Nous disposons d’une tram historique solide: ce n’est le plus souvent 
qu’un squelette sans chairs.” 1 (Groslier, B.-P., 1958: 108). 

 

“…the history of art can only be studied properly before the works of art 
themselves. Books are apt to warp a man’s judgment.” (Morelli, 1892: 18). 

 

By the mid 20th century the ‘squelette’ of the medieval Khmer artistic sequence had 

been discerned. This thesis is about adding a body to that ‘squelette’ by looking at the 

detailed changes in the artworks and asking questions about the milieu and people 

who created them. The artworks of the medieval Southeast Asian world were the 

achievements of the individuals and workshops who created them. This view has 

implications for the appearance of Indic iconographic elements in Southeast Asian art 

as part of the process of ‘Indianisation’. Whether at the command of authority figures, 

or as active participants themselves in the creation of the artistic and religious milieu, 

artists were responsible for the fabrication of raw materials into objects of art. The 

adaptation and duration of Indic iconography can therefore be appraised as part of the 

broader program of Southeast Asian artistic initiative and creativeness. Artisans were 

social actors in the character of their productive systems and active players in the 

objects they made. The myriad combinations of iconography and forms of the artistic 

record were not the misapplication of declared ‘ideals’ imagined from India, or failed 

attempts at adhering to stylistic norms. Instead, they were part of the rich tapestry of 

medieval Khmer inventiveness.  

 

Art history’s successful contribution to the creation of the Angkorian chronological 

framework implied that perhaps the ‘skeleton’ was enough to explain the 

transformation of Khmer art. Using this as a practical tool to organise and compare 

the artistic output of the Angkorian world, art historians like Stern (1927, 1932, 

1934a, 1934b, 1936, 1938a, 1938c, 1965) and Coral-Rémusat (1935a, 1935b, 1940, 

1951) devised systems of stylistic classifications into which each temple, sculpture, 

and iconographic form could be placed. They recognised artistic variation, and how 

                                                
1 “We have a solid historical framework: but more often than not it is a skeleton without flesh.” 
(Groslier, B.-P., 1958: 108). 
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one artistic style could be more diverse than another, but did not integrate into their 

schema an understanding of how the magnitude of these differences was fundamental 

to the trajectory of the art, or could be associated with the organisation of the artists. 

Over half a century later, this partial theoretical framework inhibits the transformation 

of medieval Khmer art from being interpreted in alternative ways that might posit 

questions additional to the subject of artistic chronology. What is needed is a 

pluralistic approach that recognises Khmer art and architecture simultaneously as 

both large-scale processes and many small-scale events, and one that adopts a realist 

middle-ground between sweeping reductions to prescriptive texts and the farther 

reaches of relativism.  

 

The study of meaning in early historic Southeast Asian art is an important and 

compelling field of endeavour, but not a principal concern of this thesis. Meaning is 

addressed by this study only in so far as it informs the act of social reproduction. For 

instance, in the discussion of Indianisation, foreign objects or those with ‘exotic’ 

iconography are offered as symbols of political authority and legitimation obtained or 

commissioned to increase the status of the owner.2 Artisans are the ones who actively 

create, capture or redefine social meaning and transform it into material objects 

through artistic production. When carrying out the wishes of others, artists interpret 

the messages to be conveyed (cf. Costin, 2001: 279). Moreover, by investigating the 

organisation of workshops, appraisal of the makers of the objects can only serve to 

enhance understanding of their meaning. Similarly, the aim of this study is not to 

diminish the value of text-based studies in contributing to the investigation of 

material culture. In deconstruction of the ‘devarāja issue’3, Woodward (2001: 261) 

assures us that “…words matter: however slippery they may be, the closer the 

attention paid to them and the more that is understood about them, the greater the 

rewards.” The merit of Woodward’s statement is unquestionable, but in an academic 

milieu where the language-based approaches posit themselves as “…so daunting as to 

be beyond the reach of lesser mortals” (Woodward, 2001: 261), these studies are best 

left to specialists. Nevertheless, while the iconography and form of medieval 

Southeast Asian art imparted meaning, it cannot be assumed that words used to 

                                                
2 See Chapter 4.b, 4.g. 
3 On devarāja see also Cœdès (1968: 98 – 103, 1970: 56 – 66), Cœdès and Dupont (1943 – 1946: 87, 
103 – 110), Brown (2003: 1 – 5), Jacques (1985: 269 – 286), Kulke (1978), Mabbett (1969: 202 – 
223), Vickery (1998: 423 – 425). 
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describe it were a sufficient description of its entirety. For instance, texts that specify 

a particular iconography and form for sculptures, or verbal discourse between 

masters, students, superiors and subordinates could logically only describe a limited 

number of the myriad of characteristics in an artwork. Therefore language is only a 

component of the process of making an artwork. Language can correspond with 

material culture, but direct and continual correspondences are highly improbable.4 

 

Essential to any definition of an artwork or artistic classification is recognition of the 

difference between it and other artworks and classifications. Whatever the training, 

the artistic act surmounts technique, and the consequence is difference and variation 

in the artistic record. Furthermore, small-scale changes have the capacity to be 

repeated and develop into large-scale transformations but do not necessarily all do so. 

The artistic record contains manifold permutations of motifs and forms, where 

iconography and shape are adopted, discarded, and revived again, and at numerous 

different rates of change. Official direction by a project superintendent or authority  

figure may set the building and decorative program for a temple, but it is both 

operationally improbable and counter intuitive to suppose that they would impose 

requirements for variation. We consequently perceive that the real engine of artistic 

transformation was individual error, creativity and genius. Acknowledgement of 

variation is fundamental to assessments of the process of Indianisation, as art 

historical descriptions tend to overlook that the plastic manifestations of the Indian 

influence were created by social individuals. The representation of Indic iconography 

and forms in Kambuja were no more a mechanical reproduction of declared 

Brahmano-Buddhist ‘principles’ than they were in India. Because ‘meaning’ is 

contextual and individual, there was no one rigid ‘ideal’ tacitly shared by all people. 

Even when ‘ideals’ have been committed to text, their interpretation will always be 

distinct. Although the Sanskrit and Indian religious erudition of medieval Khmer 

elites was testified, it cannot be assumed that their interpretations were the same as 

those on the Indian sub-continent (e.g. see Maxwell, 2007, Sanderson, 2003 – 2004, 

Vickery, 1998). Therefore, rather than deferring to an indistinct textual ‘ideal’, artistic 

transformation is more usefully understood in terms of the interaction between 

                                                
4 See Chapter 2.d., 3.f., 3.g., 4.f. 
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individual inventiveness and the social, political, economic and environmental milieu 

of the Angkorian world. 

 

1.b. To leave no surface undecorated 

 

“Quand on examine l’ensemble de la décoration,…on reste stupéfait du 
travail colossal que le décorateurs ont accompli dans ce temple [Angkor 

Wat]. Partout, même aux endroits où la lumière ne pénètre jamais, des 
pierres sont ouvragées aussi délicatement que pourrait le faire un ciseleur 
sur métal précieux. Elles sont même fouillées avec une telle recherche que 
l’on y voit des éléments floraux minuscules, des personnages liliputiens et 
des agréments de la grosseur d’une noix, prêts à se détacher au moindre 
choc.”5 (Commaille, 1912: 134). Italics my addition. 

 

The medieval Khmer had an irrepressible desire to leave no surface undecorated. 

Chinese sources recorded that probably as early as the 3rd or 4th century CE the 

houses of Funan were decorated and engraved (Pelliot, 1903: 280). Marchal (1951: 9) 

suggested that the Khmer judged the beauty of a frontage by the quantity of 

decorative elements that covered it. B.-P. Groslier (1973: 95) proposed that surfaces 

lacking decoration indicated a lapse of memory, the stoppage of work, or the proof 

that another ornamentation was envisaged. The temples look very different today 

compared to the time of their completion. When we consider that stucco and paint 

covered the prasats of Preah Kô MH477 and the East Mebon MH395, and the 

sanctum sanctorum of the Preah Khan of Angkor MH406 was clad with some 

combination of metal and gilded wood, blank surfaces marked artistic poverty and 

were avoided at all costs. The decorative ‘false’ lintel holds a special place in this 

schema.  

 

                                                
5 "When all of the decoration is examined… one remains amazed at the colossal work that the 
decorators achieved in this temple [Angkor Wat]. Everywhere, even in the places where light never 
penetrates, the stones are worked as delicately and precisely as an engraver could do on metal. They 
are carved with such refined expression that one sees minute floral elements, Lilliputian characters and 
charms of the size of a nut, ready to be detached with the least pressure.” (Commaille, 1912: 134). 
Italics my addition. 
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Figure 1.1: Decorative Lintel from Lolei MH480, Prasat 2, east façade 

 

The true lintel consists of the higher part of the framework of door, which is usually 

formed of four independent sandstone blocks held together by mortise and tenon 

fittings.6 The decorative lintel, on the contrary, is rarely load bearing and is positioned 

in a principal position above the doorway lintel supported by two similarly decorated 

colonnettes. When entering a prasat or gopura visitors are often oblivious to the 

beauty, detail and symbolic importance of the sandstone carving that presides over 

their passage. Decorative lintels had an important place in the medieval Khmer 

artistic milieu. These carved pieces of sandstone occupy a pre-eminent privileged 

position in the Khmer temple, watching over all who cross the threshold, from the 

secular to the divine. In this aspect they act as an important boundary marker. The 

forms and iconography of the decorative lintel sought to maintain the temple in a 

permanent state of festival. Often they represent transitory decorations of garlands 

and rinceaux that gave the impression of a building alive with celebrations (Dagens, 

2003: 236). Although specific iconographies marking doorway entrances in 

Brahmanical and Buddhist architecture are common, the decorative lintel as a 

dedicated piece of sculpture took on idiosyncratic importance in the Khmer artistic 

aesthetic. In India there are occasionally sculptures above doorways and windows, 

but rarely as the independent block of stone that designates the Khmer examples as 

                                                
6 The nature of door construction varies across time and sites, from the number of pieces (e.g. one huge 
monolithic piece of sandstone at Bakong to the numerous blocks of some 13th century temples), to the 
different kinds of mortice and tendon technologies of bonded jams.  
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specific features.7 In medieval Java decorative arches frequently preside over 

thresholds and often bear similar iconography of kālas and makaras, yet the rendering 

of these sculptures appears part of the broader program of temple adornment.8 

Woodward (2003: 118) noted that the lintel never entered the local repertory in 

Thailand, except under the auspices of Khmer influence, nor is it appreciably 

observed in Cham temples. 

 

Many art historians have considered that the sandstone carved lintels replicated 

techniques pioneered from working in wood. Coral-Rémusat (1934: 246) supposed 

that wooden models were the common ancestors of both Indian and Khmer decorative 

ornamentation. This is particularly apparent in the sculpting of foliage and rinceaux 

that appear to follow the combined natural tendency of the craftsman’s chisel and the 

grain of the wood. Dupont (1952: 40) thought that the lintels of the 7th century must 

have succeeded prototypes represented by wooden sculptures that have since 

disappeared.9 Marchal (1951: 10) believed that the particular sandstone employed by 

the Khmer was so easily manipulated that the adaptation from wood to stone 

decorative techniques was made with little impediment. Given the disappearance of a 

significant component of the built sacred temple environment that existed in non-

durable materials, we can envisage that many contemporary wooden examples were 

lost (see Cunin, 2004, 2007, Dumarçay, 1973, Groslier, B.-P., 1960: 2, Parmentier, 

1914). Moreover, many of these wooden constituents of temple architecture consisted 

of porticoes and porches that required such boundary markers as decorative lintels. 

We cannot know the interplay and artistic dialogue between the contemporary and 

successive wooden and stone examples. That the decorative lintels were carved in 

stone, particularly in pre-10th century temples where sandstone superstructures are 

absent and other decoration was rendered in stucco emphasises the paramount 

importance of the lintel. The sculpture of lintels in situ was among the last activities 

                                                
7 In Orissa, occasional motifs above shrine thresholds are the navagrahas (nine planets). Banerjea 
(1974: 441, 443 – 444) attests to the popularity of this group of deities. Extremely similar in 
composition and possible identification are medieval Khmer pediments of nine deities that appear to 
have some association with the so-called ‘library’ edifices. On the identification of these figures see 
Bhattacharya (1956: 183 – 193, 1957: 218, 1958: 220, 1961a: 142 – 143, 1964: 91 - 94), Malleret 
(1960: 205 – 230), Mitra (1965: 13 – 37), and Bénisti (1976: 375 – 387). 
8 See Chapter 5.e. for a brief discussion of the appearance of the kala motif in medieval Khmer 
decorative culture. 
9 Dupont (1952: 62) argued that intermediate lintels carved in wood could explain the peculiar and 
problematic Thala Borivat lintels. See Chapter 5.g. 
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of temple construction and adornment. Numerous unfinished lintels indicate that 

lintels required specialist artisans. Notable in the early Angkorian temples, decorative 

lintels are among the most expertly finished examples of craftsmanship and artistic 

creativity of any temple site, including freestanding sculpture. Examples of re-use 

suggest an appreciation for the specialised skill and symbolic importance of these 

works.10 The carvers were probably not mere tradesmen but among the most 

accomplished artists in the state. The employment of their expertise represented 

power, privilege, and religious reverence. But what of the nature of these artisans? 

Were they divided into workshops? Were techniques passed from teacher to student? 

Did they draw from a pattern book or work-set of prescribed motifs? And how did 

these matters change over time? Preliminary methodological approaches are offered 

here to address questions of local transformation and ingenuity. As one of the most 

durable and recurrent elements of medieval Khmer artistic culture, the decorative 

lintel furnishes an appropriate example by which to study artistic change. 

 

1.c. The Indianisation issue 

 

The monuments of Kambuja abound with iconography representing Indian derived 

motifs and deities. The medieval inscriptions likewise reveal a profound familiarity 

with the corpus of Indian Sanskrit literature. The substantial influence of Indian 

cultures on Southeast Asia, known as ‘Indianisation’ has framed much research on 

the Angkorian world. In order to understand medieval Khmer culture, repeated 

reference has been made to Indian meanings and texts which may have had little 

association with specific Southeast Asian contexts (cf. Murray, 1997). This has 

created the problematic and uneasy dichotomy, where the indigenous elements of 

medieval Khmer culture were determined by subtracting the correspondences with 

India. There is a body of contemporary scholarship, however, that seeks to emphasise 

Southeast Asian initiative through recognition of detail in the historical process. 

Rather than the rigid application of a definable set of cultural traits, Indianisation 

                                                
10 For example some re-used lintels considered by this thesis data-set include those at Western Prasat 
Top MH375 (a 13th century temple retaining a 10th century lintel), Phimeanakas MH367,02 (the upper 
pyramid probably dating to the 12th – 13th century contains a 9th century lintel), Kdei Ta Kom MH551 
(a Jayavarman VII hospital on the Phimai road in northwest greater Angkor appears to bear three 
different ‘styles’ of lintel, none of which are contemporary with the edifice’s construction date). 
Appropriation of these lintels is consistent with the broader program of sandstone re-use in the late 
12th and 13th centuries. 



8 

operated in various and different objects and contexts and was constantly renegotiated 

(see Brown, 1992, 1994, 1996, Kulke, 1990, Mabbett, 1977b, 1977c, 1997, 

Sanderson, 2003 – 2004, Smith, 1999, Vickery, 1998). Studies that adopt a realist 

epistemology have been a necessary post-colonial reaction to the legacy of earlier 

views, which at their most extreme posited Southeast Asian civilisation as the direct 

result of Indian colonisation (e.g. Majumdar, 1927a, 1927b, 1953, 1963, also cf. 

Reynolds, 1995). Because variation in material culture is considered as the result of 

individual action, assessment of the degree and rate of these differences is indicative 

of the operation of artistic creativity. 

 

Appraisal of Indianisation through the elaboration of Angkorian material culture is a 

challenging task, especially as the political and artistic ‘fluorescence’ of Angkor 

began approximately one thousand years after initial contact between India and 

Southeast Asia. Because the epigraphic and material record indicates a continuous 

and dynamic dialogue between India and Southeast Asia it is possible to consider the 

changing character of this relationship (Casparis, 1983, also see Brown, 1992). 

Despite the dismissal of the idea of colonisation, the operation of the Indian influence 

on the material culture of Southeast Asia has continued to be considered unchanging 

and repetitive. That which could not easily be explained is deferred deus ex machina 

to what is supposed about medieval India (cf. Murray, 1997). Analogies have been 

proposed for numerous aspects of the Angkorian world from the structure of political, 

religious, administrative, and economic systems to the creation and meaning of its art 

and architecture. The certainty and justification of the correspondence was the 

declaration of these matters to text. The medieval Khmer epigraphic corpus attested 

an intimate knowledge of Indian Sanskrit literature, including elements of the 

prescriptive śastric tradition. These texts outlined procedures to realise political 

administration and fabrication of the material world in accordance with ‘correct’ 

religious and moral law. The analysis of text has contributed greatly to the 

interpretation of an Angkorian historical narrative and the sequence of monuments. 

But from a contemporary philosophical acknowledgement that ‘meaning’ is 

individual and contextual, it follows that what was written in India did not have the 

same meanings in Kambuja, nor the same meanings to everyone in Kambuja, even 

amongst the literate elite. This is the case even if the texts were exactly the same, or if 

those who transmitted, wrote and thought them considered that they were equivalent. 
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For instance, when administrative texts such as the Dharmaśāstra, Arthaśāstra, or 

‘The Laws of Manu’ (Barth, 1885: 67, Cœdès, 1932: 98, Bhattacharya, 1997: 43) are 

cited in the inscriptions there is little evidence to suggest to what degree they were 

known, or how the medieval Khmer may have actualised them.11 The critical issues 

for scholars who have begun to deconstruct the detail of the Khmer inscriptions are 

the internal inconsistencies of text, ritual and materiality (e.g. see Sanderson, 2003 – 

2004, Maxwell, 2007, Vickery, 1998). The corollary of the importance of words in 

perceiving past cultures is the presumption that text can also be directly related to 

artistic culture. Because ‘meaning’, comprehension of instructions, and physical 

action are all intrinsically individual, the application of verbal prescriptions to create 

art is not universal or fixed. There is a ‘non-correspondence’ between verbal 

declarations and material outcomes, where the variation can be read as artistic 

idiosyncrasy. In medieval Kambuja an artistic milieu of many players produced a 

vibrant and dynamic artistic record with myriad combinations of iconographies and 

forms. 

 

Indian influence is especially apparent in the art and architecture of Southeast Asia. In 

understanding the character of the relationship between the regions, the discipline of 

art history provides an essential approach. Brown (1996: 69) argued that the forms 

and meanings of Indian art have been modified in almost every case according to 

Southeast Asian contexts. Southeast Asian art was not a pastiche of Indian regional 

designs, but developed from a handful of Southeast Asian styles that modified the 

Indian forms immediately (Brown, 1992: 49, 1996: xxvi). In this view the selection 

and adaptation of Indian forms were part of the continuous process of Southeast 

Asian artistic transformation. Elite patrons and project supervisors could specify the 

‘Indian’ and syncretic character of the works according to religious and political 

requirements, but many large-scale changes in form and iconography also developed 

from the combination of individually produced creative decisions and actions. Instead 

of the imposition of declared ‘ideals’, the choice and modification of Indian motifs 

and forms was part of the multifaceted process of local artistic innovation and change. 

Southeast Asians can be appraised as the generators of artistic change, and of their 

representations of Indianisation. In the context of early trade in prestige and luxury 

                                                
11 See Chapter 3.f. and 4.g. 
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goods from the end of the 1st millennium BCE, it is argued here, following Helms 

(1988, 1998) and Mus (1975 [1933], 1977) among others, that the subsequent Indian 

forms and symbols were embraced in early Southeast Asia because their ‘foreignness’ 

conferred legitimate authority, and because they resonated with the existing 

supernatural Southeast Asian requirements to ensure agricultural prosperity.12 

Measures of the magnitude of artistic variation across time presented here indicate 

that there is more variation in the process of artistic transformation than was 

previously acknowledged. Variation is appraised as developing from artist-driven 

action. These conclusions correspond with analogous historical and art historical 

studies (e.g. Brown, 1992, 1994, 1996, Sanderson, 2003 – 2004, Vickery, 1998) that 

underline Southeast Asian initiative and autonomy in the process of Indianisation. 

Consideration of change in medieval Khmer art has usually addressed questions 

regarding the chronological sequence. This study will address the magnitude, 

variability and rates of the artistic transformations and their association with the 

artists who produced them. 

 

1.d. ‘Stylistics’ and medieval Khmer art 

 

Since Philippe Stern’s paradigm-shifting book, Le Bayon d'Angkor et l'évolution de 

l'art khmer (1927), art historical analysis has contributed greatly to the task of 

understanding the monuments of Angkor. Although Stern’s (1927: 17 – 19, 80 - 81) 

‘method’ which re-dated the Bayon, appeared an ‘overnight success’, the technique 

was based on an established methodology which viewed history as discrete stages of 

development, and was traceable back to enlightenment antiquarianism.13 ‘Stylistics’ 

was founded in a 19th century academic environment dominated by philology, and 

sought to assist the task of sketching a chronological framework by studying 

decorative motifs and icons on the basis that they adhered to the ‘life-cycle’ 

metaphor. Temples, ornamentation and sculptures were grouped according to their 

similarity into stylistic typologies eponymously named after apparently representative 

sites. 

 

                                                
12 See Chapter 4.d, 4.g. 
13 See Chapter 5.d. for a discussion of ‘the method’ and re-dating of the Bayon. 
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Popularised as ‘the method’, its followers were highly successful in describing the 

broad scale artistic changes of medieval Khmer art from one period to another. Most 

scholars implicitly understood that the stylistic categories were based on arbitrary 

divisions, but they did not have conceptual or methodological tools to express the 

transformation of art in another way. Moreover, the classifications were a necessary 

and effective tool that made the large corpus of art manageable. The divisions and 

categories, however, have taken on a life of their own. Typologies lead scholars to 

overlook or discount other potential ways of understanding human behaviour, and to 

reify categories that in practice were quite unstable. When the material record was 

ordered into a seamless linear narrative, artistic development was conceived as if it 

was a predetermined inevitability, and as if the artists were aware of the constraints of 

their ‘styles’. Stylistic categories defined in text appear so generalised that they are 

incapable of describing their variable reality (see also Brown, 1996: 124). The 

classifications, by their very nature recognise similarity, but anomaly and 

discontinuity are considered ‘hiccups’ in the progression of events. Sculptures and 

temples which do not fit into the predefined schema are noted as ‘curios’ and are 

evaluated in terms of how they retrospectively deviated from expected norms. I am 

interested in the complexity and dynamism of Khmer ornamentation and how 

difference is associated with artistic transformation. A pluralistic approach considers 

that small-scale difference as potential sources of large-scale material transformation. 

Variation is an inherent part of the cultural and hence the archaeological record, and 

focussing on it may be more informative when constructing an alternative theory of 

innovation and change within an overall frame of reference. The implications are that 

the material culture of the Angkorian world changed contextually at varying degrees 

and rates, and cannot be defined by reference to a continuous directional linear 

transformation bound to the principal monuments. 
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1.e. The magnitude of transformation 

 

Studies of medieval Khmer art have perceived the trajectory and transformation of art 

and architecture in terms of highly defined ‘type’ categories. To consider the 

importance of ‘stylistics’, we can appraise the classifications of Khmer art by 

assessment of their small-scale details. In this view, artistic material can be 

considered quantitatively as the presence/absence and tally of iconographies and 

forms. This study does not situate a quantitative approach in opposition to 

conventional art historical stylistic methods. In terms of the customary and erroneous 

science/humanity dichotomy, either quantitative measures are perceived to be more 

significant than verbal descriptions, or conversely complex and nuanced artistic forms 

cannot be perceived quantitatively. In visualising the quantity of difference and 

similarity in artistic forms that have been typically described in words, one aims to 

provide a complementary suite of analysis tools. An alternative approach through 

measurements of artistic variation offers the possibility of numerous definitions and 

categories, rather than a set of declared stylistic ‘ideals’. If the temples of Angkor 

were the result of medieval Khmer creative genius, the issue is to consider patterns in 

the material that allow us to recognise, appreciate and understand the process of 

transformation.  

 

The decorative lintel is presented as a ‘case study’ for this empirical methodology. 

Lintels possess a variable number of discrete motifs whose presence (and absence), 

tally and position are recorded in a relational database so that they may be 

compared.14 To appraise the change in lintels over time the primary tool of analysis 

used by this study is the statistical technique of Principal Components Analysis 

(PCA). This method allows the lintels to be described in terms of a combination of 

motifs and statistically evaluated against each other. PCA provides a statistical 

expression of complex data sets in lower dimensions that reveals the sometimes 

hidden and simplified structures that can underlie it.15 Whilst the overall trajectory of 

medieval Khmer art as described by conventional art historical research is 

corroborated, the analysis indicates that artistic transformation was not bounded 

                                                
14 Although not considered, the quantification of physical form of decorative lintels could furnish an 
entirely different study of transformation and variation of decorative culture. See Chapter 6.b. 
15 See Chapter 6.b. for a description of PCA. 
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within the defined, discrete, stylistic classifications. Because the lintels draw upon the 

same traditions and pool of motifs they are more related than the declarations of the 

categories suggest. The PCA is also able to consider lintels and iconographic 

developments that appear outside the defined stylistic typologies, not as aberrations, 

but as part of the transformative process. The capacity of PCA to provide a measure 

of the magnitude of difference between lintels and between ‘styles’ is critical, yet 

difficult to perceive from verbal description alone. The PCA is conducted on a basic 

level in order to visualise variation and rates of change. Elaborate mathematical and 

statistical statements, which are possible, are not the purpose of this study. 

Quantification of the degree of artistic difference is significant in accounting for the 

way individual creative transformation might relate to historical context or to the 

organisation of artisanal production units. 

 

1.f. Recognition of the makers 

 

Shaping a chronological framework for medieval Khmer art was a fundamental task 

in understanding the development of the Angkorian world. But a pre-occupation with 

chronological series has meant the focus of dedicated studies have tended to miss the 

makers of the artworks. This study will consider the artisans and workshops that 

produced architectural ornamentation, by examining decorative lintels as the 

outcomes of their labour. The sculptors of decorative lintels were part of a specialised 

group of builders and artisans whose specific role in Khmer society was to make 

temples. The building project required substantial economic investment and engaged 

many sections of society who were required to source and transport materials, 

manufacture specialist tools, and provision the workforce with food and clothing. The 

study of craft production has become a significant aspect of contemporary 

archaeological studies of past societies (e.g. Costin, 1991, 2001, 2005, D’Altroy and 

Earle, 1985, Earle, 1981), but has not been systematically applied at Angkor. Because 

temple manufacture required experts, it is an appropriate example of craft 

specialisation in the Angkorian world. No study of production should be made in the 

absence of a theoretical framework about the character of specialisation (Costin, 

1991: 43). Therefore the transformation of temple building as craft specialisation 
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must be appraised as an engagement between artistic creativity and the economic, 

social, political, and environmental conditions of medieval Kambuja. 

 

Because development of Khmer art is described in terms of adherence to, or deviation 

from ‘style-types’, the artisans involved are conceived as merely pulled along by 

larger universal processes. In this view, the production system reacts to prescriptive 

text, external influence, or the command of monarchs, donors, and project 

superintendents, but the artists are silent. Artisans have not been considered as active 

individuals, or groups who made decisions that affected the composition and form of 

the material (cf. Sinopoli, 2003: 26). It is unlikely that project directors or declared 

designs specified the detailed level of variation present in the monuments. Therefore 

the small-scale differences in the material need to be considered as a consequence of 

the activity of the artists and work-teams. The degrees and rates of occurrence of 

variation are suggestive of artistic tensions, processes of innovation, and the changing 

organisation of the production units. It might also be possible to question how such 

developments were associated with changes in larger political or economic structures. 

Artisans are necessarily considered in relation to administrative authorities, but they 

are fundamentally to be recognised as individuals and communities whose artistic 

responses and decisions shaped the development of medieval Khmer art. 

 

Discerned via PCA, the fluctuating, changing and then increasing standardisation of 

motif combinations on decorative lintels between the 7th and early 11th centuries 

suggest substantial changes in the organisation of production of temple building. 

During this period the workshops engaged in temple construction became larger and 

more formalised, corresponding with the expansion of Angkor and the empire that it 

controlled. This thesis argues that temple builders and decorators belonged to 

‘retainer workshops’, that is, large-scale groups of craft specialists who provided their 

labour exclusively for elite patrons and the paramount political authorities. They 

operated in a highly specialised setting of the sacred temple grounds and were 

probably remunerated with paddy, subsistence essentials, and other goods.  
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1.g. Overview 

 
The approach advocated by this study is to appraise the art of Southeast Asia in terms 

of its own cultural and material context. The underlying aim of the thesis is to bring 

into view the makers of Angkorian and medieval Southeast Asian art as social 

individuals and communities who made artistic decisions according to Southeast 

Asian rationales. Because individual and group action is perceptible in variation, the 

study of detail and anomaly over time indicate how artists generate the transformation 

of art. The subject of artistic variation has important consequences for the idea of 

Indianisation, which typically viewed the application of Indic artistic elements as part 

of large-scale processes where artists, as individuals or communities were of minor 

influence. Rather, artists are distinguished as participants in the transformation of 

material culture whose selection of motifs and forms, including those with Indian 

origins shaped the character of the objects. Artists were Southeast Asian and part of 

the political, economic and social context of their own societies. This study offers the 

Angkorian decorative lintel as an example of the variable material output of Southeast 

Asian artists and workshops. Transformation of these distinct sculptures is indicative 

of the unique creativeness of the still anonymous medieval Khmer artists. In essence, 

appraisal of decorative lintels concerns the study of ‘artisans’, but we should conceive 

individual artists, workshop heads and artistic authorities as having a variable range 

of independent authority and expression that we might now consider close to that of 

an ‘artist’. 

 

Chapter 2 begins by outlining a theoretical framework to recognise variation in the 

material culture as the product of social actors. It is necessary to examine the 

philosophical foundations of the study of early historic art in Southeast Asia, as many 

of these have been largely unacknowledged. The contemporary theory and method of 

craft specialisation is also reviewed so that it may be applied to the Angkorian world 

in Chapters 7 and 8. Chapters 3 and 4 take up the much discussed subject of 

Indianisation. By considering artists as the transformative agents of their own art, it 

follows that the visible elements of the Indic influence in art were the selective 

consequence of artisan and authority choice. These chapters revisit the nearly one 

hundred and fifty years of research into the complex cultural interaction between 

Southeast Asia and India. This thesis proposes an approach that relies not so much on 
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the meaning and ‘capabilities’ of Indic language, images and ideas, but on the 

initiative and originality of Southeast Asian selection and adaptation.  

 

Chapter 5 introduces the medieval Khmer decorative lintel. A detailed review of 

Angkorian art history evaluates the way stylistic classifications were formulated to 

aid the chronological task of epigraphy. The applicability of these categories is 

appraised in Chapter 6. The transformations of decorative lintels are distinguished 

with particular attention to anomaly and variation. Quantitative analysis of motif 

combinations offers new perspectives on the nature of transition, archaism, 

stylisation, and the rate of change in the art of Angkor. The artistic culture that 

accompanied movements of the political administration between Mahendrapavarta 

and Hariharālaya in the 8th and 9th centuries is examined as a case study. Chapter 7 

appraises changing variation in decorative lintels as evidence of specialist artisan 

workshops associated with temple building and ornamentation. Workshops are 

recognised by consideration of analogous traditions in India, Southeast Asia and 

Cambodia, epigraphic evidence, and the standardisation of lintel motif combinations. 

Case studies that illustrate the division of labour within individual sites and across the 

Angkorian landscape are suggestive of the organisation of these production groups. 

The conclusion of the thesis draws together the inherent variation of decorative lintels 

and the distinctive artistic talents of Angkorian artists and workshops. Rather than a 

repeat summary, by placing the study of artisanal driven variation in context of the 

larger milieu, Chapter 8 reviews opportunities for future research. There is 

considerable potential to apply the theory and method outlined in this thesis to 

alternative elements of material culture, particularly architectural models. Fletcher 

(1995: 21) has argued that we can recognise distinct settlement or spatial forms as 

culturally specific by their attributes of shape, size and form. For instance, we can tell 

a Khmer temple from a Cham temple without reference to any verbal labels or social 

categories with which they were once associated. A case study of the ‘temple 

pyramid’ is offered as a preliminary example of future investigations. By conceiving 

each Khmer temple as the collective product of social actors, it is no longer merely a 

stage in an artistic ‘life-cycle’, or an expression of a perceived text, but a rich and 

dynamic expression of medieval Khmer society. 
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Chapter 2 – Stage Horizons, Śāstras, and Specialisation 

 

2.a. Introduction 

 
“They can scarcely be blamed for having followed the example of the 
Renaissance philologists and humanists in making the collection and 
publication of both textual and archaeological source material their first task, 
and proceeding from there to use the material for establishing a valid 
chronological framework. Only now can the possibility be envisaged of using 
the material for other purposes – namely, for providing sociological and 
economic data with which to fill in the framework and present a more complete 
picture.” (Cœdès, 1966b: vii). 

 

George Cœdès rightly defended himself and his predecessors whose achievement in 

cataloguing the epigraphic and material culture of the medieval Khmer world survives 

as an extraordinary testament to their persistence and ingenuity, and the magnificence 

of the Khmer civilisation. Nevertheless, more than forty years after this declaration, 

the potential for using the material for alternative purposes remains largely 

unfulfilled. Khmer temples and their decoration are habitually studied to determine 

their position in the larger chronology, or as material manifestations of an ‘ideal’. 

Research has been insufficient to understand the socio-political systems that 

cultivated their construction, or the organisation of the makers themselves. To account 

for why it has taken so long to ask these questions, Cleuziou et al (1991: 101 – 102, 

108) observed the particular French obsession with documentation and information 

processing at the expense of interpretation. World War II and the devastation of 

Cambodia’s civil war have similarly prohibited study of the country’s past. This study 

argues that studies must now adopt a ‘realist’ theoretical stance that considers the 

specific medieval Khmer setting and employs the knowledge base of past studies 

without reverting to sterile descriptions or untestable claims of ‘ideal’ meanings. This 

chapter will appraise the largely unacknowledged theoretical foundations of medieval 

Khmer art history, and suggest alternative frameworks that allow a new suite of 

questions to be addressed. 

 

 “Evolutionism is dead, but the facts which gave rise to its myth are still 
 stubbornly there to be accounted for.” (Gombrich, 2002 [1960]: 18). 
 

Despite the inadequacies of the linear trajectory implicit in ‘the method’, the 

generalist progression of medieval Khmer art developed by Philippe Stern and 
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Gilberte de Coral-Rémusat remains valid.1 At the scale of the entire history of the 

Angkorian civilisation, art, temple and decoration neatly change from style to style, as 

if the categories were consciously imposed from above in an orderly succession. Yet, 

closer scrutiny reveals incessant variation and anomaly. ‘The method’ was innovative 

to the study of art in mainland Southeast Asia, but its epistemology developed from 

an intellectual tradition that stretched back to the Enlightenment. It followed a 

tradition of Antiquarian taxonomic ordering, stylistic classification, and a mid-19th 

century cultural correspondence with ‘life-cycle’. A critical survey of the combination 

of principles that founded art historical analysis at Angkor opens the way for new 

perspectives. 

 

The imposition of stylistic categories upon the art of Kambuja was useful to describe 

the broad characteristics of change over more than seven hundred years. But the 

classifications have tended to become ‘things’ in themselves that work to prevent 

scholars from considering other ways of organising artistic culture. Art has been 

habitually described as to how it fits, or doesn’t fit into the eponymous nomenclature, 

where verification of chronology is the most important objective. The stylistic 

divisions are incapable of recognising the significance of variation and anomaly. For 

example, numerous sites retain contemporaneous lintels of different styles, which 

under the evolutionary schema were thought to be temporally distinct.2  Decorative 

lintels from Thala Borivat have generated considerable debate amongst art historians 

because they retain features that fall outside the scope of standard classification (see 

Bénisti, 2003 [1968]: 183 - 195, Boisselier, 1968: 101 – 144, Dalet, 1944, Dupont, 

1952). The stucco moulding of Preah Kô MH477 temple was considered an example 

of late 9th century CE ‘Preah Kô style’. However, Pottier and Lujàn-Lunsford (2005: 

471 - 472) have recently demonstrated that it was the work of a 10th century 

renovation.3 Concerns have similarly been raised about the ability of the ‘type’ 

categories to describe regional traditions. In review of medieval ‘Khmer’ art in 

                                                
1 See Chapter 5.d. and 5.e. for a description of ‘the method’ and the principle studies that have utilised 
it. 
2 Phnom Bayang MH645 preserves lintels of ‘Sambor Prei Kuk’ and ‘Prei Khmeng’ styles. Prasat Srei 
Krup Leak MH179 of Phnom Baset retains both ‘Prei Khmeng’ and ‘Kompong Preah’ style lintels. A 
lintel from Phú-xuân has ‘Prei Khmeng’ and ‘Kompong Preah’ style carvings on either side of the 
same stone. 
3 Similar restoration is attested at Trapeang Phong MH475 and Bakong MH476 (Pottier and Lujàn-
Lunsford, 2005: 471 - 472). 
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Thailand, Krairiksh (1977: 40 – 41) and Smitthi and Mayuree (1989) observe that 

artistic ‘styles’ were based upon metropolitan Angkorian examples, and fail to take 

account of local themes and influences. Moreover, application of a ‘stage horizon’ for 

each style created a paradigm of static progressionism, where the design and features 

of one temple are generally believed to derive from the design of its immediate 

chronological predecessor, rather than from a wider suite of design features used by 

Khmer society. The components of medieval Khmer artistic culture do not necessarily 

connect with each other in a linear chronological sequence. More accurately, they 

encompassed a network of dynamic artistic processes of partial change, reversals and 

recombinations which would be the consequences of individual creativity and action. 

Instead of charting artistic chronology to answer the historical questions raised by 

epigraphy, another approach is to understand Khmer art as derivative of the actions of 

artists. 

 

To explain the artistic process and form of medieval Khmer art, conceptual ‘ideal’ 

models considered to have most probably originated in Indian texts have been used. In 

India, the artistic record is accompanied by a substantial corpus of Śilpaśāstras, or 

prescriptive texts, which describe the ritual and compositional requirements of 

religious images worthy of reverence. Even in India, there are few material examples 

that adhere to the treatises. Furthermore, some texts encourage diversity by declaring 

that artists operate in accord with beauty (yathā śobham) and also to circumstance 

(yuktyā) (see Dagens, 1984, 1985a: 20 – 21, 1994: 268).4 In the cultural interaction 

between Kambuja and India begun in the early centuries BCE, these texts and the 

‘ideals’ that they embodied are thought to have also travelled across the Bay of 

Bengal. The medieval Khmer adaptation of India traits was considerable, but 

relegating the layout of Angkor Wat, or the decorative lintels of Lolei to an imposed 

universal model denies Khmer creativity. Difference in medieval Khmer artistic 

culture was not the result of the interaction between an ‘ideal’ and the constraints of 

the material, for the ‘ideal’ itself is contextual and does not ceteris paribus manifest 

itself consistently in the material record. Instead of placing a reputed ‘ideal’ or 

stylistic classification upon the material to find a reasonable match, Khmer artistic 

culture should be considered on its own terms. Variation in the artistic culture 

                                                
4 See 2.d. below for discussion of the śāstric texts which deal with architecture. 
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suggests that models were continually changing through dynamic interaction between 

the material, unpredictable ‘ideals’, and the behaviour of the Khmer artists as social 

actors. 

 

When studied in detail, the decoration and architecture of medieval Cambodia was not 

simply homogenous because it was the work of many artisans, and many generations 

of artisans. Rather than studying change in medieval Khmer art for the necessary task 

of chronology, one can address another set of questions that address the nature of the 

artists themselves. For instance, detailed analysis of transformation in decorative 

lintels permits enquiry into the productive organisation of the temple makers. 

Although there have been occasional remarks on the nature of artisans, there has been 

no dedicated study into the character and organisation of these groups. Variation in 

decorative material suggests changes in the scale and composition of production 

groups. And when appraised according to specific contexts it may be possible to 

interpret these developments in association with changes in larger political, economic 

and social structures. 

 

2.b. Antiquarianism and taxonomic obsession 

 

Knowledge of Angkor rests upon a foundation of many lifetimes’ work of seemingly 

objective data collected and meticulously ordered by amateur orientalists, naval and 

military officers, geographers, and architects. Collation of enormous inventories was 

among the primary tasks to order the large number of Khmer sites, which must at first 

glance appeared impossibly chaotic. First among these luminaries were naval officer 

and amateur epigraphist Étienne Aymonier (1900, 1901, 1904), and infantry captain 

Étienne-Edmond Lunet de Lajonquière (1902, 1907, 1911) whose remarkable 

perseverance in cataloguing monuments and material culture established an enduring 

foundation on which medieval Khmer scholarship survives. The creation of tomes, 

catalogues, collections, and reference materials represents significant work throughout 

many areas of Southeast Asia, although it exists not without precedent or 

presuppositions. Restrictive methods and theories were unconsciously applied, as 

temples and sites were catalogued with little thought to the contexts in which they 
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were created, or regard to the networks of people who created them.5 In a necessary 

and arguably unmatched feat of data collection, Aymonier and Lunet de Lajonquière 

set into motion imposed classificatory schemas, which despite the diversity before 

their eyes would shape a rigid understanding of the material culture. The taxonomic 

obsession finds its roots in the Enlightenment, the ‘rise’ of Sciences with a biological 

basis, and the expansion of archaeological knowledge. The tendency for ‘passive’ 

taxonomic ordering, particularly prevalent in French scholarship, requires further 

investigation as it contributed to Khmer artistic culture being considered independent 

of its context and also being generalised into uni-linear and monolithic chronological 

categories. 

 

The Danish scholar Ole Worm produced the first ‘archaeological’ inventory of this 

kind with a survey of the known monuments of Danish antiquity. In Danicorum 

Monumentorum Libri Sex (1643) items of ‘antiquity’ including architecture and 

objects of ‘art’ were subject to on-site visual assessment, measurement, analytical 

drawing, and finally a survey of local opinion. The intention of this process was to 

arrange the collected information into an intelligible system. Objects were classified 

by composition, and by function in order to assign each a definite and detectable 

position in the higher order (Schnapp, 1996: 36, 160 – 163).  John Aubrey 

conscientiously combined a classificatory system with strict philological method. 

Monumenta Britannica was as much a statement of theory and procedure as it was a 

description of antiquities. Inspired by a chronological categorisation of writing 

systems, Aubrey applied the same methodological principles to the classification of 

orders of architecture. Predecessor to the ‘typologies’ of Caylus, Aubrey’s ambitions 

were not limited to the palaeontological and architectural reconstruction of the past. 

He suggested that the imposition of such classificatory systems were tools to discover 

the way of life of past civilisations (Schnapp, 1996: 190 – 193). The fifteen volumes 

of Montfaucon’s L’antiquité expliqeé (1716 – 1724) provide another early example of 

a classificatory system seeking to account for ‘antiquity’. Montfaucon attempted to 

collect a snapshot of the remains of the ‘ancient civilizations’. The principle intention, 

again bound to early philology, was to establish an intelligible relationship between 

                                                
5 These savant amateurs can scarcely be blamed for their hesitation to embark on historical 
interpretation, for when Aymonier stepped beyond his perceived ‘brief’ and translated inscriptions he 
was criticised by philologists such as Paul Pelliot (Singaravélou, 1999: 55). Also see Chapter 3.b. 
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text and object. Objects were removed from their context, represented 

diagrammatically and ordered to conform to textual interpretation. Drawing upon 

Plato’s ‘Theory of the Forms’ text was perceived as the ideal, objects and their 

graphic representations the corporeal. In this schema without a written counterpart, 

objects could not be considered a valid component of ‘antiquity’. Each object was 

associated with its corresponding text, inscription, and book that revealed its temporal 

and spatial location in antiquity. Illustration performed a crucial function in 

L’antiquité expliqeé, allowing images to be reproduced in detail. The significant 

aspects of each object were represented on paper. Montfaucon, however, often 

published illustrations of objects he had not seen, blurring the perceived direct 

relationship between text and object further. Montfaucon’s ambition to extract 

meaning by assigning a reciprocal relationship between text and image has especially 

pervaded archaeological discourse about high civilisation (Schnapp, 1996: 235, 237). 

 

Antiquités égyptiennes, étrusques at grecques (1752 – 1767) by the Comte de Caylus 

represents a momentous watershed in the western archaeological tradition. Caylus 

adopted Montfaucon’s methods of data collection, but did not limit himself to using 

antiquities in an illustrative manner. He sought to extract meaning via comparative 

analysis and in doing so proposed the first typological theory. The philological model 

could be augmented by an experimental one, turning the antiquarian into a ‘physicist 

of the past’. For Caylus, the study of monuments was a specific means of acquiring 

knowledge about the past, a method of establishing stylistic rules that would permit 

geographical and temporal identification of each object. Rooted in an idea of 

empiricism, each monument and object in his specified corpus of antiquity was first 

subject to meticulous analysis and description. This enabled the items to be placed 

into categories of like traits. Once classified, objects could then be associated with 

their respective cultures and geographical origin. Thus, it seemed every object could 

be assigned a place and time by virtue of an observable and quantifiable physical 

attribute. The scholar was now capable of ordering similar objects in a series through 

time (Schnapp, 1996: 238, 241, Cleuziou et al, 1991: 92 –93). Deriving from this 

tradition, it was also thought necessary to sketch a chronological framework for the 

medieval Khmer before any supplementary investigations could be placed within it 

(Cœdès, 1966b: vii, 1968: xix). This undertaking often generalised archaeological 

data to fit the sequential order rather than recognising diversity and anomaly. 
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Johann Joachin Winckelmann’s History of the Art of Antiquity (1764) established art 

history as a distinguished discipline of classical studies. The focus of his treatise on 

the beauties of the Greek ideal sought to explain why the visual arts evolved as they 

did (Potts, 1994: 11 – 15). The first scholar to write a history of art rather than 

histories of individual artists as per Vasari, Winckelmann provided a periodisation of 

Greek and Roman sculptural styles. But like Vasari, Winckelmann used the biological 

cycle to illustrate the origin, progress, change, and downfall of art (Fernie, 1995: 68, 

Trigger, 1989: 38).6 This transformed Caylus’s typology into a tool of stylistic 

chronology, rather than mere iconographic descriptive commentary. Objects defined 

by their aesthetic qualities could be placed directly into a historical perspective. The 

beauty of ancient Greek art was regarded as a consequence of its perceived ‘free’ and 

‘ideal’ constitution, government and civil society (Schnapp, 1996: 262). Wright 

(1996: 138) argued that in the colonial period Angkorian art and architecture was 

aestheticised and actively stripped of cultural meaning so that it could be classified 

according to the Western criteria of formal eloquence. The erroneous link between 

aesthetic and civilisation is illustrated by early conceptions of Indianisation that 

sought to associate with the Southeast Asian artistic tradition the external ‘genius’ of 

India. Likewise, when compared to the Western aesthetic, the medieval Khmer 

tendency to fill every available surface with decoration is labelled primitive and child-

like (Marchal, 1951: 9).  

 

The enlightenment antiquarians were representatives of a fledgling archaeology that 

emphasised a direct approach to objects. The pre-eminence given to collecting, 

describing, and publishing objects formed the basis of the technical knowledge behind 

French Classical archaeology (Cleuziou et al, 1991: 92). The ‘descriptive’ tradition of 

antiquarianism is witnessed at Angkor in the vast and fundamental studies of 

Aymonier (1900, 1901, 1904), Lunet de Lajonquière (1902, 1907, 1911) and later 

Henri Parmentier (1913, 1919, 1927a, 1939). In this regard we can also observe the 

tendency to categorise material and decorative culture into explicable groupings as 

per the ‘styles’ of Stern (1927, 1938c) and Coral-Rémusat (1940, 1951). Primacy of 

the object caused material culture to be studied outside its context, and contributed to 

                                                
6 Vasari’s association with the ‘life-cycle’ analogy is discussed below. See Chapter 2.e. 
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the colonial procurement of exemplary sculpture.7 Whilst Caylus and his followers 

emphasised the distinctiveness of the object, critically, text was still considered the 

most reliable tool to consider the past. Without an associated textual correlate, objects 

could have no meaning. In the same vein philology and epigraphy have 

conventionally set the research agenda at Angkor. Caylus’s typology provided a 

powerful archaeological tool, but it also entrenched an idea of linearity and 

progressionism. Each period was defined by like aesthetic traits that followed neatly 

one after the other.  

 

2.c. Style, earlobes and fleurons 

 

“Le style excuse tout, dispense de tout et notamment de la réflexion historique; 
il enferme le spectateur dans la servitude d’un pur formalisme en sorte que les 
révolutions de style ne soient plus elles-mêmes que formelles”.8 (Barthes, 
1970: 110). 

 

Placing each Khmer temple and sculpture into stylistic categories has been the 

concern of many art historians who have used definitions of ‘style’ to determine a 

chronology for the monuments. Categorisation, furthermore, has been indispensable 

to make comparisons between different points in time (cf. Smith, 1992: 27). But as 

indicated by Barthes (1970: 110), the undue imposition of ‘style’ binds scholars to 

consider the transformative process as an end in itself. They view art less as the 

product of human behaviour and more as a detached and delineated material process. 

Classification has tended to overlook that which does not fall within its limits, and 

create arbitrary inflexible horizons which in practice are unarticulated and blurred. In 

contrast to observing artistic styles as rigid preordained categories, George Kubler 

(1962) posited artistic transformation as a process of continuous dynamic change. 

Works of art were not created to fulfil a subjective stylistic requirement, but were 

regarded as historical solutions to particular problems. Motifs and forms were retained 

and discarded according to the actions of artists and their communities (Kubler, 1962: 

8, 32, 77 - 82).  

                                                
7 For instance the questionable ‘scientific’ missions to acquire sculpture by Louis Delaporte in 1872 
and 1881 (see Edwards, 2007: 30 – 38, Singaravélou, 1999: 55). 
8 “Style excuses all, dispenses entirely and especially with historical reflection; it imprisons the viewer 
in the servitude of a pure formalism so that revolutions of style themselves seem nothing more than 
formal.” (Barthes, 1970: 110). 
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A component of this study is to appraise the suitability of the stylistic categories 

applied to Khmer architectural decoration. When the ‘stage horizons’ have been 

subjected to critical assessment, it is possible to ask alternative questions of the 

decorative data within their general framework. By looking at decorative diversity 

within and outside these predefined classifications it is possible to posit the artisans of 

the works as agents of the artistic transformation, rather than servants of artificially 

constructed boundaries.  

 

But what is this concept of ‘style’ and in what way have scholars of Khmer art sought 

to use it? In the highly referenced and erudite work on the subject art historian Meyer 

Schapiro defines style as: 

 

“...the constant form – and sometimes the constant elements, qualities, and 
expression – in the art of an individual or a group.” (Schapiro, 1994: 51) 

 

Before the late 19th century, however, the notion of ‘style’ was more at home in works 

of rhetoric and literary criticism. It emerged as a fundamental concept of modern art 

history to study the artworks of individuals, groups, schools, societies and nations on 

the basis of generally agreed recurring characteristics and traits (Munro, 1946: 129 – 

130, Sauerländer, 1983: 253). For Schapiro (1994: 51 – 52) style can be explained 

according to its treatment by different academic disciplines. Scholars of Khmer art 

history fall somewhere between Schapiro’s archaeologists and art historians, where 

the principal application of style determines the temporal attribution. Via the 

classification of a specific motif or pattern, researchers have been successful in 

assigning sculpture and monuments to locations and time periods. In other fields of 

scholarship, stylistic investigations have related works to different cultural, religious, 

social, and moral outlooks, and individual personalities (Munro, 1946: 129 – 130). In 

this regard the concept of ‘style’ comprises a curious confluence of the opposed 

concepts of conformity and individuality. At its very heart ‘style’ is characterised by 

its adherence to rules and norms, commonly of a group of works or a defined period. 

Yet ‘style’ is also offered as the distinguishing quality of a particular artist 

(Sauerländer, 1983: 253 - 270). Nevertheless, from the experience of his 

investigations Schapiro (1994: 54) reduced description of style to three aspects of art: 
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motifs, form relationships, and the over-all qualities, or the ‘impression’ of the work. 

Analyses of medieval Khmer art have employed all three levels of reading over time. 

 

The 19th century European assumption of historical linearity underpinned the 

progression of Khmer art through time, but it was a tradition of connoisseurship in 

French archéologie which established the construction of Khmer art styles.9 The 

studies of Stern (for example, 1927, 1934a, 1938c, 1942, 1965), Coral-Rémusat 

(1935a, 1940, 1951, 1954), Bénisti (1952, 1969b, 1970), and Boisselier (1955, 1963, 

1968) all employ the avowed ‘scientific’ approach of ‘connoisseurship’ that requires 

the minute scrutiny of the physical and formal qualities of the works themselves. 

Bound to biological analogy, this method is indebted to the approach of 

connoisseurship propounded by the late 19th century scholar Giovanni Morelli (Kwa, 

2003: 125). Wollheim (1973: 177 - 201) provides a reliable account of Morelli’s 

influential discourse on ‘traditional’ art history versus connoisseurship. Motivated by 

the principle goal of artist attribution, Morelli argues that rather than assessing a work 

of art by intuition, the general impression, or documentary evidence, it must be tested 

against properly controlled evidence. The evidence should be sought in the mundane 

aspects thought to be ‘trifles’ by the educated aesthete. Such features are free from 

conventional artistic pressures and are peculiar to each artist. Examples of such 

indistinct attributes would include the drapery, the landscape, or the lobe of the ear. In 

order to prove his approach Morelli drew his criteria from works of art whose 

authorship was unquestionable (Wollheim, 1973: 177 - 201). In the same way, the 

medieval Khmer art styles outlined by Stern (1927, 1938c) and Coral-Rémusat (1940, 

1951) are ‘placed upon’ the monuments for which there are apparently ‘secure’ dates. 

Examples of the Morellian method in Khmer studies would be the designation of the 

‘attached cross’ in Transition (B) lintels, or the emergence of fleurons from a ‘lotus 

chalice’ in Banteay Srei style.10 Ginzburg (1983: 81 - 118) compares Morelli’s 

analysis of the infinitesimal to the legendary detective Sherlock Holmes’ search for 

clues. Stylistic problems were not considered on the level of aesthetics, but at a more 

basic level, akin to philology. A methodological comparison to philology is 

noteworthy, as this was the precise discipline in comparison to which Stern (1927: 11) 

                                                
9 See 2.e. below for discussion of linearity and progressionism in the 19th century European conception 
of historical process. 
10 See Coral-Rémusat (1951: 46 – 47), and Chapter 5.e., Chapter 6.e. 



 27 

necessarily justified the value of art historical analyses. Morelli endowed the 

connoisseur with the power to draw conclusions from evidence in the material only, 

which likewise was Stern’s (1927: 11) initial aspiration for art history.11 

 

In the medieval Khmer context the notion of style is fraught with epistemological 

problems. Stylistic divisions are detached from meaning, function, and the artists who 

fashioned the works. Rather than conscious artist-driven transformations, the style 

boundaries are posthumous and imposed from ‘without’ for the purpose of 

chronological attribution. In the words of Sauerländer (1983: 254), style; 

 

“…presents itself as a highly conditioned and ambivalent hermeneutical 
‘construct,’ worked out at a distinct moment in social and intellectual history 
and corresponding to a very peculiar and alienated attitude towards the arts of 
the past as the aesthetic mirror of bygone civilization.” (Sauerländer, 1983: 
254). 

 

Since the construction of the aesthetic categories, the study of medieval Khmer 

artistic change over time has usually only been applied to the verification of the 

epigraphic sequence. Alternative art historical studies that have sought to understand 

iconography and symbolism in its religious and cultural context have been more 

instructive about the character of medieval Khmer society.12 Another way of 

understanding the transformation of Cambodian art is to appreciate the process as 

variable and with blurred edges. Additionally, change is generated by the actions of 

the artists themselves. Because monuments are placed into stylistic pigeonholes based 

upon the principle of similarity, iconographical features which occur once, or even a 

few times are unnoticed in the larger program of creating an unbroken chronology. 

There is little acknowledgement of the relationship between the composite parts of the 

decorative schema, which are all assumed to operate on the same trajectory. The 

intrinsic contradiction in the definition of ‘style’ that encompasses both group 

similarity and individual uniqueness is manifest at Angkor. In 1927 Stern (1927: 90, 

184 - 188) considered that the art of Banteay Srei MH468 was positioned outside the 

‘evolution’ of Khmer art. Ascribed by epigraphy to the genius of Yajñavarāha, 

Rājendravarman II’s vra� guru, the mixture of old and new iconography, combined 
                                                
11 See Chapter 5.e. 
12 For example, but not limited to, see Bénisti (1969a: 153 – 161, 1970), Bhattacharya (1956: 183 – 
193, 1957: 218 – 220, 1961a), Dowling (2000: 122 – 131), Filliozat (1954: 527 – 544), Mus (1936: 57 
– 68), Woodward (1981: 57 – 67). 
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with exquisite sculptural skill was deemed the result of ‘individual style’ (see Dagens, 

2003: 231 – 232, 303).13 The archaic iconography and remarkable execution 

originally guided Stern to the incorrect conclusion that this monument could only 

appear at the end of an ‘evolutionary’ trajectory, and he dated it to the beginning of 

the 14th century CE (Stern, 1927: 185).14 In this example, the inability of the 

conventional stylistic classifications to accommodate the anomaly of Banteay Srei, it 

being assigned of its own stylistic category. ‘Banteay Srei style’ at once sits within 

the evolutionary model at its correct date of the mid 10th century CE, and outside the 

model by possessing its peculiar ‘style’.15 

 

2.d. The ‘ideal’ model 

 

prāsādo vā�amī śre��ha muravaśālā vimānikā | 

drayormede drayormāga
 prakāśo nāmo ucyate ||16  

(Rāmacandra Kaulācāra, Sanskrit text of Śilpa Prakāśa, 1966: 101, sl. 794). 

 

To understand consistency in architectural form and decoration of medieval Khmer 

temples, many scholars have supposed the existence of formalised models, probably 

based in texts. In the absence of any specific medieval Cambodian site plan or 

architectural treatise, Indian manuals are offered as the references for temple 

construction and adornment (Dagens, 1985a, 1985b, 1994, 2003, Gaucher, 2002, 

2004). Correspondingly, once the essence of the Indian architectural and decorative 

‘ideal’ texts had permeated the ‘collective Southeast Asian intelligence’, design and 

construction of temple sites only required the recombination of these supposedly 

universally known models. Differences between temples across time and space was 

deemed the consequence of topographical and economic restrictions, combined with 

                                                
13 See also Chapter 7.i. 
14 See Chapter 5.b. for a background to the dating of Banteay Srei MH468. 
15 Coral-Rémusat (1951: 121) offers Sralao MH494 as another example of Banteay Srei style. Although 
the decorative elements including the lintels do appear to have the same overall iconography and 
superb finish, the epigraphic date of 1071CE from K.782 (Cœdès, 1937a: 221 – 226) is suggestive that 
temple was constructed over one hundred years after the ‘Banteay Srei style’ namesake. However the 
inscription itself records the restoration of the associated ‘town’ and may not refer to the temple 
(Cœdès, 1937a: 221 – 226). Other ‘Banteay Srei style’ lintels recognised in this study appear at Beng 
Kong MH523, Cedei MH424, Kôk MH462, Kralanh MH388, Trapeang Srangè MH728, and a re-used 
lintel at Western Prasat Top (Monument 486) MH375. 
16 “Describing the various parts and elements without the help of the Śāstras would be vain, like 
walking without eyes in the darkness of night.” (Rāmacandra Kaulācāra, trans. Boner and Śarmā, 1966: 
128). 
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the technological innovations of each site (Dumarçay, 1998, 2003, 2005, Dumarçay 

and Royère, 2001). Whilst endeavouring to demonstrate the ‘ideal’ in action, these 

studies are hampered by the premise that there can exist a plastic representation of the 

‘ideal’ based upon an as yet unidentified text. The tendency to refer to Indian modes 

of thought has been strong. The Brahmanical representations and particular 

geometrical ‘orderedness’ of Khmer temples has led studies to assume the 

implementation of the Indian tradition of textual treatises upon decoration, sculpture, 

architecture and town planning. This supposition should be approached with caution. 

Scholars whose principal business is to read and publish texts tend to 

disproportionately revere the written word. Even studies based upon detailed readings 

of the Sanskrit texts and rigorously collected metric and proportional archaeological 

evidence have been unable to identify the definitive link, preferring to suggest that 

medieval Khmer models and manifestations were based upon the ‘spirit’ or perhaps 

composites of Indian treatises (Dagens, 1985a, 1994, 2003, Gaucher, 2002, 2004). 

 

This issue here is not whether medieval Khmer architecture and decoration exhibited 

Indian influence, for indeed it did, but whether the structure and form of the 

monuments were the result of universally known conceptual models originally based 

in text. Even though a substantial body of literature existed to ‘inform’ the 

construction of Brahmanical temples, there was a ‘non-correspondence’ between text 

and material. Bose (1926: 28) observes that it is exceptionally difficult to locate 

examples of medieval Indian art that strictly follow the prescriptions of the śāstras. 

Disagreement between ideal text and material manifestation is similarly noted in 

embodiments of the Chinese ‘Wangcheng’ (Ruler’s City). The first millennium BCE 

text, the Kaogong ji (Record of Trades) stated highly defined specifications for the 

layout of an imperial Chinese city. Subsequently, many over generalised assumptions 

have been made about imperial cities based on these descriptions. Yet, with the 

exception of the 13th century Mongol city of Dadu, no built city conformed to the 

suite of rigorous specifications (Steinhardt, 1990: x, ix, 33, 44, 62 – 63, 158, see also 

Fletcher, 1992: 47, 2004: 123).  

 

Variation in medieval Khmer artistic culture is not the consequence of the interaction 

between an externally imposed ‘ideal’ and pragmatic restrictions of the material, for 

the ‘ideal’ itself is contextual, individual and incessantly fluid. Derrida (1967: 227) 
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famously declared «Il n'y a pas de hors-texte»17. With this idea he expressed a world 

of unstable meanings in which text cannot represent anything other than itself. In the 

same way that studies of medieval Khmer architecture have sought an ‘ideal’ analogy 

in Sanskrit treatises, for Derrida (1974: 30) the history of metaphysics has never 

ceased the search for a universal concept independent of language. Despite the 

presumption of a correlation between medieval Khmer artistic culture and Indian 

texts, Derrida (1974: 30) asserts that, in fact, there has never been any ‘transfer’ of 

pure signifiers from one language to another, or in this case one culture to another. 

Instead of determining material form, Fletcher (2004: 111, 114) suggests that verbal 

declarations should be understood as ‘layers of meaning’ superimposed on the 

material culture. Material and language are related, but only partially and uneasily. 

Rather than imposing text upon material in a search for the right fit, Khmer 

architecture and decoration should be considered on its own terms. Artistic models 

were not fixed, but were constantly transforming through a myriad of simultaneous 

interactions between capricious verbal ‘ideals’, social exchanges and the material 

itself. Distinguishing these individual interactions is as difficult as distinguishing the 

indigenous from the Indianised18. Another path is to observe the transformations of 

material cultures across time and space. From the carving of a village shrine lintel to 

the execution of a vast urban plan, the difference and similarity in artistic and material 

culture of Kambuja are the products of individuals and communities making decisions 

within their specific cultural contexts.  

 

The reason why such a strong relationship between text and sculpture, temple form 

and adornment is presumed, is because the corpus of Sanskrit śāstras (treatises) that 

concern these matters declare that they must. The Brahmanical tradition prescribes 

that the śilpīn (artist) is an intermediary who transmits the revelation of Viśvakarman 

(the celestial architect) and the divine via the production of ‘art’ (Lannoy, 1971: 17). 

For an artistic work to fulfil its proper obligations it must fulfil specific aesthetic 

requirements and act as a prop of contemplation to assist the individual in realisation 

of the divine. The ability of a human-made object to convey such meaning is termed 

by Coomaraswamy (1956: 156) as ‘adequacy’ (see also Lannoy, 1971: 21). Not 

                                                
17 “There is nothing besides the text” (Derrida, 1974: 158). 
18 The ‘ideal’ imbedded in Sanskrit and its influence upon Indianisation is revisited in detail in 
Chapters 3 and 4. 
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merely a symbol, the ‘adequate’ object is also considered the actual manifestation of 

the ‘supra-physical ideal’ it represents (Coomaraswamy, 1977: 296, see also Mus, 

1975: 14). By referencing iconographical and architectural treatises, plastic 

representations contain the requisite divine essence. Artists who applied their trade 

without reference to the śāstras, would be accused of not knowing their profession, 

and of violating the most sacred laws of the religion. Brahmins would refuse to pay 

for such work, or to worship the ‘unorthodox’ divinities produced by such artists 

(Jouveau-Dubreuil, 1937: 4 – 5). Woodward (1997: 22) notes a Tibetan text that even 

prescribes personal penalties for those sculptors who deviate from the text. Moreover, 

the texts themselves are persistently written in the optative mood of conjugation 

which implies that verbs ‘must be’, or ‘ought to be’ acted upon (Dagens, 1985a: 10). 

 

The Brahmanical convention of artistic and architectural śāstras or treatises appeared 

in India around the 4th or 5th centuries CE, proliferating in number from the 8th century 

onwards. Known generally as Śilpaśāstras (technical treatises) or Vastuśāstras 

(treatises on dwellings) the texts cover numerous subjects and art forms, from the 

layout of whole villages, to the pendants which must adorn the ears of individual 

images of the gods. There are numerous treatises that deal specifically with art and 

architecture, for instance the South Indian Mayamata and Mānasāra, and many more 

for which these are not a principal focus, but deal with them peripherally, for example 

the purā�a, the Śaivite and Vai��avite āgama, the Arthaśāstra, the B�hat sa	hitā, and 

the Mānasollāsa (Dagens, 1985a: 4, 1985b: i – vii, 1994: 263). In theory, the 

authority of the treatises cannot be disputed because of their divine origin. For 

instance, the Ajitāgama and Rauravāgama, declare that they were revealed by Śiva 

himself (Dagens, 1985a: 10, Dagens and Barazer-Billaret, 2000: ix – xi). In practice, 

ascribing these texts to any individual Indian monuments, or those in medieval 

Cambodia is problematic, as neither the corpus, nor individual śāstric texts are 

homogenous. Many treatises contain repetitions, contradictions, inconsistencies and 

imperfect logic that suggests that they were assembled from larger, or numerous 

works (Dagens and Barazer-Billaret, 2000: ix, xv – xvi). For example, the Diptāgama 

is marked by the later addition of chapter sections, and entirely new chapters 

suggesting the probable simultaneous existence of several parallel versions (Barazer-

Billaret, Dagens, and Lefèvre, 2004: 4). The composite nature of the śāstras has made 

dating them challenging. The relationship of one section, or whole text to another, and 
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the direction of borrowing can be difficult to ascertain (Bose, 1926: 4 – 15, Dagens, 

1994: 270). For instance, the ‘completeness’ of the Mānasāra is considered by 

Acharya (1980 [1934]: 160 – 198) as evidence of an early 5th century date, yet 

Bhattacharyya (1963: 183 – 195) argues precisely the opposite, that it was compiled 

in the 14th century. 

 

Although no analogous medieval Cambodian architectural or sculptural texts have 

been identified, or specific analogies made with Indian examples, many studies have 

investigated the correspondence between the symbolism and spatial layout of Khmer 

temples and reputed Indian textual ‘origins’. Jean Filliozat (1954: 527 – 544) argued 

that the tally of terraces, steps and prasats at Phnom Bakheng MH414 formed an 

overall numerical symbolism that charted the movement of Jupiter across the heavens 

and established the monument as an architectural representation of Mt. Meru. Eleanor 

Mannikka (1996, as Morón, 1977, Stencel, Gifford, and Morón, 1976) ‘derived’ a 

base unit of measurement of Angkor Wat MH418.19 She then applied the ‘cubit’ to 

dimensions throughout the temple to reveal presumed cosmo-numerical symbolisms 

that reinforced the correlation between the kingdom and heavenly order. Miksic 

(1998: 126 - 129) questions the validity of Mannikka’s findings by suggesting that the 

supposed symbolic distances appear arbitrarily defined (see also Dagens, 1998: 500). 

Additionally, there are few means of verifying that the proposed numbers are in fact 

‘magical’ models and have the meanings that are attached to them.  

 

Dagens (1994: 259) proclaimed that the Khmer monuments were “…comme plus 

«indiens» que les temples de l’Inde…”20. Seemingly contradictory, this conclusion 

was based on the relative simplicity and geometric rigour of the Khmer temples, 

apparently much nearer to the systematic ‘spirit’ of the Indian treatises than the Indian 

manifestations (Dagens, 1994: 266). Furthermore, Dagens (1985a: 25, 1994: 268, 

2003: 137) argued that the perceived ‘orderedness’ resulted from reference to 

specifically Indian treatises and not examples of actual Indian temple architecture. An 

initial ‘importation of concrete forms’ formalised in texts similar to the Mayamata 

was transmitted by Indian ‘experts’. Khmer architecture then followed a course of 

                                                
19 A more convincing derivation of the base unit of measurement for a Southeast Asian monument can 
be found in Dumarçay’s (1981) study of Candi Sewu in Central Java. 
20 “…more Indian than the temples of India…” (Dagens, 1994: 259). 
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local evolution executed with complete autonomy, but still reverential of the 

recognised treatises (Dagens 1985a: 24, 25, 1994: 259). A supposed example of the 

medieval Khmer literal interpretation of the architectural texts is offered in the 

relative size of temple gopuram or entry houses. Southern Indian architectural texts 

like the Mayamata, Mānasāra, and relevant verses of āgama prescribe that the houses 

of entry and concentric enclosing walls of the temples must be increasingly higher as 

one moves away from central shrine. In India this principle is applied for the first time 

at the temples of Tanjore, in the first half of the 11th century CE.21 But in Kambuja, 

Dagens (2003: 236) believed evidence for this interpretation of architectural text is 

manifested nearly one-half century earlier at Banteay Srei MH468, where the aperture 

of gopura doorways progressively decreases as the devotee approaches the central 

cella. Recent investigations of the spatial layout of Angkor Thom have similarly 

sought corroboration with Indian inspired texts. Through archaeological 

methodologies of prospecting, surveying and excavation, the EFEO-led research 

program has revealed the main features of the 3 x 3 km city plan reputably begun in 

the 12th century under Jayavarman VII. The city plan comprises a grid of linear 

features aligned with orthogonal regularity and geometrical proportionality (Gaucher, 

2004: 74). For Gaucher (2003: 242), the layout of Angkor Thom is the result of a 

Brahmanical conception of space on the one hand, and large scale Khmer adaptation 

to natural, topographical and hydraulic conditions on the other. Because the city 

design is apparently conceived ex nihilo, it must draw inspiration from an external 

urban model whose origin is Indian (Gaucher, 2004: 78). As a result, Gaucher (2004: 

81) attests: “Une ville ne s’exporte pas, une ideé de ville, oui.”22. Nevertheless, 

Gaucher (2004: 78 – 81) is unable to identify a singular specific medieval Indian 

textual reference for the Angkorian layout, but points to the generalities of urban 

design discussed in treatises like the Arthaśāstra, Smarangā
nasūtradhāra, 

Mayamata, and Mānasāra. Of possible correspondence were the proportional 

subdivision of the space into rectilinear and square components, and the location and 

proportionality of the ‘Royal Palace’ relative to the greater complex (Gaucher, 2004: 

78 – 81). 

 

                                                
21 See also Pichard et al (1994), Pichard (1995). 
22 “A city is not exported, the idea of a city is.” (Gaucher, 2004: 81). 
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The temples of medieval Cambodia and the ‘city’ of Angkor Thom were constructed 

according to principles that aligned the structures to cardinal directions, emphasising 

the importance of the centre, and observed rules of proportionality and symmetry. Yet 

despite the worthwhile translation and interpretation of numerous Indian texts that 

concern architecture and town planning, no direct correspondence between them and 

the Khmer monuments has been recognised. Additionally, there is no evidence within 

the Khmer epigraphic record that architects used such texts to create their buildings. 

The medieval Khmer knowledge of Brahmanical literature was extensive23, but there 

is no known mention of specific architectural treatises, or components of other works 

that contain passages on architecture and planning (Dagens and Barazer-Billaret, 

2000: 269). Possible references were Śiavite āgama, as acknowledged by inscriptions 

at Banteay Srei MH468 and Kapilapura MH714 (Filliozat, 1981: 79)24, although no 

mention of the specific architectural components was made. In another earlier 

example, an inscription from the site of Kdei Ang MH33525 refers to a royal minister 

knowledgeable about the Arthaśāstra (Barth, 1885: 67).26 Even so, these citations do 

not discuss the architectural or planning components of the texts. There is also a 

question about what level of society or artisan could read Sanskrit and apply the 

presumed treatises.27 The bigger issue here though, is not which hypothesised Indian 

texts were used by planners and architects in Kambuja, but the possibility that such 

texts or ideals could consistently manifest themselves in the material culture at all. 

Evidence of the ‘non-correspondence’ between verbal meaning and material is 

distinguished in the manifold unpredictable combinations of iconography, decoration, 

form and layout.  

 

To account for the difference between the theorised Indian textual ideals and Khmer 

plastic representations, Dagens (1984, 1985a: 20 – 21, 1994: 268) observes the 

frequent use of metaphor and pun inherent in the Sanskrit technical vocabulary related 

to architectural treatises. The ambiguity of the language and flexibility of the text 

invites the artist to act according to beauty (yathā śobham) and even according to 

                                                
23 See Chapter 3.f. 
24 K. 842 and K. 300 respectively, cite the Pārameśvara āgama (Filliozat, 1981: 79). 
25 K. 53. 
26 See Chapter 4.f. for discussion of this inscription. 
27 See Chapter 3.f. for a consideration of the pervasiveness Sanskrit amongst medieval Cambodian 
society. 
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circumstances (yuktyā). Another example of textual multiplicity is observed in 

descriptions of Mt. Meru, the fabulous mountain abode of the gods. Indian 

descriptions are necessarily vague and varied in their details, allowing Khmer 

architects to represent the mountain in numerous ways (Filliozat, 1954: 531). 

Moreover, to explain variability, Dagens (1985a: 20 – 21, 33, 1994: 268) suggests that 

only general reference to the architectural texts is required to enable the temple to act 

as an abode of the gods and impart ‘adequacy’. The treatises do not approximate 

handbooks of ‘architectural science’, but are ritual guidebooks that ensure agreement 

with sacred standards (see also Dumarçay, 2005: 3, Multzer O’Naghten, 2000: 39). 

Gaucher (2004: 242) accounts for the difference between an imagined text and 

materiality at Angkor Thom proposing that the Khmer needed to adapt the model to 

specific hydraulic and topographical conditions.  

 

In a manner akin to the examination of architectural texts to elucidate the structure 

and layout of medieval Khmer temples, Jacques Dumarçay (1998, 2003, 2005, 

Dumarçay and Royère, 2001) perceived a related ‘ideal’ that governed the 

construction of sacred and secular architecture. The particular ‘pan-south Asian’ 

repetition and recombination of architectural and decorative forms resulted from a 

shared cognitive standard labelled ‘collective intelligence’. The ‘collective 

intelligence’ of each human group gave the buildings of a particular location a shape 

that corresponded to their symbolic significance. According to (Dumarçay, 2005: 2 – 

3) ‘collective intelligence’ was unchanging, irrespective of technical developments. 

In medieval Cambodia, Khmer master builders had a specific set of models at their 

disposal. These models, based upon Indian ‘ideal’ treatises, were a guarantee that the 

building would please the eye and fulfil the requirements of a sacred structure 

(Dumarçay, 2003: 21). The models themselves apparently resided in the ‘collective 

intelligence’ of the group to which the sculptors, builders and architects belonged. At 

first, the temple plan followed the model faithfully. However, peculiarities of the site, 

recognition of significant architectural perspective techniques, and development of 

building materials resulted in alteration to the original designs (Dumarçay, 2003: 9, 

25). Difference in temples and artistic culture was reduced to the interaction between 

combinations of supposed ‘ideal models’ and the economic and technical constraints 

of the site (Dumarçay and Royère, 2001: 18). Dumarçay (2003: 35) argued that 

architectural models persisted despite all religious and political changes. Innovation 
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only occurred after the architect had adapted the model to the site and could 

‘anticipate’ a new work independent of the collective memory (Dumarçay, 1998: 

505). While similar to Dagens’ (1985a, 1985b, 1994) Indian treatise-based ‘ideal’, 

Dumarçay’s (1998, 2003, 2005, Dumarçay and Royère, 2001) theory allowed even 

less room for agency. He perceived that invention could only occur after application 

of the ‘ideal’ models, whose technical and economic limitations compelled the project 

superintendent to ‘anticipate’ novel structures. Dumarçay’s reduction of Southeast 

Asian architecture to an interaction between intent and material, assumes that 

individual intent is universal and static. But the incessant flexibility of language, seen 

in numerous Sanskrit metaphors, shows that meaning is exclusive and contextual. The 

representation of Asian art as a collective enterprise is argued by Wright (1996: 130, 

137) to be a legacy of Orientalist scholarship, where art is considered not to have 

reached a level that produced artists of individual genius or irreproducible objects.  

 

There is pattern within the Khmer structures, no doubt informed in part by conceptual 

models, but because meaning is changeable and arbitrary, the exact nature of the 

models, or the perceived texts that informed them, cannot be known by scrutinising 

the temples or by seeking analogy. Rather than searching for a theorised architectural 

treatise or attempting to reconstruct one from city layouts, temple plans or 

iconographical schema, it is more useful to consider the temples and structures of 

Kambuja on their own terms.28 Even if the ideal texts contain provisions for flexibility 

according to ‘beauty’ or ‘context’, separating these factors in the material outcomes of 

human behaviour with any degree of certainty is very difficult. If medieval Khmer 

structures are only considered in terms of the Indian models that inform them, then 

transformations of iconography, sculpture and architecture that are indigenous cannot 

be conceived. This study does not seek to diminish the idea of Indian influence or the 

possibility of architectural texts, but to understand the medieval Khmer monuments as 

the result of individuals who were social actors in their production. Additionally, 

buildings such as Khmer temples as material ‘outcomes’ are not reducible to the 

interaction between intent and model. Models themselves, are not fixed, but variable 

and dynamic, furnishing the medieval Khmer artisans with a pool of alternatives 

available to them from training, tradition and process. In preference to comprehending 

                                                
28 See Chapter 8.b. for a discussion of the variation of metric patterning present in internal prasat 

measurements. 
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architecture and decoration as the sum of the ideal and constraints of the site, 

Cambodian temples are considered inherently richer consequences of medieval 

Khmer behaviour. Medieval Khmer temples and their decoration as material 

outcomes do not exactly and continuously correlate with verbal declarations, social 

systems, or economic patterns, and in this view can be studied in their own right. This 

is not to say that material culture cannot correspond with other aspects of human 

behaviour, but association is not implicit and must be considered in a specific context. 

Under specified and contextual circumstances, changes in decorative lintels through 

time may be associated with analogous transformations in the medieval Khmer 

cultural fabric.29 Decorative lintels represent a distinctly Khmer ‘model’ of artistic 

culture, which despite often bearing ‘Indian’ deities, cannot be correlated with any 

Indian textual prescription (e.g. see Maxwell, 2007: 74). Rather than a deviant 

implementation of text, or rigid ‘ideal’, the variation and opulence of the lintels and 

other medieval Khmer art can be traced to the artisans themselves who made 

individual decisions about the composition and content of each work.  

 

2.e. Linearity, progressionism and life cycles 

 

“Humanity is perfectible and it moves incessantly from less good to better, 
from ignorance to science, from barbarism to civilisation…The idea that 
humanity becomes day by day better and happier is particularly dear to our 
century. Faith in the law of progress is the true faith of our century.” (Larrouse, 
1875: 224 – 225, trans. and cited in Pick, 1989: 12). 

 

About the time Angkor was revealed to the West in the mid 19th century, opposing 

conceptions of the historical process existed within the European popularist academic 

milieu. One believed that Europe was the foremost beacon of civilisation and the 

culmination of all history’s culture and knowledge, with the express right to wield 

economic and political power over inferior regions. Another perceived the continent 

as corrupt and decadent, on the brink of ‘internal combustion’. The Hegelian 

conception of history was an important philosophical basis of these appraisals. This 

prescribed that the entire historical process was a rational and necessary development 

towards the emergence of both individual and societal ‘self-knowing’ (Pick, 1989: 2 - 

33, Trigger, 1989: 110 – 129). It is within this philosophical climate that art historical 

                                                
29 See Chapter 6.g., 6.h., Chapter 7g., 7.k. 
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studies of the medieval Khmer developed. The idea of linear progression fostered the 

obsession with chronology that has dominated the motivations of historians and 

archaeologists since. Furthermore, the life-cycle allegory provided a metaphorical 

framework within which art historians could create arbitrary ‘style-types’ that would 

tell the story of Khmer art neatly continuing from one era to the next. It is necessary 

to briefly review these modes of thought in order to appraise the validity of the 

conventional stylistic categories and suggest how their framework is still useful for 

understanding change of artistic form in medieval Cambodia. 

 

The period between 1750 and 1900 cultivated numerous vigorous philosophical 

agendas and humanist ideals (Nisbet, 1980: 171). Among the most vital were equality, 

social justice, and popular sovereignty. But an awareness of progress was without 

question the singular defining idea of the era. Inspired by the implicit urge to progress 

in Darwin’s evolutionary thesis, scholars like John Lubbock sought correspondence in 

cultural phenomena. In Pre-historic Times published in 1869, Lubbock described 

European civilisation as the cumulative outcome of a biological and cultural evolution 

that had surpassed that of less technologically advanced societies. In France this 

position was echoed by Gabriel de Mortillet, who developed a chronological 

classification system of the prehistorical cultural development of man (Trigger, 1989: 

115-118, 1995: 321, 1996: 624). The scientific and industrial revolution supposedly 

conferred upon Europe a position of pre-eminence in the hierarchy of culture and 

civilisation. Condorcet proclaimed in Esquisse d'un tableau historique des progrès de 

l'esprit humain (1795) that: “Toute decouverte dans les sciences…est un bienfait pour 

l’humanité.”30 (cited in von Wright, 1997: 4). Developments of mid-late 19th century 

communication and transportation technologies suggested that these discoveries were 

actually bearing fruit. Additional civil and economic advances were also justification 

for imperial expansion. In L’expansion de la France Louis Vignon (1891: 354) 

propounded:  

 

“Chaque nation tient aujourd'hui dans le monde la place qu'elle a su conquérir 
par…ses qualités de travail, sa richesse, son génie propre et l'énergie qu'elle ne 

                                                
30 “All the discoveries in the sciences…are of benefit to humanity.” (Condorcet, 1795, cited in von 
Wright, 1997: 4). 
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cesse développer dans la lutte universelle qui est la grande loi de la nature.”31 
(Vignon, 1891: 354).  

 

Progress allowed nations to maintain their territories by military might, wealth and 

genius. In this view it was against the intrinsic progressive thrust of nature and justice 

for France and the West to be constrained to Europe, leaving half of the world to 

chaotic uncivilised peoples.32 Whilst progress was a fundamental idea in the 19th 

century, in an important point of difference, other Europeans concurrently conceived 

their social, economic and moral institutions in the process of degeneration. Pick 

(1989: 2) and Dannhauser (1995: 117 – 133) identified a philosophical environment 

of regression, decline and sadness in an age habitually defined by evolution and 

advancement. For example, according to thinkers such as Adams in The Law of 

Civilization and Decay (1895), and Spengler in The Decline of the West (1926 [1918]) 

the theory of entropy was observably being acted out. The blood of races was 

becoming irreversibly tainted by alcohol and disease. The domination of the city 

pushed modern society towards civil and spiritual collapse. 

 

Common to the contradictory models of progress and degeneration was the idea of 

linear narrative. Although scientists such as Mach, Einstein and Lorentz had 

systematically dismantled classical Newtonian mechanics, the temporal linearity of 

his original theories persisted (Kern, 1983: 6, 18). Correspondingly, the horrors of 

World War I, and the rise of Fascism and Communism, had also discredited the 

Hegelian idea of history as a rational and continuous process (Melzer, Weinberger 

and Zinman, 1995: 2). Yet history was still expressed as linear progression from 

‘primitive’ to ‘modern’, and it was thought possible to observe this phenomenon in a 

survey of artistic culture. Eugène Emmanuel Viollet-le-Duc’s Discourses on 

Architecture (1959 [1860]) illustrates this point. Unquestionably Hegelian, Viollet-le-

Duc describes the rise and decline of western architecture as a uni-directional, 

irrepressible, and monolithic movement. The university curriculum of Henri 

Parmentier in the Architecture Department of L'École des Beaux-Arts and likewise 

                                                
31 “Every [European] nation in the world today maintains it position through conquest by…its work 
ethic, its wealth, its genius and the energy that unceasingly develops in the universal struggle (which) is 
the great law of nature.” (Vignon, 1891: 354, italics my addition). 
32 See Chapter 3.b. for a discussion of Imperialism in relation to Indianisation. 
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Philippe Stern undoubtedly featured Viollet-le-Duc’s work prominently.33 

Parmentier’s designation of ‘primitive’ and ‘classic’, and Stern’s repeated discourse 

upon evolution reveal a close affinity to the belief of ‘blanket’ progressionism. The 

lessons of misdating the Bayon MH36534 had suggested to Stern that the artistic 

knowledge of the medieval Khmer was cumulative, and that artistic trajectory was 

bound to linear evolution. Artistic development was a metaphor for the biological life-

cycle of ‘bud, boom, decay’. The confidence in a continuous trajectory of artistic 

expertise is evident in Stern’s original evolutionary thesis, Le Bayon d’Angkor et 

l’Évolution de l’Art Khmer (1927) which situated Angkor Wat MH418 and Banteay 

Srei MH468 at the end point of the sequence (Stern, 1927: 81 – 83, 185). 

 

Both the fin de siècle notion of historical progress and the life-cycle conception of art 

were influenced by the ideas of the Renaissance scholar Giorgio Vasari. A pupil of 

Michelangelo, and an artist himself, Vasari is famously known as the ‘first’ art 

historian. In The Lives of Artists (1987 [1568]) biographies of influential artists are 

presented as specific stages of the greater cycle of art. The stages are expressed as 

childhood, youth, and maturity and are represented in his own period by Giotto, 

Masaccio, and Michelangelo respectively (Vasari, 1987 [1568]: 46). 

 

“…the nature of arts we have been discussing: these, like the other arts and like 
human beings themselves, are born, grow up, become old, and die.” (Vasari, 
1987 [1568]: 46). 
 

Johann Joachin Winckelmann, like Vasari saw change in artistic style with the natural 

life-cycle. But in a pre-emption of Hegel, it was also inextricably united with the 

validity or apparent sophistication of the society (Potts, 1994: 20 – 22). An example is 

given in regard to Roman art of the second century CE: 

 

“The reign of the Antonines is in art like the apparent improvement shortly 
before death of persons dangerously ill, when life is reduced to a thin thread of 
breath; it resembles the flame of a lamp which before it is entirely 
extinguished, gathers the remaining oil together, flares up into one bright blaze, 
and then finally disappears.” (Winckelmann, 1764, reprinted in Irwin, 1972: 
143). 

 

                                                
33 For brief biographies of EFEO luminaries see Anonymous, 2002. Chercheurs d'Asie: répertoire 

biographique des membres scientifiques de l'École française d'Extrême-Orient. 1898 – 2002. 
34 See Chapter 5.d. for a discussion of the dating of the Bayon MH365. 
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At the turn of the 20th century the idea of linearity no longer contained the Hegelian 

notion of beauty, but clung to the idea that historical inevitability of artistic style 

continuously moves toward higher ends (Iversen, 1993: 10, Pächt, 1963: 190). The art 

historian Alois Riegl stands as a significant and influential advocate of stylistic 

determinism. Through studies of Egyptian and Roman ornament, and Dutch painting, 

Riegl perceived the history of art as an incessant process of development leading from 

a ‘haptic’ or objective view of things, to an ‘optic’ or subjective view of things 

(Iversen, 1993: 10). In reference to Roman Art Riegl states:  

  

“…from the viewpoint of the universal history of the general development of 
art…(it) constitutes progress and nothing else but progress; judged by the 
limited criterion of modern criticism it appears to be a decay which historically 
did not exist.” (1985 [1901]: 11). 

 

According to this view, only the contemporary interpretation designates a decline in 

the standard of art. In historical context all art is on a linear progressive trajectory, all 

examples of degeneration are necessary transitional nodes, important preconditions 

for the improvement of art. Podro (1982: 96) describes this as a developmentalist 

program, where each critical feature of a work is thought to belong to a developing 

series. By identifying the ‘critical features’ or specific motifs, Riegl proposed to 

correspond each series with a stage in the history of the style. The recognition of key 

motifs allowing vertical seriation was likewise a fundamental technique in the 

methodology of Stern (1927, 1932, 1934a, 1938a, 1938c, 1942, 165, 1972), Coral-

Rémusat (1935a, 1935b, 1940, 1954), Bénisti (1952, 1968, 1969b, 1970, 1973a) and 

Boisselier (1955, 1963, 1968). 

 

The greatest influence on Stern’s view that the development of Khmer art was largely 

homogenous and uni linear was the  contemporary art historian Heinrich Wölfflin. 

Associated with a prominent tradition of German speaking art historians including 

Riegl and Burckhardt, Wölfflin is renowned for his articulation of changing artistic 

styles as a phase cycle of ‘early, classic, and baroque’. From an analysis of 

seventeenth century High Renaissance art Wölfflin argued that artistic change 

occurred when a style became so familiar that artists’ and viewers’ sensibilities were 

numbed to it, and artists necessarily sought new forms by elaborating inherited ones. 

When these forms could not become any more ‘baroque’, they returned again to 
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simplicity (Schapiro, 1994: 71 – 72, Podro, 1982: 104, Fernie, 1995: 129). Wölfflin’s 

approach emphasised a linear, regulated and determinist appreciation of artistic 

change that was consciously or unconsciously adopted by Khmer art historians. Holly 

(1994: 362) explores Wölfflin’s ‘baroque’ to show that the creation of this 

classification presents a particularly compelling but misleading idea. The designation 

is so established, that its habitual application finds the artworks interpreted as 

perpetually fitting into an evolutionary scheme, rather than being appraised on their 

own terms. This phenomenon is akin to the common perception that Khmer 

architectural decoration and art neatly progress from one chronological style to 

another. In this schema, for every unearthed piece of sculpture, or relocated temple 

site, a convenient stylistic position exists for it to slot into. Yet the idea of linear 

progressionism, like stylistic categories, was arbitrarily imposed upon the artistic 

culture of the medieval Khmer. The process of transformation is actually considerably 

more variable and richer than adherence to these agendas allows. Faith in progress 

simultaneously justified European colonisation of Southeast Asia and created the 

framework within which their cultures could be ‘empirically’ studied. When the 

development of Khmer art was ordered into stylistic categories that corresponded with 

the ‘life-cycle’, the studies of art historians were accepted into the philological and 

historical agenda of chronology making. The classificatory approach of conventional 

medieval Khmer art historical studies has been innovative and functional, but 

unnecessarily reductive and bound to the misapprehension of a determinist linear 

progression.  

 

2.f. Non-linear change and variation 

 

The study of change in medieval Khmer art has been preoccupied with the task of 

realising a chronology for the principal monuments. In this view history is considered 

as a gradual unfolding progression of events, in which phenomena develop from 

simple to complex and then degenerate. Yet art history has a life of its own and does 

not fit with the rise and fall of a monarch or an empire (Krairiksh, 1977: 36). In order 

to create an artistic sequence, individual works of art, whole temples, and groups of 

temples were necessarily classified by similarity. Static and restrictive stylistic 

categories based on a limited number of examples, usually from ‘state’ monuments 
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were devised to encompass large groups of disparate decorative elements. Anomaly is 

seen as the peculiar, an insignificant ‘blip’ in an otherwise homogenous style. Stylistic 

categorisation and the linear view of history are programmed by a ‘logic of presence’ 

that demands a choice between terms. Artistic objects cannot exist outside categories 

because then they cannot be slotted into the chronology. Phenomena that were not 

comprehensible as ideal types were subsequently relegated to the status of 

aberrational accidents (Derrida, 1974: 26). For example, in a survey of Southeast 

Asian art, Zèphir (1998: 159) declared that the precise date of Asram Maha Rosei 

MH656 temple is of little interest, since the building appears to have no descendents. 

Instead of attaching artistic change to the directional evolution of imposed ‘styles’ 

grouped by similarity, a more convincing model of transformation recognises 

variation and selection to account for individual and community agency. 

 

The widespread categorisation within Angkorian studies has established a considered 

and serviceable framework in which the broad developments of medieval Khmer art 

can be followed. But in the conception of ‘styles’ that join together in succession, 

artistic culture is by and large only appraised in generalist terms. Moreover, 

conventional art histories considered that the overall trend determines the styles and 

the chronology.35 By restricting itself to generalisations ‘the method’ observed the 

main features of each style as the inevitable outcome of the transformative process, 

yet the tendency to generalise concealed the detail of transformation. Variation or lack 

of synchronicity is not perceived as potentially influential to the transformation of art, 

and is more readily accepted as anomaly or aberration. In the system of 

‘progressionism’, the iconography, design and form of one temple was derived from 

the legacy of its immediate chronological predecessor, rather than from a wider suite 

of design features used in Khmer society. To reveal a chronology of styles ‘the 

method’ was dependent upon ‘successful’ motifs that consistently appeared across 

time. For example, Stern (1934a) followed the transformation of the horizontal foliage 

arch in lintels, and Bénisti (1969b) the ‘band of chatons’ on colonnettes and 

sculptures. By adhering to a mono-directional conception of evolution, ‘the method’ 

did not acknowledge that small-scale variation and selection could actually produce 

                                                
35 See Chapter 5 for a detailed description of the stylistic groupings and their chronologies. 
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large-scale changes. The factors that determined the adoption of one motif or another, 

or one ‘style’ or another, however, were contextual and changeable.  

 

“Certes, des exceptions peuvent se manifester mais, en multipliant les études 
de ce genre,…, on peut espérer, par des recoupements entre tous éléments, 
parvenir à fixer las position dans l’art khmèr des monuments sans inscriptions, 
même des simple tours isolées.”36 (Stern, 1934b: 256). 

 

Consequently, variation was discerned, but judged unimportant relative to the larger 

aim of determining an artistic chronology. Disjuncture and discontinuity were 

considered inconsequential to the meta-narrative of linear progression, and as a result 

were written out of the interpretive discourse. Difference was overlooked or ‘papered-

over’ so scholars could continue, in the words of McGlade and van der Leeuw (1997: 

5), the “business of constructing ‘seamless narratives’”. Anomalies in a given 

decorative style are labelled aberrations of individual influence, reversion to archaism, 

or the influence of a provincial style (e.g. see Malleret, 1937: 105). Bénisti (2003 

[1971]: 215) adopted a progressive epistemology observing diversity within the 

decorative milieu. However, variation was still considered as aberration in the 

development of an anticipated style. The western intellectual tradition and the 

derivative ‘method’ of Khmer art historical analysis, by their very nature, sought out 

coherence and similarity. The art of Kambuja is presented as a series of similarities, 

averages, and types, easily comprehensible and identified (cf. Murray 1993: 179, 

1997: 450, 456). Closer analysis of artistic change in the medieval Khmer decorative 

lintels suggests that small scale ‘events’ play an important role in the transformation 

of artistic form. Instability and variability are inherent in the production of the 

material record. Instead of having a ‘walk-on’ role, variability is an equal actor in the 

ensemble, necessary for transformation of one form into another.37 Analysis of 

instability rather than stability may prove more informative about the process of 

historical transformation (cf. McGlade and van der Leeuw, 1997: 5 – 6). Decorative 

lintels that do not conform to stylistic norms illustrate the complex fabric of artistic 

culture that is not reducible to imposed categorisation. Anomaly has the potential to 

inform us about artistic production independent of stylistic change. For example, the 

                                                
36 “Admittedly, exceptions can appear but, by multiplying the studies of this kind…, one can hope, by 
the recovery of all elements, manage to fix the position in Khmer art monuments without inscriptions, 
even those simple isolated structures.” (Stern, 1934b: 256). 
37 The emergence, duration and disappearance of motifs independent of the conventional stylistic 
categories is illustrated in Chapter 6.f. 
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difference in decorative lintels of Kôk Chak MH420 and Kduong MH522 compared 

with other 10th century examples suggests diversity in the organisation and 

distribution of artistic labour.38 

 

Transformation of form and motif assemblages in medieval Khmer decorative lintels 

are examples of non-linear change. Instead of progression from one form to another at 

a constant rate in chronological order, there appeared sudden accelerations and 

decelerations in certain compositional parameters (cf. McGlade & van der Leeuw, 

1997: 2). Eldredge and Gould’s (1972: 82 – 115) theory of punctuated equilibrium 

provides a useful analogy of dynamic change. Instead of being constant and regulated, 

transformation or artistic culture, like biological evolution, is characterised by long 

periods of stability disrupted by periods of abrupt change. Stern (1934a: 252, 1938a: 

123) observed precisely this transformation in the transition from Kompong Preah 

style to Kulen style. The change was particularly perceptible in the decorative lintels 

that transformed from Spartan vegetal compositions to cluttered arrangements replete 

again with divine personages, pendants and garlands. Implicit in Stern’s (1938a: 123) 

observation, however, was the view that these transformations were determined by 

changes which could be observed at other scales of material culture. Detailed analysis 

of motif change shows transformations of equivalent size, but at different scales, 

particularly between the late 8th and mid 9th centuries CE.39 

 

By placing all medieval Khmer art into stylistic categories it is implicitly assumed 

that all scales of artistic culture are bound to the same trajectory of change and subject 

to the same suite of influences. Yet each of the numerous arts of Kambuja, from 

temple layout, to bronze casting, and to pilaster decoration, operated according to 

their own rates of transformation and replication. For instance, the ‘highly-developed’ 

6th century CE pre-Angkorian sculptural tradition of Phnom Da did not correlate with 

the architectural technology or form of this period. Similarly the ‘busy’ composition 

and finish of Angkor Wat ‘style’ lintels did not concur with the meticulous spatial 

symmetry that underscores the temple architecture of Angkor Wat MH418 and 

Banteay Samre MH398. While these are admittedly subjective examples, a stylistic 

‘umbrella’ is incapable of describing the array of transformations in the diverse range 

                                                
38 See Chapter 7.j. 
39 See Chapter 6.b., 6.c. and 6.f. 
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of medieval Khmer artistic culture. Each artistic material outcome is comprised of a 

hierarchy of processes operating at differing scales over different magnitudes of time 

(Fletcher, 1992: 36). During the Vijayanagara period in India, Sinopoli (2003: 20 – 

21) distinguishes a wide range of goods, from gold ornaments to iron agricultural 

tools, all made by specialists, whose products differed according to their economic, 

social, and political status. In medieval Cambodia, temple construction required the 

congregation of numerous artisans, with each specialisation operating according to 

specific and interrelated factors. Every aspect of medieval Khmer art had its own 

coherence, its own consequential effects, and its own time span (e.g. see Fletcher, 

2004: 130). Transformation of large-scale components need not correspond to 

transformations in small-scale ones, and the converse applies (Fletcher, 1992: 35 – 36, 

41). Schapiro (1994: 62) observed differences between the marginal and the dominant 

fields of art in the early Byzantine period of Rome. Large sculptural forms are 

statuesque and rigid, while the smaller accompanying figures, by the same artist, 

retain the liveliness of older naturalistic styles. The artistic record is influenced by the 

rate and magnitude by which motifs and forms are repeated and reproduced. These 

self-reinforcing mechanisms of replication possess independent patterns and rates 

(Fletcher, 1992: 46, 2004: 111 – 112, see also McGlade and van der Leeuw, 1997: 12, 

20). Detailed analysis of motif assemblages in decorative lintels shows rates of 

replication and transformation outside the conventional style boundaries necessary to 

compare periods. It is even possible to observe differing degrees of artistic change 

amongst the structural elements of individual works. As in medieval European 

illuminated manuscripts, where the forms of the margins and background are 

stylistically independent of the central parts (Schapiro 1994: 62), so too the friezes of 

medieval Khmer decorative lintels transform at operational scales different from the 

central motifs.40 

 

The impetus and overall applicability of Philippe Stern’s ‘method’ is not in question. 

Researchers such as Coral-Rémusat, Dupont, Bénisti and Boisselier have charted the 

principal developments in Khmer Art admirably. Yet variation was generally 

considered insignificant in the broader development of a homogenous style.41 

Anomaly was a stylistic mistake, as if the classifications were pre-determined. When 

                                                
40 See Chapter 6.f. 
41 See also 5.d. for the Stern’s (1927: 10, 1965: 215, 1972: 9, 149 – 150) recognition of anomaly. 
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medieval Khmer artistic transformation is appraised at a finer resolution, variability 

and anomaly are seen as inherent components of the transformative process. Despite 

Stern and Coral-Rémusat’s alternative artistic sequence based on ‘stylistics’42, the 

artistic transformation of Khmer art has been used for little else than to supplement 

the epigraphic chronology. This is not to say that the artistic sequence is not 

important, for it forms an integral component of the basic evidence of each site, but 

change in the artistic culture of the medieval Khmer can only become truly 

meaningful when it can be interpreted as associated with the organisational features of 

the society that created it (cf. Hutterer, 1982: 565). 

 

2.g. Craft specialisation and decorative lintels 

 

Since its beginnings, the foremost task of art history at Angkor was to fix each 

sculpture and each temple in time. Little progress has been made in realising the 

potential of alternative analyses of medieval Khmer artistic transformation to 

understand the people who crafted the sculptures and built the monuments. For the 

function, meaning and change of artistic culture to be appreciated fully, the makers of 

the works themselves must also be recognised. In the medieval Khmer political 

economy of Angkor, the building of temples and the carving of decorative lintels were 

the actions of craft specialists. The temple makers were part of a broad and complex 

network of producers and suppliers who included architects, builders, painters, tool 

fabricators, brick and ceramic manufacturers, and quarry labourers. The durability, 

distribution, and pervasiveness of decorative lintels make them particularly suitable 

pieces of artistic culture for investigating temple building as an act of craft 

specialisation. The study of craft production has emerged as an important focus of 

numerous contemporary archaeological studies in the last twenty years. The 

theoretical and methodological frameworks that these studies have developed are 

valuable in considering temple building and lintel carving as craft specialisation. With 

this in mind, Costin (1991: 43 – 44) notes that no study of production should be made 

in the absence of a theoretical framework about the causes of specialisation. Studies 

need to demonstrate that specialisation was an appropriate economic response to 

                                                
42 See Chapter 5.d. and 5.e. for a detailed description of the significance and nature of ‘stylistics’ in the 
medieval Khmer artistic and architectural chronology. 
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social, political, and environmental conditions.43 Consequently, the kinds of questions 

under investigation include the identification of specialisation itself, the attachment of 

temple makers to workshops, the relationship of artisans to administrative and 

political authority, and the correlation of transformation in these groups to historical 

or material events in medieval Cambodia.  

 

Craft specialisation has long been regarded as an indicator of economic and socio-

political complexity. The emergence of craft specialists and their variable roles in 

relations of production were crucial to an understanding of social evolution (see 

Childe, 1951, 1965, Wailes, 1996: 3). Sinopoli (2003: 13) observed that states and 

empires in particular are characterised by highly elaborate divisions of labour. A 

sweeping definition that distinguishes specialised manufacture is given by Costin 

(2001: 276) as; “fewer people make a class of objects than use it”. There is a 

voluminous literature of definitions, theories, and analytical techniques appraising 

craft specialisation. This brief review cannot hope to do justice to the scope and detail 

of these studies, but will address the key studies and issues as they pertain to the 

production of temple decoration in medieval Cambodia. To this end, the emergence 

and origins of craft specialisation is not considered (see Wailes, 1996: 3 – 16, 

Brumfiel and Earle, 1987: 1 – 5), but its changing characteristics are regarded at 

Angkor as fundamental elements to the temple construction process. No studies of 

‘classical’ Southeast Asian temples have considered the makers of the buildings as 

participants in a network of craft specialists.44 By identifying medieval Khmer 

artisans as social actors in the making of material culture, the ‘adoption’ of Indian 

cultural influences can be reappraised as selective and dynamic decisions, rather than 

passive and universal. 

 

Numerous studies have developed hierarchical typologies to describe the various 

forms, levels and concentrations of craft specialisation (for example see Peacock, 

1982, van der Leeuw, 1977, 1984). Although these enquiries have been important in 

devising hierarchical definitions, also seen in the stylistic categories of medieval 

                                                
43 See Chapter 7.b. – 7.f. for the context of craft specialisation at Angkor. 
44 Although studies have been made of the emergence of craft specialisation in pre-historic Southeast 
Asia. For example see Bronson (1996: 177 – 184), Mudar and Pigott (2003: 149 – 160), White and 
Pigott (1996: 151 – 175). The emergence of craft specialisation is offered as an example of Southeast 
Asian socio-political complexity before Indianisation (see Chapter 4.c). Also see Chapters 7.c. and 7.e. 
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Khmer art, their implicit evolutionary trajectory must be considered with caution. 

Similarly, ‘categories’ may impose arbitrary horizons that cannot account for 

variability or anomaly, and consider specialisation as a presence or absence 

phenomenon, rather than a multidimensional process (Costin, 1991: 4). Among the 

most erudite and referenced analyses of specialisation and exchange are the syntheses 

of Cathy Lynne Costin (1991, 2001, 2005). These form the theoretical foundation for 

the study of decorative lintel production as craft specialisation. Whereas some studies 

adopted scalar typologies, Costin (1991: 4, 2001: 277) suggested that scholars should 

look at a suite of descriptive parameters that encompass the totality of craft 

production systems. This approach considered the social, economic, political and 

geographical settings, rather than the functions and meaning of the objects produced 

(Costin, 1991: 8). Costin (1991: 8, 2001: 277) outlined four wide-ranging clusters of 

issues: scale, concentration, intensity, and context. ‘Scale’ referred to the size and 

constitution of production units and the principles of their recruitment. The spatial 

distribution of specialists across the landscape was designated as ‘concentration’. 

‘Intensity’ concerned the degree to which specialists were engaged in producing 

goods, be it full-time or part-time. Finally, ‘context’ described the nature of control 

over production and distribution, specifically the relationships of producers and 

productive activities to socio-political institutions or patrons. The four parameters 

were continua, which could vary independently of each other (Costin, 1991: 8 – 16, 

2001: 277 – 282). The parameter of ‘context’ sought to consider factors that related 

productive organisation with socio-political processes (see also Brumfiel and Earle, 

1987: 5 – 9). The association of certain forms of political organisation and 

contemporary changes in productive organisation must be appraised with care, as 

correspondence is not a determinant. Such relationships must be evaluated in specific 

historical contexts. For instance the Angkorian decorative lintels of the late 9th and 

early 10th centuries display ‘indirect’ evidence of standardisation suggesting increased 

specialisation. The tendency towards standardisation is accompanied by significant 

political centralisation attested by epigraphic evidence and a considerable state-

sponsored building program. 

 

The construction of temples and the sculpting of decorative lintels held a special place 

amongst craft producers in medieval Cambodia. These tasks required a significant 

outlay of funds only within reach of the paramount political authority and the highest 
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levels of the administration. The elite craft of temple building and adornment enjoyed 

a symbiotic relationship with political power whereby administrators provided the 

wealth necessary to create the foundations, and the artisans produced objects with the 

necessary symbolic cachet to legitimise leadership and ensure spiritual merit. Helms 

(1993) emphasised the political and spiritual authority conferred by the act and 

allegory of crafting, especially of foreign and exotic symbols that possessed 

particularly potent influence. By sponsoring specialisation, elites can achieve a 

monopoly over articles of social prestige by limiting access to knowledge, skill, and 

tools. Some elaborate elite craft specialisations (such as temple building) are 

purposely complex in order to thwart unendorsed copyists and limit duplications. 

Control and manipulation of the sacred symbols of the society’s cosmology was 

integral to expressing, maintaining and extending political power (Brumfiel and Earle 

1987: 3 – 5, Costin, 1996: 211, 2001: 292, 307, 2004: 191, D’Altroy and Earle, 1985: 

187 – 206, Earle 1987: 279 – 308).  

 

Sinopoli (2003: 15) observed that it has been especially difficult to identify who 

controlled artisans and craft specialisation. To conceptualise the relationship between 

producers and administration, Earle (1981: 230 – 231) proposed the designation of 

‘independent’ and ‘attached’ specialists. ‘Independent’ specialists are managed and 

organised by themselves and not regulated by institutions or elites. They produce 

goods or services for an indefinite market, which changes according to economic, 

social, and political conditions (Brumfiel and Earle 1987: 5 – 6). At the other end of 

the spectrum ‘attached’ specialists supplied goods and services to a patron, usually a 

social elite or governing institution. Elites and institutions could have controlled 

numerous aspects of the craft making process including raw materials, tools of 

production, and the standard of finished products.45 Additionally, control may have 

even been exercised over the producers themselves, who service elite households or 

provide labour in institutionally sponsored and supervised workshops (Brumfiel and 

Earle 1987: 5 – 6). Costin (2001: 299) cautions that ‘attached’ and ‘independent’ were 

not static entities, but idealised limits of a continuum characterising control. Sinopoli 

(2003: 33) agrees that the categories are not ‘states of being’ with exclusive identities, 

                                                
45 Yet, as discussed in Chapters 6, 7 and 8, it was operationally improbable and counter-intuitive that 
figures of authority would consistently specify ‘variation’ in artistic productions. More likely, 
differences between art works were a consequence of the actions of individuals and groups of 
individuals. 
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rather they are specific relationships of production with discrete and often limited 

durations. Specialists can move in and out of ‘attached’ or ‘independent’ production 

arrangements whilst in the same production location, or using the same personnel and 

technologies (Sinopoli, 2003: 35). Review of the medieval Khmer decorative lintels 

as a component of temple making suggests that ‘attached’ specialists usually 

produced them.46  

 

Related with the issue of control of specialisation is remuneration and the compulsion 

to produce goods and services. D’Altroy and Earle (1985: 187 – 206) theorise 

different systems of payment associated with both ‘independent’ and ‘attached’ 

specialists. ‘Wealth finance’ pays for specialists’ products in some form of easily 

exchanged currency. ‘Staple finance’ is payment to craft producers in the form of 

rations, or land grants administered by the central political authority (see also 

Brumfiel and Earle 1987: 4 – 6). The latter system of payment is usually associated 

with ‘attached’ craft specialisation, and may be the case in medieval Cambodia where 

epigraphic evidence attests to the paramount importance of land ownership.47 

Creamer and Haas (1985: 738 – 754) declare the importance of property in different 

socio-political systems of lower Central America, where land ownership endorses and 

preserves the chief’s economic and physical power base. By monopolising control 

over land and the resources that are associated with it, the political authority 

guarantees the obligation of society to provide goods and services (see Schortman and 

Urban, 1996: 97 – 114). Peebles and Kus (1977: 421 – 448) conceive a system of 

redistributive land control, where the supreme political authority granted land to a 

network of subordinate chiefs in return for their support. The lesser chiefs then 

managed and distributed the land amongst the wider society, whose products and 

services were extracted as a form of payment (Earle 1991: 1 – 16). The ideas of 

‘attached’ specialisation and ‘staple finance’ are constructive when considering the 

process of temple building in medieval Cambodia. Consistent with these models, the 

central administration or regional authorities used their monopoly of land and rice 

paddy to compel artisans to construct the monuments and village shrines. 
                                                
46 See Chapter 7.g., Chapter 8.e. for an investigation of the relationship of the lintel sculpting craft with 
the elites and administration. 
47 For the granting and ownership of land holdings in Kambuja see Cœdès, 1962: 247 – 253, Mabbett 
and Chandler, 1995: 162 – 163, Riklefs, 1967: 411 – 420, Sahai, 1977: 123 - 138, Vickery, 1985: 232. 
Balinese kings of 16th and 17th century Gèlgèl and Klungkung also remunerated draughtsman and 
painters in land (Ramseyer, 1977: 60 – 67). See also Chapter 7.c., Chapter 8.e. 
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As well as conceptualising numerous operational parameters of craft production, 

Costin (1991, 2001, 2005) outlined methodologies to identify craft specialisation in 

the material record. These are particularly valuable in corroborating decorative lintels 

as examples of craft specialisation. Evidence of craft specialisation may be either 

‘direct’ or ‘indirect’. The organisation of production can be ‘directly’ identified by 

locating places where the production took place, usually designated by fabrication 

tools and debris (Costin, 1991: 18 – 19). At Angkor, although the decorative lintels 

were usually carved in situ
48

 and the types of tools used to create them are known, 

there has been no identification or study of the fabrication debris of these sculptures.49 

The location of the lintels on sacred sites suggests that the artisans had a close 

relationship with the elite political authority, who no doubt controlled access to these 

exclusive areas. Costin (1991:25) notes that the workshops of independent specialists 

were not found in direct connection with elite architecture or restricted locations. 

Evidence of decorative lintels as examples of craft specialisation is from appraisal of 

the artworks themselves, or what Costin (1991: 32) refers to as ‘indirect’ data. In this 

regard production specialisation can be identified by the recognition of large numbers 

of standardised items, exclusive skill of the manufacture, and spatially distinct 

regional variations, or ‘fall-off curves’ in the dispersal of specific artefact types50 

(Costin, 1991: 32). 

 

Costin (1991: 35, 2001: 301 – 303) observes that many archaeologists test for the 

presence or absence of specialisation through measures of object standardisation, yet 

identification of this trait is problematic and necessarily contextual. Standardisation is 

an artefact characteristic that can develop historically, and if offered as evidence for 

craft specialisation must be assessed according to the specific situation. At Angkor, 

transformation towards decorative lintel uniformity is associated with the increased 

formalisation and expansion of ‘attached’ craft specialisation. The central argument 

                                                
48 See Chapter 7.f. on the process of sculpting decorative lintels. 
49 In the excavation of Oc Eo, Malleret (1960: 243) found hammers and tools purportedly for bronze 
and gold smithing. 
50 The term ‘fall-off curve’ is used by Costin (1991: 32) to describe objects characteristics that show 
greater variation the further they are produced from the origin point of their ‘type’. Deviation from an 
expected ‘fall-off curve’ would occur if the specialised production unit was both ‘attached’ and 
itinerant, as is suggested by Woodward (2003: 128, 146) for the sculptors of the Baphuon MH366, 
Trapeang Khna Sen Keo MH252, and Phimai (Thailand). 
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that standardisation is indicative of craft specialisation presumes that regularity in 

outcome is the result of fewer and more tightly regulated producers. But irrespective 

of the number of producers, material outcomes might be standardised because it is 

more efficient to do so, or because consumers demand it. In some conditions of 

‘attached’ specialisation where there are few or no economic constraints, patrons 

demand exclusive and unique objects. There is also an issue of scale; where 

standardisation may not be perceptible at the community level, but when viewed 

regionally, production appears specialised (Costin, 1991: 33 – 34, 2001: 301). The 

degree of standardisation can be measured in numerous ways. However, gross formal 

or aggregate stylistic similarities (for instance the conventional art historical 

categories of Khmer art) are inadequate evaluations, for they can be produced by both 

specialised and unspecialised craftspeople (Costin, 1991: 34). Rather, quantitative 

measures of habitual reproduction of forms and artisans’ motor skills provide more 

suitable assessments. Standardisation of decorative lintels is measured in this study by 

the presence and tally of discrete motif assemblages compared by multivariate 

statistical analyses.51 Another relevant ‘indirect’ signifier of craft specialisation is the 

relative measure of ‘skill’.52
 Complex and exclusive knowledge combined with highly 

skilled motor habits can suggest a formalised and specialised work force (Costin 

1991: 39 – 40, 2001: 279 – 282, Bronson, 1996: 177). Having a pre-eminent position, 

the overall quality, a commitment to stone, and specific motif choice suggest that 

decorative lintels were the products of highly skilled artists.  

 

Just as the material output was variable, the organisation specialised craft production 

existed at numerous scales. Sinopoli (2003: 34) observed that even in formal 

workshops, relations that existed between producers and institutions varied widely, 

and changed over time. The development of complex organised forms of production, 

however, was not inevitable. Nor did the emergence of large-scale production units 

preclude the concurrent existence of small-scale forms (Sinopoli, 2003: 20). For 

example, there were many different independent craft industries in medieval 

Cambodia, including the production of earthenware ceramics, high-fired ceramics, 

and metalwork. Temple ornamentation was just one of them. By considering the 

                                                
51 See Chapter 7.g. for an analysis of standardisation in medieval Khmer decorative lintels. 
52 Costin (1991: 37) also considered high levels of ‘efficiency’, or economising behaviour as yet 
another indication of specialisation. Efficiency measures the time, energy, and raw materials expended 
in the production of each unit. In the absence of suitable data, however, this issue is not addressed. 
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transformation of decorative lintels, one can appraise change in the specialised 

production units devoted to the carving these sculptures. Seen in historical context, 

standardisation of decorative lintels emerging in the dataset from the early 9th to late 

10th century, in combination with increased output, are indicative of the changing 

composition of the artistic workshops engaged in temple building. In terms of 

Costin’s (1991: 9) reflexive typology, the units which produced decorative lintels fall 

into the organisational category of ‘retainer workshop’. That is a “large-scale 

operation with full-time artisans working for an elite patron or government institution 

within a segregated, highly specialised setting or facility.” Specialised production 

units engaged in the construction and decoration of temples existed in medieval 

Cambodia before ‘Angkor’53, but increased lintel standardisation and output suggest 

substantial expansion and formalisation of these groups consistent with the 

consolidation and centralisation of regional power on the north bank of the Tonle Sap 

Lake. 

 

2.h. Conclusion 

 

When art historical analysis was applied at Angkor, it did so without acknowledging 

its theoretical foundations. Philippe Stern did not clarify the process of ‘the method’ 

in print until nearly forty years after it was first successfully applied to Khmer art with 

Le Bayon d’Angkor et l’Évolution de l’Art Khmer (1927) (see Stern, 1965, 1972, 

1989, 1994).54 Nevertheless, the epistemological traditions of ‘stylistics’ and type 

classifications are observed in Morelli’s ‘scientific connoisseurship’, the 19th century 

idea of progress, and the antiquarian tradition of the Enlightenment. From the 

beginnings of the archaeological exercise, objects were removed from their contexts 

and placed in typologies to verify the chronological claims of philology. The 

application of ‘style types’ has furnished the study of medieval Khmer art with a 

valuable general reference tool to date sites, temples and sculpture. But the 

classifications have imposed unnecessary boundaries on interpretation of artistic 

culture, whereby scholars tend to ignore or reject objects that do not conform to 

stylistic norms. The nomenclature is ‘placed upon’ the material as if the Khmer 

                                                
53 For instance, the significant building program and anecdotal observations of lintel decoration suggest 
the existence of similar ‘retainer workshops’ at Sambor Prei Kuk in the 7th century CE. 
54 For a description of ‘the method’ see Chapter 5.d. 
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artisans were aware of the divisions themselves. Although the general pattern of 

medieval Cambodian art was accredited in its current form over fifty years ago, 

scholars have rarely consulted the transformative process to pose questions unrelated 

to chronological concerns. A renewed focus on the internal significance of variation 

considers difference in the artistic record illustrative of the  creativity of individuals 

and workshops. Each object was the product of individual and collective actions by 

Khmer artists who were actors in the web of social, political, and economic craft 

production. The issue is to trace the production of these images across time and space, 

to ask what changes in these processes can suggest about the medieval Khmer past. 

Nevertheless, it is necessary to appraise artistic transformation contextually, and from 

critical analyses of the historical and art historical scholarship of our maîtres.  

 

The general uniformity of the medieval Khmer artistic record was explained by the 

workings of a collective ‘ideal’ or conceptual model. For example, the frequent use of 

kālas as the central motif of decorative lintels, or the symmetry of temple sites, 

proffered as a universally shared conception of form that only varied due to the 

limitations of each site and innovations of technology. This normative view of culture 

is misleading as it relegates the creation of material culture to a mono-causal 

explanation. Ideals and meaning are carried within individuals and are incessantly 

changing, therefore it is problematic to consider the character of models and designs 

as rigid entities. Because the creators of material culture are not automatons, but 

social individuals who think, reference to an ideal does not reliably manifest itself in 

the material record. As the iconography and the Brahmanical ‘need’ for a building 

that united the sacred and profane took its origins in India, the apparently logical but 

rather obsequious conclusion was that the ‘ideals’ too found their genesis in India. 

The Śāstric tradition that prescribed the ‘adequate’ fabrication of art appeared to 

provide confirmation that sets of these rigid ‘ideals’ existed. Additionally, their 

written form could be easily transported to Southeast Asia and Kambuja. But even in 

India, the identification of architectural and decorative forms which closely 

corresponded to the treatises has been unrewarding. There are no specific artistic texts 

or references to specific artistic texts in the extant epigraphic record of medieval 
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Cambodia.55 Although the artistic rules had been committed to text, the ‘ideals’ that 

participated in the creation of art had not obtained a fixed meaning. Because meaning 

is relative, and familiarity with an ‘ideal’ is ephemeral, direct analogy between 

Southeast Asia and India is problematic. A specific identification of Indian influence 

in the material culture of medieval Cambodia has been part of a broader program to 

understand the interaction between this influence and the indigenous culture. This 

approach employs a kind of ‘cultural subtraction’, which inferred that all that was not 

Indian was indigenous. But the dichotomy between Indian and indigenous was 

understandably indistinct, and because the imagined ‘ideal’ is by nature flexible and 

indeterminate, understanding the totality of Cambodian art by this method is 

problematic. It logically follows that the artistic culture of Kambuja should be 

appraised on its own merits. Transformation of Khmer art was not bound to 

posthumous stylistic categories, nor rigid ideals, but developed historically from the 

behaviour of artists who were participants in the environmental, social, economic and 

political milieu of medieval Cambodia. 

                                                
55 Although the medieval Khmer knowledge of Sanskrit literature was substantial. See Chapter 3.f. This 
included knowledge of the āgama that frequently included artistic information. See Chapter 2.d. 
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Chapter 3 – The Idealism of Indianisation 

 

3.a. Introduction 

 

From the identification of the Sanskrit language and Indian iconography at Angkor as 

early as 1863 by the German Orientalist Adolf Bastien (Bergaigne, 1885: 483, 

Groslier, B.-P., 1966: 156, Dagens, 1995, 42 – 43), the relationship between India and 

Southeast Asia has been a perennial theme in the scholarship of the region. 

Considered representative of the ‘Indianisation’, the art of Southeast Asia was 

conceived as a passive recipient of the Indian influence, or occasionally as ‘old gods 

in new clothes’. The sculptures, temples and artists were hypothetically ‘dragged 

along for the ride’ by large scale cultural forces beyond their control. But the artists 

and patrons were members of individual communities and larger Southeast Asian 

societies that responded to Indian cultural influences by making individual and 

collective decisions. Artisans and the authority figures who commissioned them were 

social actors in the production of art and the process of Indianisation. They selected 

iconography and forms on account of internal Southeast Asian concerns. 

 

Initially the Indian influence was considered singularly responsible for the 

development of ‘agrarian chiefdoms’ to ‘city-states’. This view has since been 

moderated and the complexity of the cultural interchange is beginning to be 

understood. Current historical and archaeological research conceives Indianisation as 

a dynamic and multifarious process of cultural exchange between numerous polities 

and trading states on either side of the Bay of Bengal. Despite the recognition of 

indigenous ‘genius’, the cultural interaction is still considered as a unidirectional 

transmission of a rigid set of Platonic ‘ideals’ embedded in Sanskrit language and 

literature, or what Mabbett (1997: 348) refers to as an ‘achronic’ approach. This is 

acutely noticed in the medieval period where the exceptionally sophisticated 

grammatical structure of the Sanskrit inscriptions, the faithful representation of Indian 

iconographic conventions, and the ‘orderedness’ of particular temple complexes were 

taken to represent a Khmer adoption of Indian ideals. A distinctly Khmer 

transformation of iconography and architectural forms which may have found their 

origin in India is an appropriate proposition. But the idea that these are derived from 
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established conceptual standards which existed in the minds of Indians and Khmers is 

problematic. Developments in contemporary philosophy of the last 40 years refute the 

existence of a ‘platonic’ ideal. For instance, Derrida (1974) considered that the 

attempt to account for the totality of a phenomenon by the reduction to an ‘ideal’ 

formula was a form of philosophical totalitarianism. Sculptures and iconography have 

simultaneously many different meanings to many different individuals. For example, 

patron and viewer bring their own set of conceptual and ideological tools to the 

image, and their reading is likely to be distinct from the maker and from each other. 

Different interpretations are most probable when the images and symbols are 

interpreted in places other than their origin. Moreover, ‘meaning’ is contextual and 

individual, rendering analogy between India and Southeast Asia perilous (cf. Wylie, 

1985). Human perception of an ideal, whether declared or silent, does not rigidly or 

consistently manifest itself in the material record. Knowledge about an ideal, and the 

meanings attached to symbols and material are not persistent, for they change easily 

with the passage of time and across geographical space, even within the life of 

discrete objects. For Fletcher (2004: 120 – 125) material culture is far too complex to 

be reduced to verbal descriptions or ‘ideals’. Indeed, proof of ineffable richness is the 

decoration and form of the Khmer temple, which occurs in manifold unpredictable 

ways. The unpredictability and richness of the temple corpus is credited to the 

creativity and innovation of the artists and builders of the structures. The interaction 

between Indianising and the indigenous Southeast Asian traditions can be seen in the 

practice and processes of the craftspeople. 

 

One of the enduring ‘mysteries’ of pre-Angkorian and Angkorian civilisation is how 

the Khmer transformed from a group of ‘agrarian communities’ into an empire, 

which, for a period, geographically and culturally dominated much of mainland 

Southeast Asia. At first glance the Angkorian civilisation left little behind other than 

monuments and a comparatively small group of inscriptions. The immediate response 

by the scholarly community, dominated by philology, was to decipher these 

declarations. The content of the epigraphy would undoubtedly reveal the most 

noteworthy details of the civilisation. Cambodia was also known by way of Chinese 

dynastic annals, which were specifically useful in constructing a history of proto-

historical periods, where little indigenous written material existed. Reliance on 

external documentary sources to create a chronology of the Funan and Chenla periods 
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led scholars to externalise cultural influences. The Chinese dynastic annals in 

particular have often led to erroneous interpretations of history and material culture 

(see Jacques, 1979, 1995, Jacq-Hergoualc’h, 2002, Stark, 1998, 2006, Vickery 1998, 

2002). The shared reliance upon language in both the epigraphic material and Chinese 

records lies at the heart of misinterpreting the process of Indianisation. Cœdès (1965: 

205, 1966b: vii, 1968: xix) proposed that the establishment of a chronological 

framework was among the first tasks necessary for the study of Angkorian 

civilisation. Interpretation of the inscriptions to elucidate the sequence was 

considered the best methodology to fulfil this requirement. Hence, Angkor’s history 

has largely been restricted to royal genealogies and ‘elite’ religious philosophy. 

Whilst these subjects are of significance, comparatively little is known from these 

texts of the functioning of the city, the operation of the empire, or the processes of 

building and ornamenting the temples. Conventional accounts express the historical 

process as a seamless narrative, passing over anomaly and intellectual discord to 

create a readable interlinked sequence of events. To establish a chronological 

framework and to understand a civilisation for which there was no immediate 

analogy, scholars reasonably referenced the ‘closest’ cultural parallel, namely 

medieval India. Interpretation of the Khmer past was effectively ‘normalised’, or 

‘Indianised’. Such a replacement ensured that the grandeur of the Angkorian 

civilisation was not beyond the bounds of understanding at the beginnings of 

research. Scholars attempted to interpret Khmer civilisation with conceptual and 

pragmatic tools devised with perceived Indian modes of thought in mind (cf. Murray, 

1997: 450, 456, also see Wylie, 1985). Studies of the Indian past, however, involve 

epistemological concerns of their own. These had not been articulated at the time 

Southeast Asia was considered in terms of India. Particularly with regard to temple 

form, Southeast Asia has remained subject to 19th and 20th century conceptions of 

Indian history. 

 

Mabbett (1997: 343) suggests that the word ‘Indianisation’ itself is rather clumsy and 

outdated. Originally it observed the appearance of India outside India, it was “not the 

name of a theory; it was a label upon a fact”. As scholars have reacted to Orientalist 

and Colonialist histories more apt signifiers have entered the vernacular. Reynolds 

(1995: 419 – 446) for instance prefers ‘indigenisation’, ‘domestication’, 

‘vernacularisation’, or ‘localisation’. In reference to the specific pre and early historic 
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Cambodian example, Vickery (1998: 58) favours a ‘Khmerization’ of Indian traits 

rather than an ‘Indianisation’ of the Khmer. These labels are extremely valuable in 

restating the relationship between Southeast Asia and India, but according to Jacq-

Hergoualc’h (2002: 73) it is not necessary to forgo the term ‘Indianisation’ entirely. 

Scholars must find a less restrictive meaning for the word and explore the diversity of 

the cultural interaction. There can be no doubt that there was an ongoing, dynamic 

and complex relationship between India and Cambodia from the early centuries BCE. 

Given a spectrum between Indian colonisation and autonomous Southeast Asian 

genius, Pottier (2001: 170) wonders why the subject must tip between the two 

extremes. Alternatively, it is constructive to view the relationship between the 

indigenous and the Indianising influence as functioning on a continuum. Rather than 

an inflexible blanket definition, Indianisation operated differently in every object and 

context, constantly being renegotiated. If the variability and diversity in artistic 

culture is the consequence of Southeast Asian actions, then Indianisation can be 

regarded as a series of individual and group decisions which shaped the selection of 

Indian cultural traits. Scholarship needs to adopt a ‘realist’ epistemology in contrast 

to post-positivist claims of relativism. For example, Higham’s (2001: 10, 46, 52, 58, 

78, 83, 97, 99, 110, 128 - 132) preference for specific ‘room gods’ in favour of the 

Hindu deities with which they were integrated does not go far in denoting the richness 

of syncretism between the indigenous and Indianised religions.  

 

Beginning with Mabbett’s two articles in the Journal of South East Asian Studies of 

1977 scholars have begun to critically assess the data, deconstruct past studies, and 

utilise a combination of different methodologies to address ‘Indianisation’ (Brown, 

1994, 1996, Kulke, 1990, Mabbett, 1977b, 1977c, 1997, Sanderson, 2003 – 2004, 

Smith, 1999, Vickery, 1998). This research has been both erudite and wide-ranging, 

but we now have the opportunity and tools to revisit Indianisation in relation to the 

actions of individuals and groups of artists. Emphasis on internally generated artistic 

transformation as a consequence of Southeast Asians dynamically participating in the 

formation of their material culture negates the presumed passivity of indigenous 

culture which has underwritten conventional views of Indianisation. The material 

culture of the ‘classical’ Angkorian period exhibits an avowed high degree of Indian 

cultural knowledge. Early studies suggested that an Indian importation, or at least an 

Indian trigger, was responsible for the architectural and sculptural wonders of 
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Angkor. Numerous studies suggest the transmission of the cultural influence travelled 

embedded in Sanskrit language, in text or as verbally based ‘models’. Indianisation 

has been linked to socio-political complexity, including the development of 

hierarchies, administrative bureaucracies, and settlement patterns. These conceptions 

deny Southeast Asian agency by imagining Indian cultural influence as a monolithic 

‘ideal’ sweeping across Southeast Asia without impediment or negotiation. By 

contrast, asking questions about the producers of the artistic culture by considering 

the transformative processes of decorative lintels identifies the artisans of Kambuja as 

thinking individuals and groups who made decisions that affected the form of their 

material culture.  

 

3.b. Colonial scholarship and Indianisation 

 

Scholars are bound to the intellectual temper of their times, usually to a high degree. 

Trigger (1996: 616 – 617) suggests that the nature of archaeological research is 

shaped by the economic, political, cultural roles which nation states play within the 

modern world system. Furthermore, archaeological scholarship also operates within 

the social context, where society performs a considerable role in shaping an 

intellectual agenda. With this in mind, the pioneering scholars of Khmer studies 

undertook their research within the imperialist climate of 19th century French colonial 

rule in Indochina. The power and privilege provided by military and economic 

supremacy is often associated with the academic mood of the work. Early scholarship 

influenced by an Orientalist view of the ‘East’ was not only predisposed to linear 

‘evolutionary’ culture theory, but also sought to legitimise and fulfil the colonialist 

mission civilisatrice agenda. An academic environment where philology set the 

research program meant that language was directly analogous with cultural 

‘development’. At the top of the vernacular hierarchy was the Indo-European branch 

which notionally crystallized the Aristotelian ‘ideals’ of civilisation and philosophical 

discourse. Hence, the root of Indianisation in Southeast Asia was bound to Indo-

European Classical Sanskrit which supposedly had the influence of transforming 

‘simple’ agrarian communities to ‘complex’ socially stratified city-states. 
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It was only with the awakening of philologists to literary Sanskrit culture in mainland 

Southeast Asia that Angkor appeared on the Orientalist radar. And with the 

Orientalist interest, the revealing of the glorious and tumultuous Angkorian past 

began. To the Western world of the 19th century, the Khmer were known only by 

ambitious missionaries, adventurous merchants and daring travellers. It is through 

their eyes that the Angkorian civilisation was first presented to an Occidental 

scholarly community. Driven by mercantile ambition and imperial glory it was not 

long before the colonial expansionist agenda made the Indochinese peninsula a focus. 

Included in the horde of military and commercial interlopers were also amateur 

Orientalists, some with the express duty of recording and reporting ancient cultural 

material. What they documented was outside even the most fantastic imaginings of 

scholars in continental Europe. Academic administrators took advantage of this 

unique scholarly opportunity and established a specialised research institution, the 

École française d'Extrême-Orient.1 

 

During the formative years of research at Angkor, philology sat atop the hierarchy of 

academic disciplines. Philology asserted that written language based upon a 

formalised alphabetic script was the highest form of cultural expression. In the 19th 

century there was little reason to question its authority or suppose that there could be 

an alternative theoretical paradigm (cf. Kuhn, 1996 [1970]). Philologists were not 

afraid to declare that its methods provided the pre-eminent window to the past. 

Sylvian Lévi once remarked:  

 

“a man who cannot be a philologist becomes an archaeologist; if he cannot be 
an archaeologist he becomes a prehistorian; and if he cannot be a prehistorian 
he becomes an ethnologist”(Lévi, quoted in Groslier, B.-P., 1966: 238 – 239). 

  

The philological precept that writing indicated intellect, and that European tongues 

were the culmination of the most ancient languages, further justified the colonial 

impetus. With the discovery of Sanskrit at Angkor, Cambodia came under the wing of 

the venerated Indo-European language branch and the imputation of high culture that 

                                                
1 Under the tutelage of the great French Indianists Barth, Bergaigne and Bréal of the Académie des 
Inscriptions et Belles-Lettres, the EFEO was established in 1898 as the ‘Archaeological Mission in 
Indochina’ (Clémentin-Ojha and Manguin, 2001). For histories of the EFEO also see Anonymous 
(1976, 2002), Drège and Bernon (2003), Filliozat et al (1976), Malleret (1953, 1956), Singaravélou 
(1999). 
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it entailed. French philologists must have been encouraged by these findings, for the 

academic world was not immune to 19th century imperial competition. There already 

existed over a century of orientalist rivalry between France and Britain. Great Britain 

had for more than two centuries relatively exclusive access to the remarkable Indo-

European texts from India. But despite the inglorious eviction of the French from 

Pondicherry in 1761, one gifted amateur scholar, Anquetil-Duperon, managed to 

escape with some two hundred manuscripts that were later translated and published in 

Paris. Flavoured by French nationalism, this publication was bold enough to also 

insult the standards of scholarship at Oxford. The response from the British originated 

from the prodigal son of British orientalism, William Jones, who in 1771 accused 

France’s leading Persian scholar of being a fraud (Allen, 2002: 43 – 44).  

 

The rediscovery of Angkorian civilisation presented a new chapter in the Anglo-

Gallic Orientalist enmity (Edwards, 2007: 29 - 30). Now that France had its own 

colony with a literary Sanskrit culture it could showcase the calibre of its philological 

scholarship. The first to publish and translate Sanskrit inscriptions from Cambodia 

was the great Dutch Sanskritist Kern, between 1879 and 1882, on the basis of 

rubbings sent to him by the French explorer Harmand. However, systematic work on 

the inscriptions truly began with the translations of the French Sanskritists, Auguste 

Barth (Inscriptions sanscrites du Cambodge, 1885), and Abel Bergaigne (Inscriptions 

sanscrites de Campa, 1893) (Bhattacharya, 1997: 35, Pou, 1997: 58 - 60). It was from 

the beginning of this scholarly enterprise that philology set the agenda for Southeast 

Asian studies, and with that the adoption of the term Indochina. As this name made 

clear, Indochina was approached by way of what was already known about India and 

China. The French scholars considered the Indochinese peninsula was at best a 

derivative of the Indian and Chinese civilisations, at worst a degeneration of two 

nearby cultural and political polities (Singaravélou, 1999: 40). As a consequence the 

countries of mainland Southeast Asia were naturally considered probable provinces or 

outposts of these two great centres of civilisation. The earliest colonial museums of 

Indochinese arts even organised the display of their pieces according the two spheres 

of influence. The two floors of the Louis Finot Museum in Hanoi, and the two wings 

of the Blanchard de la Brosse Museum in Saigon, grouped the artefacts into 

respective Chinese and Indian categories (Wright, 1996: 129). 
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From the inception of the EFEO, scholarship and politics were closely intertwined. 

Singaravélou (1999: 38 – 39, 75) presents the foundation of the EFEO as a pretext for 

studying India itself. At the very least, the principal academic sponsors of the EFEO 

foundation, Michel Bréal, Auguste Barth, and Emile Senart were France’s pre-

eminent Indianists. In a letter to Louis Finot in 1901, Bréal, then Professor of 

Comparative Grammar at the College de France, implored EFEO researchers to above 

all study India, “which failed to be ours” (Singaravélou, 1999: 38 – 39). Edwards 

(2005: 13 – 27) suggests that in an attempt to compensate for the missed colonial 

opportunities in India, Angkor was presented as the Taj Mahal of Indochina. The 

perceived Chinese threat to Vietnam also attracted scholars and museums to 

emphasise the ‘Indian-ness’ of their studies and collections (Wright, 1996: 130). In 

Vietnam, the colonial government and Catholic church intensified their hostility 

towards mandarin traditions which were advocated by the writings of Chinese 

reformers like Sun Yat-sen. As the Chinese language was eliminated from official 

use, museums concentrated upon Khmer and Cham art with Indian likenesses (see 

also Anderson, 1983: 114 – 115, Marr, 1981: 145 – 146). National pride was certainly 

at stake. The fact that non-French nationals had initiated studies of the medieval 

cultures of the colonies was a source of great shame. In 1921, Finot reminded the 

school that:  

 

“C’est pour remédier à cette situation humiliante…que la première traduction 
d’une inscription cambodgienne est l’œuvre d’un savant hollandais, et que la 
première étude de grammaire comparée sur la langue chame est due à un 
linguiste allemand...que l’École française d'Extrême-Orient fut créée.”2 (Finot, 
1921: 3). 

 

Thomas (2006: 501 – 502) suggests the establishment of the EFEO was in part a 

measure to protect the academic and intellectual legitimacy of philology as a 

discipline. As the official representative of the fourth republic in Phnom Penh, savant 

amateur Etienne Aymonier deciphered and interpreted a number of inscriptions. Yet 

his syntheses were strongly criticised by Paul Pelliot for over-stepping the boundary 

permitted to a savant amateur and non-philologist (Singaravélou, 1999: 55). The 

establishment of a research school devoted to defending the philological programme, 

                                                
2 “It is to rectify this humiliating situation…that the first translation of a Cambodian inscription is the 
work of a Dutch savant, and that first study of comparative grammar of the Cham language chain is 
done by a German linguist…that the French School of the Far East was created.” (Finot, 1921: 3). 
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at the expense of amateur orientalists, meant that alternative historical narratives were 

silenced well before they could reach any kind of popular or scholarly audience. The 

exclusive role of philology in interpreting Angkor meant that language-based ‘ideals’ 

of Indianisation remained unquestioned, despite the physical evidence of a 

sophisticated indigenous culture that the early scholars were uncovering. 

 

Detection of Classical Sanskrit introduced the possibility of an ancient Indian 

colonisation in the region. These views were popularised by influential academics 

who recounted India’s own civilising mission over Southeast Asia (see Lévi, 1938). 

Evidence of a ‘first’ colonisation by a ‘superior’ culture carrying an Indo-European 

language went some way in justifying modern-day imperialist ambitions. At the 

inauguration of Musée Louis Finot in Hanoi in 1932, the Governor-General, Pierre 

Pasquier, rationalised France’s colonial rule with the supposed former dominance of 

India and China in no uncertain terms. He proclaimed:  

 

“…gardon-nous de couper maladroitement les liens spirituels qui unissent 
l’Indochine aux Puissances du Passé: ces liens s’enchevêtrent à ceux qui 
l’attachent à la Puissance du présent que la France incarne ici.”3 (Pasquier, 
1933: 476). 

 

Public administrators, military heads, mercantilists, missionaries and academics did 

not have to look far for other historical analogies. After all, India itself had been 

invigorated by the ‘colonial’ invasions of Alexander. Respect for the concept of 

expansion was as old as the former empires of Greece and Rome in antiquity, and 

Portugal and Spain in the 15th and 16th centuries. For missionaries, the expansion of 

Christendom was proof of the success of an idea, and a victory for ‘goodness’ and 

‘holiness’. In the 1863 treaty which proclaimed Cambodia a ‘protectorate’ of France, 

Napoleon III, concerned to ensure support from his Catholic constituents, and 

encouraged by his devout wife, made a special point of recognising Catholicism as an 

approved religion (Tully, 2002: 18). Additionally, the condition of the ruined city of 

Angkor was sufficient evidence of a failed state in need of material and cultural 

                                                
3 “Let us preserve, and not artificially cut the spiritual links which join Indochina to the great Powers 
of her Past: these links are enmeshed with those that attach the Power in the present, and that France 
embodies here.” (Pasquier, 1933: 476). 
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resurrection (Groslier, B.-P., 1985 – 1986: 5 – 30).4 The idea that the worth of a 

civilisation was measured against the accumulation of territory was embedded in the 

historical consciousness of the European mind (Kern, 1983: 236). The influential 

political economist Paul Leroy-Beaulieu wrote in 1891 of imperialism as if it were a 

continuation of human ‘evolutionary’ development:  

 

“Il n’est ni naturel ni juste que les civilisés occidentaux s’entassent 
indéfiniment et étouffent dans les espaces restreints qui furent leur première 
demeure, qu’ils y accumulent les merveilles des sciences, des arts, de la 
civilisation…”5 (Leroy-Beaulieu, 1891, 4th ed.: 842). 

 

The French brand of imperialism supposed that learned civilisations must dispense 

their erudition to their colonies. If the British in India and the Dutch in Java were seen 

to ‘reinvigorate’ the cultural fabric of those countries, so too could French influence 

in Indochina (Singaravélou, 1999: 84 – 87, Thomas, 2006: 497). These views inspired 

the members of the Mekong Exploration Commission, France’s ‘advance guard’, to 

determine the economic viability of Indochina.6 As Carné expressed in the first 

published account of the Mekong Exploration Commission:  

 

“Greece colonised Asia Minor, Sicily, and Italy; Rome moulded the world to 
its image by manners as well as by arms; and England would have been today 
no more than a third-rate power, if the brave Anglo-Saxon race, which covers 
two continents, had acted on the recent and hardly serious theory of isolation. 
The doctrine of, ‘everyone by himself and for himself’, is fundamentally 
opposed to the genius of France, of which expansion is the law.” (Carné, 1872, 
translated and reprinted 1995: 1). 

 

There can be little doubt that the early phases of the European sortie into Indochina 

were characterised by an attitude of cultural superiority. The French viewed 

themselves as torchbearers of the civilised world with the unmitigated duty of not 

only fulfilling their own expansionist and mercantile desires, but also restoring 

cultural civility to the darkness of contemporary Indochina via both political and 

intellectual colonisation. Saïd (1978: 40 – 41) observes relative perceptions of 

                                                
4 For a background to the French colonial period in Cambodia also see Edwards (1999, 2007), and 
Osborne (1997). 
5 “It is neither natural nor just that the civilised West indefinitely accumulates and suffocates in 
confined spaces which were their first location, so that they hoard the marvels of the sciences, the arts 
which are the essentials of civilisation…” (Leroy-Beaulieu, 1891: 842). 
6 For accounts of the search for the ‘river road to China’ and the Mekong River Commission see Carné, 
(1995, [1872]), Forest (1980), Garnier (1996 [1885]), Gomane (1994), Osborne (1996 [1975]). 
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cultural ‘strength’ as one of the principle manifestations of Orientalism.7 

Technological, political, economic, and military superiority were paralleled by a 

notion of cultural superiority. The Orient was relentlessly viewed as inferior to the 

west, and in need of corrective study. Cambodians were thought incapable of 

constructing the architectural marvels of Angkor. The earliest French explorers and 

scholars were repeatedly struck by the seeming incongruity between the 

contemporary inhabitants of Cambodia and the magnificent Khmer civilisation that 

once existed. 

 

“Who, in short, are the real creators of Angkor-the-Great and to what race do 
they belong?” (Garnier, cited in Dagens, 1995: 48). 
 

“…these tombs seem too beautiful for the race that lies buried in them.” 
(Carné, cited in Dagens, 1995: 48). 

 

Usually, societies have dealt with foreign cultures only through imperialism, racism, 

and ethnocentrism. European interaction with Southeast Asia appears little different. 

Colonial powers able to exercise influence upon Eastern territories coupled Oriental 

difference with weakness (Saïd, 1978: 204). According to Saïd, European dealings 

with the East in the late 19th century were presented with a limited range of options to 

inform conduct, all premised upon the subordination of the native. First among these 

is the self-absorbed delight in the use of power, manifested in the right to rule, 

plunder, and explore territories. Second is the reduction of local peoples to those who 

must be ruled and managed (Saïd, 1994: 158). The failed ability of Cambodians to 

rule themselves legitimised France as the colonial power to provide salvation and 

redemption through the act of a civilising mission. Foucault (1972) proclaimed that 

knowledge, real or contrived, is an apparatus of power. In Indochina the accumulated 

body of research fostered the confidence to administer those who supposedly knew 

less about their own culture and heritage than did the presiding power. Early scholars 

of Angkor sought to extol the magnificence of a once great civilisation in the context 

                                                
7 Saïd’s ‘Orientalism’ should be applied with caution. By his own admission, his ‘Orientalism’ is but a 
series of historical generalisations (Saïd, 1978: 4). The ‘Orient’ is typically treated as a solitary entity 
without distinction. The Arab, Indian and Chinese worlds are considered with the same broad brush-
stroke. Orientalism is only appreciated in a totalistic manner. Details disappear in order for the whole 
to be understood (Clark, 1996: 26, 28 – 29). Similarly, little influence is granted to any possible voices 
of dissent. All scholars of the Orient are Orientalists, and further it is the ‘only’ system of knowledge 
available to European and Western scholars becoming synonymous with Western domination. (Saïd, 
1978: 2, 197, 243). 
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of the contemporary Khmer society which in their view, had degenerated into a static 

primitive state. For instance, 19th and early 20th century religious practices, even those 

practised by the royal court, were dismissed as inauthentic, semi-profane, semi-

religious rituals (Edwards, 2007: 109). The perceived ‘beauty’ of colonisation was 

that with the benefit of European cultural sophistication, the once great culture of 

Angkor could be revived. In order to explain an ancient society of which no 

contemporary legacy remained, a vast cultural and historical ‘gap’ required bridging. 

The evident connection with India provided the obvious reference point. A significant 

body of philological, historical and archaeological knowledge had already been 

accumulated on ‘ancient’ India. Hence in the context of the pre-eminent Indo-

European languages such as Sanskrit, it seemed proper to reappropriate the content 

and methodology of the knowledge to Angkor.  

 

The purpose of this investigation into the socio-political background of Angkorian 

scholarship is not to overly criticise the approach, although by today’s standards, 19th 

century academic beliefs and behaviours seem inordinately discriminatory and naïve.8 

Rather, the academic and cultural milieu of the mid to late 19th century effectively 

normalised the Indian influence as the core agent of historic Southeast Asian studies. 

Charles Allen (2002: 5) asks: ‘where would we be without the Orientalists?’ Products 

of the Enlightenment, they were modern men who saw the world differently from 

their predecessors. They arrived with ‘baggage’, but working to uncover this hidden 

maze without the historical and cultural signposts we take for granted, they had little 

option but to turn for reference to what they already knew and understood (Allen, 

2002: 5). Few would dismiss the value of their work to Southeast Asian studies. Yet 

part of this ‘baggage’ was the privileging of an Indian ‘ideal’ which has framed the 

study of medieval Khmer material culture ever since. 

 

 

 

 

                                                
8 By the late 1950s scholars were acutely aware of the conceptual impediments of categorising the 
‘East’ and ‘West’ into monolithic, unchanging, and homogenous ‘world views’. (See opening speech 
by Jean Filliozat, Director of the EFEO, 1956 – 1977, in 1960: 25 – 26). 
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3.c. Flirting with ‘Farther India’ 

 

“Originally a country of savages or semi-barbarians, it imbibes the element of 
civilisation from a Hindu or Hinduised chief who establishes his authority 
either by conquest or by more peaceful methods. Gradually it comes more and 
more into direct contact with India and Hindu culture and civilisation becomes 
the dominant feature.” (Majumdar, 1963: 181). 

 

To the Europeans of the 19th century, the peoples of Southeast Asia were ‘uncivilised’ 

and backward. The current inhabitants of Cambodia surely could not be the 

descendents of the genius behind the architectural and artistic wonders of Angkor. 

The most obvious explanation was that Southeast Asia was the recipient of an active 

Indian colonisation. Indian Princes and Brahmins with their religion, Sanskrit and 

models of statecraft transformed the…  

 

“…heterogeneous mass of barbarians within the pale of civilisation, a task 
which the Chinese, their next-door neighbours, had hitherto failed to 
accomplish”. (Majumdar, 1927a: xxii – xxiii). 

 

Indians felt the need to acquire a colonial past, as their humiliating colonial 

experience was so recent. Nationalist historians were buoyant at the thought of their 

own imperialist tradition. The Calcutta based Greater India Society, founded in 1926, 

was the principal outlet of their epigraphically based studies. These scholars argued 

that there had been a wholesale implantation of Indian ‘state’ and culture in Southeast 

Asia (Kulke, 1990: 10, Bayly, 2000: 584, 600, see also Bose, 1927). From the 

beginning of the historical investigation, this view was encouraged by French 

scholars, for whom the colonisation thesis appeared the most comprehensible 

explanation of an Indo-European language, architectural marvels, and presumably a 

powerful empire in a “region lapsed to its old primaeval condition” (Majumdar, 1963: 

177). Beginning with Bergaigne; 

 

“Dans le bassin de ce fleuve (the Mekong),…, l’Inde avait importé sa 
civilisation entière.” 9 (Bergaigne, 1885: 478, italics my addition). 

 

persisting with Malleret;  

 

                                                
9 “In the basin of this river (the Mekong),…, India had imported its whole civilization.” (Bergaigne, 
1885: 478, italics my addition). 
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“…de souligner la forte empreinte d'une culture indienne qui, par sa 
permanence et son ampleur, a revêtu les caractères d'une manifestation 
véritablement coloniale.”10 (Malleret, 1962, v. 1: 371). 
 

and even Cœdès, who praised the l’Inde transgangétique polemicists for 

‘rediscovering’ their heritage as a ‘great colonising people’ (Bayly 2000: 602). 

Although these extreme views of Indianisation have long been abandoned, Vickery 

(1998: 6) astutely observes that Cambodian and Southeast Asian scholarship has 

never entirely divorced itself from the initial perception that Khmer state formation 

and ‘civilisation’ was resettled from India. For some, including Wheatley (1961: 188) 

the issue resides in that Indo-European Sanskrit represents “a recognizably superior 

cultural pattern”.11 But more recently, scholars such as Indrawooth (2004: 142) still 

claim that “…local rulers accepted the superiority of Indian concepts…” . Gupta 

(2003: 391 – 404) makes the surprising claim that 4th century BCE Indian beads from 

Iron Age sites such as Ban Don Ta Phet in Thailand represent some form of ‘proto-

Indianisation’. 

 

3.d. The ‘ideal’ in India 

 

“India is not an integrated social and cultural unit in which a particular system 
of ideas controls a system of social behaviour. It is an area of vastly different 
groups jostling together, with several ethnic affinities, languages and 
cultures…” (Mabbett, 1977c: 160). 

 

An obstruction to a considered comprehension of Indianisation remains the 

perception of Indian influence crossing the Bay of Bengal as a homogenous, 

seemingly singular cultural entity. The study of the Indian past has since endeavoured 

to address its own epistemological concerns. A number of scholars have observed 

many of the same dynamic socio-economic changes of numerous societies in India 

occurring at the time as in Southeast Asia. The transformation from ‘chiefdom’ to 

‘city-state’, in Southeast Asia paralleled equivalent events in Central and Southern 

India (Kulke and Rothermund, 1986: 97 – 116, 1990: 22, Smith, 1999: 3).12 In India 

                                                
10 “…to underline the strong impact of Indian culture which, by its permanence and its width, was 
surely a demonstration of a colonial nature.” (Malleret, 1962, v. 1: 371). 
11 The ‘influence’ of Sanskrit upon Southeast Asian state development and material culture will be 
considered below. 
12 See also Allchin and Allchin (1982), Champakalakshmi (1987: 67 – 117), Chattopadhyaya (1994), 
Gokhale (1983), Jain (1964), Reat (1994), Seneviratne (1980 – 81: 54 – 69). 



 71 

too, deviations and distortions from the textual orthodoxy are to be found wherever 

culture is not treated as a literary construct (Mabbett, 1997: 349). In reviewing of the 

Indianisation process, scholars have attempted to identify the specific origin of textual 

and religious references found in Southeast Asian epigraphy, and in a more tangible 

sense, the Indian material culture found via archaeological excavations. Cœdès (1968: 

27 – 35) favoured the Pallava dynasty of Southern Indian as the principal source of 

contact. Yet cultural and material exchange can also be perceived with Western India 

(Christie, A. H., 1970), the East Coast (Ray, 1991, 1997), and the North (Goloubew, 

1930: 138 – 139, 1931: 210, 213, Gutman, 1976: 26, Majumdar, 1932: 127, Smith, 

1999: 15). Bellwood (1997) advocates a more realist approach suggesting that contact 

was made from different areas in India, both simultaneously and at different times. 

For instance, Indonesian trading states borrowed from the South in the 5th century, 

and from the North and Bengal in the 7th century.  

 

Art History is a discipline well suited to trace the passage and transformation of 

decorative motifs travelling across the Bay of Bengal. Concentrating on the pre-

Angkor period, Philippe Stern sought early Indian comparisons from the post-Gupta 

period, examining the 5th and 6th century rock cut decoration of Ajantā and Ellora 

(Kwa, 2003: 124). Dupont (1955) and Bénisti (1970) followed, finding motif 

similarities in the Buddhist art of Amarāvatī, and Brahmanic art at Aurangābād, 

Bādāmi, Deogarh, Ellora and Aihole.13 O’Connor (1972: 39) suggested 

iconographical and morphological similarities between the 5th to 7th century ‘mitred’ 

Vi��u images found throughout Southeast Asia and 4th century CE Ku�ā�a prototypes 

from Mathurā and Andhradeśa. Jacq-Hergoualc’h (2003: 317 – 321) found artistic 

analogy between a mid 5th century Gupta Avalokitesvara and a 6th century 

Avalokitesvara discovered at Wat Sala Tung, in Chaiya, Thailand. When 

conventional dating is used, there is usually a significant ‘time-lag’ between the 

purported Indian ‘origin’ of the motifs and forms, and their manifestation in 

Southeast Asia. Brown (1992: 50, 51, n. 6) tentatively suggests that the ‘time-lag’ 

resulted from a Southeast Asian period of experimentation in wood which replicated 

the early Indian styles used as templates up until the tradition began fabrication in 

stone. Parmentier (1927: 347) and Dalet (1944: 40) observed similarities between 

                                                
13 See also Bénisti (2003 [1965]: 365, 1969a, [1969a]: 339sqq, 357sqq, [1969b]: 196, [1973a]: 235, 
253, 238). 
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‘primitive’ Khmer art and its contemporary Pallava art in India, however, Coral-

Rémusat (1934: 242 – 251) argued that pre-Angkorian artists were not aware of 

Pallava artistic conventions. She contended that the dual appearance of the makara, 

and the single undulation of the architectural arch in the decorative lintel were 

parallel but independent occurrences in the 7th century. Coral-Rémusat’s (1934: 242 – 

251) work suggested that Pallava and pre-Angkorian art exhibited analogous but 

autonomous artistic transformations drawing upon the same artistic Amarāvatī and 

Ajantā sources between the 3rd and 6th centuries CE.  

 

In any case, the picture which emerges from the historical and art historical analyses 

is that cultural influence came from numerous embarkation points, and in addition 

was inherently dynamic. The religious, political and artistic models that made it all 

the way to Southeast Asia were not homogenous, static, and universally understood 

entities. Even when in some cases the texts were the same, they were presented with 

different agendas, and in different contexts. For example, in regard to the 

‘transplantation’ of an Indian system of government, or ‘divine rule’, Vickery (1998: 

52) reminds us that no historian who believed in ‘Indianisation’ ever specified what 

“the Indian conception of royalty” was, or which particular traits of Cambodian 

royalty could be related to any specific trait in an Indian polity. Therefore the 

inference that aspects of medieval Khmer culture were inspired by Indian ‘ideals’ is 

problematic. Not only were these influences amorphous and always changing in 

India, but their Southeast Asian interpretations were likewise in constant flux. 

 

3.d. Foreigners and folk tales 

 

“Mais peut-être ne faut-il pas prendre les textes trop au pied de la lettre.”14 
(Pelliot, 1903: 291). 

 

The first records of early historic Cambodia were drawn from Chinese dynastic 

histories which credited the origins of the Funan ‘state’ to ‘mythical’ characters who 

took their origins in India.15 A copied account of a Chinese mission to the Mekong 

delta led by K’ang T’ai and Chu Ying in the middle of the 3rd century CE chronicles 

                                                
14 “But perhaps we should not take the texts too literally.” (Pelliot, 1903: 291). 
15 For contemporary folklore of Cambodia’s origins see Gaudes (1993), and Lewitz (1973). 
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the story of a king named Kau��inya, either from India or the Malay peninsula, who, 

inspired by his personal genie in a dream, sailed to Funan, married a local queen and 

established his kingdom (Cœdès, 1968: 37 – 38, Pelliot, 1903: 303). The coming of a 

second Kau��inya is recorded in another four Chinese sources. ‘The History of the 

Liang dynasty’ or Liang Shu recorded events between 502 and 556, including a great 

deal of information about foreign countries (Wheatley, 1983: 121). 

 

“(The second) Kau��inya was originally an Indian brāhma�a. A divine voice 
commanded him to assume the kingship of Bna� [Fu-nan]. Rejoicing in his 
heart Kau��inya arrived in P’an-p‘an to the south, where he became known to 
the people of Bna�. All [the people of] the kingdom welcomed him with 
jubilation and installed him [as their ruler]. (Liang Shu, cited in Wheatley, 
1983: 320, italics my addition). 

 

The coincidence of the ‘Kau��inya’ kings, and the appearance of Indic cultural traits 

at around the same time, led historical synthesisers to conclude that it was these kings 

who personally brought about ‘Indianisation’. Furthermore, societal, political and 

cultural changes were also ascribed to the Indianisation process. For example, Cœdès 

(1963, 1966b, 1968) considered that a two-phase ‘Indianisation’ could be pinned to 

the successive arrival of these two seemingly mythical characters, who apparently 

established use of the Sanskrit alphabet, the Śāka era, the honorific title -varman, and 

systematised worship of Indian deities. In the absence of other evidence, adoption of 

the Chinese histories provided a ‘familiar’ explanation for Indianisation. Yet, not only 

should the validity of these Chinese accounts be scrutinised with a critical eye, but 

they provide little realistic information about the complexity of cultural change. 

 

Paul Pelliot was the first scholar to provide a detailed study of the Chinese sources in 

relation to Funan. He was acutely aware of the historiographical issues inherent in the 

texts. The texts were frequently copied and reproduced from earlier histories. For 

example, the author of the Liang Shu, writing in the 6th century, probably constructed 

his knowledge of Funan from a version of the 3rd century embassy record. It has been 

difficult for even the most gifted linguist to distinguish the several strata of 

information relating to Funan fused together in the Chinese records (Wheatley, 1983: 

120).16 Pelliot indicated that the various stages of re-copying often led to confusion in 

Chinese characters, resulting in different meanings and erroneous interpretations 
                                                
16 See also Jacques (1979: 371 – 379), and Porée-Maspero (1969: 790 – 800). 
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(Pelliot, 1903: 275 – 288). Moreover, Chinese records convey a particular point of 

view, are motivated by the interests of their elites, and had little understanding of the 

local languages and of what they were seeing.17 Vickery (2003 – 2004: 105 – 106) 

notes that the folk histories of many peoples begin with a founding legend that 

concerns a hero who arrived from overseas. Yet in the four versions of this story from 

the Chinese histories there is no evidence that the conqueror came from India, or that 

he was a Brahmin. Vickery even disputes that his name was Kau��inya. The 

attribution of this legendary character to an Indian origin, and that he had a hand in 

the ‘Indianisation’ process, simply provided the most understandable explanation.  

 

“…it is certain that no real ‘Kau��inya’ ever went from India, or from 
anywhere else, to Funan at any time, and this so-called second Kau��inya 
simply shows us that by the 4th – 5th century, after two centuries of contact with 
India, the Funan rulers were taking on Indian garb…” (Vickery, 2003 – 2004: 
114). 

 

What is important to note here, is that when Funan appeared in the Chinese annals it 

already existed as a politically centralised state in some form, replete with adopted 

visible Indic cultural traits. Cultural transformation was not triggered by a few 

influential personalities, more likely the ‘Kau��inyas’ were adopted because the 

stories resembled the Cambodians’ own pre-Indic origin myths (Vickery, 2003 – 

2004: 114 – 115). The ‘instinctive’ correlation of Kau��inya with Indianisation is 

similarly seen by the reversion to ‘known’ models of Indian temple art and 

architecture in examining the Angkorian monuments. Rationalising the material 

culture in terms of the ‘closest’ analogy means that it is not beyond the scope of 

understanding (cf. Murray, 1997, Wylie, 1985). 

 

 

 

 

                                                
17 See also Mabbett (1977c: 147), Vickery (1998: 33 - 60, 2002: 1 – 5, 2003 – 2004: 104 – 115,) 
Wheatley (1983: 120 – 121), Yang (1994: 45 – 50). 
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3.e. Syntheses and seamless narratives 

 

“Cœdès was a great synthesizer…and he had to find, or imagine, a connection 
between every detail and some other detail in another time or place.” (Vickery, 
2003 – 2004: 104).  

 

Despite Vickery’s (1998, 1999b, 2003 – 2004) numerous erudite criticisms, Cœdès’ 

The Indianised States of Southeast Asia
18 remains the most referenced narrative 

history of Southeast Asia. Yet the act of creating this seamless sequence of events 

required the underestimation of historical anomaly in an effective ‘normalisation’ of 

the past. Cœdès’ work contained two key assumptions which, indicative of the 

authority of his work,  and despite evidence to the contrary, have never entirely been 

divorced from interpretations of the Southeast Asia historical process. The first was 

that cultural development in Southeast Asia required an ‘external trigger’ to facilitate 

the development from ‘agrarian communities’ to ‘city-state societies’. Second, this 

catalyst was embedded in Brahmanic culture which came from India. The 

archaeological, historical, and epigraphic studies listed below show sufficient 

evidence of cultural sophistication independent of an Indian influence. Additionally, 

the data presented in this thesis provides evidence of the internal, indigenous process 

of transformation in art and architecture. 

 

Cœdès’ privileged use of Sanskrit epigraphy, consistent with the philological 

tradition, represented Khmer history as a complex narrative of kings and queens. A 

symptom of generating a unidirectional history required the pre-eminence of Indian 

influence to ‘fill the gap’ where cultural and political complexity was not accounted 

for in the Sanskrit record. Although Cœdès did not advocate the colonisation model, 

repeated reference to ‘Greater’ or ‘Farther’ India denotes Indians as the agents of 

cultural change in Southeast Asia. There is acknowledgement of cultural similarities 

in indigenous cultures across Southeast Asia, and also of a ‘family resemblance’ to a 

common culture after the Indianisation process, but for Cœdès the principal 

importance of the subject is to understand the effect of Indian civilisation on “not 

uncultivated savages”, but nevertheless, primitive societies (Cœdès, 1964b: 1 – 14, 
                                                
18 The Indianized States of Southeast Asia  was the 1968 English translation of Cœdès’ 1964 second 
edition of Les états hindouisés d’Indochine et d’Indonésie. Vickery (1999b: 1) contends that the first 
1948 edition of Les états hindouisés d’Indochine et d’Indonésie was essentially a reprinting of the 
1944 Histoire ancienne des états hindouisés d’extrême-orient. 
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1968: xvii, 8 – 13, 252 – 253, see also Brown, 1996: 183, Mabbett, 1977c: 144, 

Vickery, 1998: 38 – 45, 1999b: 1 - 4).  

 

“Cœdès firmly believed that all development in culture and political 
complexity was the result of the arrival of Hindus from India. This belief is not 
argued….but is simply there, and was so strong that it prevented Cœdès from 
seeing contrary evidence which himself was recording.” (Vickery, 1999b: 3). 

 

Subsequently, the most visible Indian cultural traits are offered as proof of religious, 

political and administrative transplantation. The frequently cited indicators include 

knowledge of the Indian literary tradition, adoption of the lunar-solar calendar, and 

certain artistic formulae. For Cœdès (1968: 33 – 34, 253 – 255) these signs designate 

implementation of an Indian administrative and legal framework, and a system of 

social rank with roots in the caste system. Yet in these discussions Cœdès never gives 

an indication of which kingdom or cultural area in India served as the template for 

these systems of rule (Vickery, 1999b: 4). In order to construct a linear narrative, 

reference to ‘ideal’ Indian political and administrative archetypes were the most 

practicable alternative. 

 

 “Inscriptions by their very nature are incomplete sources; they tell us nothing 
 directly about the life of the people, their material civilization, their beliefs and 
 customs.” (Cœdès, 1968: 118). 
 

Cœdès did recognise the potential of the Old Khmer inscriptions, yet appears to have 

maintained faith in the adequacy of an Indo-European language to provide the 

essential chronology required for further studies to progress. The vernacular 

inscriptions were thought to detail ‘second rung’ concerns, such as, the everyday 

people, and the structure of society (Cœdès, 1964b: 3, see also 1965: 205 – 213, 

1968: 120). If the ‘local language’ had been consulted in consideration to questions in 

Khmer history, such as the devarāja cult, the origin of Jayavarman I and his 

‘relationship’ with Java, and the origin of Sūryavarman I, many dead ends may have 

been avoided (Vickery, 1998, 1999b, 2002, 2003 – 2004). McGlade and van der 

Leeuw (1997: 4 – 5) note the widespread belief that in order to elucidate meaning 

from the historical and material record, events must be first ‘fixed’ in time. Without a 

chronology, historians such as Cœdès would fall short of their obligation to write 

narratives. Accomplished and authoritative as Indianized States is, the necessity to 
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provide a narrative is especially true of this ‘popularist’ history. The irresistible desire 

to piece together a sequence of events means that abnormalities in the historical and 

material record are overlooked or ‘papered-over’, so scholars can continue, in the 

words of McGlade and van der Leeuw (1997: 5), with the “business of constructing 

‘seamless narratives’”. In this case, to account for historical anomaly and to describe 

material culture for which there was no correlate, ‘the path of least resistance’ was to 

defer to Indian and external sources of inspiration. Another way to account for the 

complex interaction between the Indianising and indigenous in medieval Khmer 

material culture is to examine the internal processes which shaped the transformation 

of the objects. In this way, studies can observe anomaly and difference as significant 

components of the development, and not aberration on the continuous path of a 

known trajectory. 

 

3.f. Khmer epigraphy and Indianisation 

 

“Working at a great distance from the object of study, one sometimes risks 
confusing a library with a country.” (Mus, 1975 [1933]: 7). 

 

The medieval Khmer epigraphic record is comparably small, comprising of 

approximately 1200 inscriptions.19 Incised onto door jambs, steles, and the occasional 

bronze artefact, they contain a wealth of invaluable information. Written in Sanskrit 

verse and Khmer prose they record the establishment and restoration of temple 

foundations, the lives and actions of royalty and dignitaries, and the endowments of 

land, ‘slaves’ and temple attendants. In promoting judicious analysis of the Chinese 

sources, Brown (1996: xxiv) suggests that the epigraphic data should also be 

appraised in its social and historical context. However, as indicated above, in an 

academic milieu dominated by philology, translation and interpretation of the written 

word customarily set the research agenda. The tendency to assume that text equals 

culture has led to occasional erroneous reconstructions of the Khmer past.20 Miksic 

(2003: 2) suggested that because Sanskrit was a kind of elite international ‘lingua 

franca’ of early Southeast Asian history, its presence in the material record concealed 

the languages used by the people who actually lived there. And if the philological 

                                                
19 By contrast the Corpus Inscriptionum Latinarum holds over 180,000 Latin inscriptions.  
20 For example, see Chapter 5b, below for the mistaken attribution of the Bayon as Śivāśrama and the 
incorrect dating of Banteay Srei. 
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model is followed, as it was in early scholarship, the Sanskrit of Khmer epigraphy 

also served to hide a great proportion of the culture of the pre-, early historic, and 

medieval Khmer. 

 

“The Sanskrit inscriptions from Cambodia are admirably correct. They are 
more correct even, than the average Sanskrit Inscription from India itself” 
(Bhattacharya, 1985: 305, see also 1991: 2). 

 

The first translators of the Khmer and Cham inscriptions were repeatedly struck by 

the skill of the medieval authors in both grammatical correctness (vyākara�a), and in 

construction of rhetorical passages (ala�kāraśāstra) (Filliozat, 1966: 95). Mabbett 

(1977b: 432) notes the pleasure which authors took in demonstrating command of the 

conventions of Sanskrit poetics, with the frequent tendency to ‘play on words’ and 

use puns. In fact, the inscriptions themselves tell of the grammatical expertise of their 

authors and rulers. From pre-Angkorian to Angkorian inscriptions, Brahmin 

dignitaries and Khmer monarchs are consistently commended for their knowledge of 

the Sanskrit language literary corpus.21 A nominal survey of the inscriptions shows 

the breadth and detail of this Sanskrit erudition. The epigraphy reveals knowledge of 

the Vedas, Upani�ads, Purā�as, Epics, and even the canon of śastric texts (Pollock, 

1996: 225, Sanderson, 2003 – 2004: 380, Wheatley, 1983: 307). Early as the second 

half of the 5th century an inscription quotes verbatim four verses from the 

Ara�yaparvan (Jacques, 1962: 250).22 An edict which accompanied the 10th century 

foundation of one of Yaśovarman’s aśramas quotes a passage from ‘The Laws of 

Manu’ (Cœdès, 1932: 98, Bhattacharya, 1997: 43).23 Another 10th century inscription 

from Trapeang Chong (Prasat Trapeang Khya
, MH453)24 declares that the monarch 

himself composed a commentary on Patañjali’s Mahābhāshya, itself a commentary 

on Pā�ini (Cœdès, 1968: 43).25 Sections of the 10th century Pre Rup inscription follow 

the Raghvamśa very closely, at times nearly replicating the great Sanskrit poet 

Kālidāsa (Majumdar, 1953: 233).26  

 
                                                
21 See Sanderson (2003 – 2004: 380 – 382) for an excellent summary of the monarchs' and Brahmins' 
knowledge and use of Sanskrit texts. 
22 K. 365. 
23 K. 95. 
24 Bruguier’s (1998: 306) naming convention is used for this site, however there appears to be some 
contention to its actual identification. For example see Cœdès (1937: 147), Briggs (1951: 138). 
25 K. 662 . 
26 K. 73. 
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Certainly by the Angkorian period the penetration of Sanskrit literary culture amongst 

the elite classes was considerable. For example, the sons of Jayavarman VII, 

Sūryakumāra and Vīrakumāra are identified as the authors of the Ta Prohm and Preah 

Khan inscriptions respectively (Cœdès, 1992 [1906]: 12, 48, 1992 [1941]: 133, 

165).27 But the extent to which the common people of Kambuja understood Sanskrit 

is questionable, and moreover is unlikely. Although the intrusion of Indic words into 

Southeast Asian languages is extensive, Bellwood and Glover (2004a: 4) note that 

Southeast Asians have never spoken languages derived from Sanskrit. Cœdès (1968: 

33) quoting Stutterheim (1935: 7) remarked that Brahmanism was essentially an 

aristocratic religion, not designed for the masses. Even within the highest echelons of 

Khmer society, variation in the supposed orthodoxy is observed. For example, 

inscriptions record that the medieval Khmer ate meat, even at religious ceremonies 

and feasts. They retained patterns of kinship, inheritance and property rights, women 

could officiate as priests, and caste also appears to be treated in a superficial manner 

(Sanderson, 2003 – 2004: 389 – 394). Indian Brahmins were prepared to migrate and 

marry the daughters of Khmer royalty and administrators (Barth, 1885: 159, Cœdès, 

1968: 24 – 25, Filliozat, J., 1966: 97 – 98, Sanderson, 2003 – 2004: 401 – 402). As 

shown by the inconsistency between textual Brahmanic orthodoxy and the Khmer 

epigraphic record, the blanket ability of the other Indian source materials to account 

for medieval Khmer political, legal, and social structures is questionable. They must 

surely be studied in context. The mastery of Sanskrit literature persuaded early 

scholars of the supposed omnipresence of Indian culture in medieval Cambodia. 

Detailed study of the inscriptions is able to inform our knowledge of aristocratic 

literary culture, and the pervasiveness of Indian literature within this section of 

medieval Khmer society. The degree to which this literary ethos acted rigidly upon 

the wider Khmer people, or upon material culture, however, must be approached with 

caution.28 An alternative ‘bottom up’ approach is to observe the interaction between 

the Indian “thin and flaking glaze”29 and indigenous through the transformative 

process of material culture. 

 

                                                
27 K. 273 (D) and K. 908 (D). 
28 The notion that inscriptions acted as symbolic ‘objects’ of material culture is investigated in Chapter 
4. The fact that the majority of the Southeast Asian populace did not understand the contents of the text 
did not prevent the inscription from fulfilling its function as a symbol of authority and legitimation. 
29 See van Leur (1955: 95). 
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3.g. The sophistication of Sanskrit 

 

Sanskrit is admired for its ability to convey a multiplicity of meanings within a single 

śloka and even a single word. The remarkable elasticity, multifarious nature, and 

metre requirements of Sanskrit grammar have led to numerous interpretations of 

inscriptions, words and meanings.30 Medieval Khmer mastery of Indian texts is 

attested, but the association of language and Sanskrit culture with state development 

is problematic. When considering material culture such as temples and their 

decoration, the wealth of ‘meanings’ that permeate text and language do not manifest 

themselves consistently. For example, Dagens (1984, 1985b: 20 – 21, 1994: 268) 

observes multiplicity in the Sanskrit technical vocabulary related to architectural 

treatises. The ambiguity invites the artist to act according to beauty and the specific 

context of the work.31 For Wolters (1982, 1999), considerable knowledge of Indian 

literary culture, combined with the ‘essence’ of this corpus was the principal agent of 

Indianisation and the development of complex societies. Sanskrit and the 

“continuously arriving Indian literature” espoused ‘universal principles’ implicitly 

understood by both South and Southeast Asians (Wolters, 1982: 41 – 45, 1999: 118 – 

119, 151).32 

 

“We can assume with some confidence that the élite in all these centres was 
gradually exposed to the epistemological assumption of Indian literature that 
statements in every branch of knowledge were valid everywhere in the world. 
The Indian manuals are organised to leave their readers in no doubt that their 
categorical statements had an incontrovertible claim to be the embodiment of 
universal principles.” (Wolters, 1982: 41). 

 

Whilst emphasising the innovation and dynamic character of indigenous society, 

Sanskrit is still privileged as the cause of a particular kind of Southeast Asian 

despotic rule (Wolters, 1999: 119). A claim to Sanskrit’s universal values contradicts 

                                                
30 Two noteworthy examples are the numerous writings devoted to the devarāja cult (Cœdès, 1968: 98 
– 103, 1970: 56 – 66, Cœdès and Dupont, 1943 – 1946: 87, 103 - 110, Brown, 2003: 1 – 5, Jacques, 
1985: 269 – 286, Kulke, 1978, Mabbett, 1969: 202 – 223, Vickery, 1998: 423 – 425, Woodward, 2001: 
249 - 261) and the notion of ‘slaves’ or kñu� and khñu� (Bongert, 1959: 7 – 25, Chakravarti, 1971: 
121 – 142, Jacob, 1979: 423 – 426, Jacques, 1973: 71 – 76, Mabbett, 1983: 44 – 63, Vickery, 1998: 
225 – 227, 439 – 440, 1999a). 
31 See also Dagens (1996: 355 – 383), which considers the numerous Sanskrit metaphors relating to the 
‘divine body’ as associated with different architectural elements. 
32 See also Mabbett’s ‘Sanskritisation’ (Mabbett, 1977c: 158 – 161). 
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the inherent flexibility of the Indo-European language. Vasundhara Filliozat reminds 

us: 

 

“…we should bear in mind that Sanskrit is a very rich language and the same 
word may convey different meanings…Sanskrit words are so commonly used 
in Indian languages that sometimes, in local contexts, meanings have been 
changed.” (Filliozat, V., 2003: 14). 

 

Language specialists consider the dialogue of difference between the Sanskrit texts of 

India and the epigraphy of Cambodia as revealing the nature of Kambuja literary 

culture. There are instances where the medieval Khmer literati seem to have 

‘misunderstood’ textual doctrine. For example, in the inscription of Thvear Kdei 

MH28033 the concept of ‘emanations’ (vyūha) is expressed in a way that conveys a 

misinterpretation (Bhattacharya, 1961a: 98 – 99, 1997: 45). Another deviation from 

the supposed Indian ‘ideal’ appears in an inscription from Bat Chum. The author 

observes conflict between the doctrine of the negation of the individual self 

(nairātmya), and the idea of the Supreme Self (paramātman). However the same 

inscription also inexplicably says that the Buddha taught nairātmya as a means of 

attaining the Supreme Self (Bhattacharya, 1997: 45). Pou (1998: 130) presents 

examples of the medieval Khmer manipulation of Sanskrit loan words. For instance, 

sthāpanā acts in the Khmer contexts as both a noun for ‘a religious foundation’, and 

also as a verb to express the performance of a pious deed. Hence the Khmer usage 

also described the act of building temples and erecting statues. On a more pragmatic 

level, Mabbett (1977a: 429 – 442) showed that the Khmer usage of var�a or ‘caste’ 

did not resemble the conventional meaning of the word as understood in the Indian 

social context.34 These inconsistencies and transformations show a fluidity of 

meaning and the difference between the operation of culture and the verbal 

declarations which describe it. Rather than advocating a shared set of beliefs fostered 

by Sanskrit literature, Sanderson (2003 – 2004: 353) argues that the ritual texts of 

India prescribe only the barest framework of practice, allowing for great elaboration 

on the level of detail. Language and text had bearing on the process of Indianisation, 

but the wealth of ‘meanings’ which permeate words do not consistently inform 

human behaviour and material culture. Pattern and unpredictability in the temples of 

                                                
33 K. 165. 
34 see Chapter 7.d. for an elaboration of the medieval Khmer var�a. 
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Kambuja are the result of the actions and processes of the makers themselves. Even 

‘accepted’ declarations from inscriptions, such as temple foundation dates, are not 

beyond refutation.35  

 

3.h. Conclusion 

 

One of the most unmistakable legacies of early historic and medieval cultural contact 

between India and Southeast Asia was the transmission of Sanskrit and its literary 

corpus. Sanskrit roused the interest of Orientalists and philologists who considered 

language the most direct, trustworthy and authentic window to understanding past 

societies. Sanskrit and language were designated as both the instrument of 

Indianisation and the viewing lens with which it was understood. Historical and 

archaeological studies have offered new evidence and ways of conceiving the cultural 

contact, but perceptions of ‘Indianisation’ have never entirely tempered their 

language-centred view. The preoccupation with the written word actively controlled 

the questions addressed about the medieval Khmer. For example, the clearing of 

certain temples in the 1920s was done with the express purpose of retrieving 

inscriptions.36 With each new inscription the prospect of adding another piece of the 

linear narrative puzzle was realised. For Edwards (2007: 26) the construction of 

history also served the French colonial administration. By inserting Angkor into the 

sliding time-scale of world history, the Protectorate would affirm, then subjugate 

Angkor’s status as a national monument. Translation of the Sanskrit epigraphic 

corpus and examination of Chinese historical records were the first sources of a 

medieval Khmer historical chronology. Interpretation of these texts tended to favour 

Indian influence as the principle vehicle of state development and cultural 

sophistication, even when the likelihood of Indian ‘colonisation’ was abandoned. 

Because the ‘Indian-ness’ in the text and material culture was so prominent, the 

straightforward way to rationalise the grandeur of medieval Southeast Asian 

civilisations was to privilege its influence.  

                                                
35 For example see the archaeological methodologies employed at Roluos by Penny et al (2006: 599 – 
614), Pottier (1996: 318 – 326, 1999: 150) and Pottier et al (2005: 15, 19) who argue the first state of 
the Bakong MH476 pre-dates the conventional 881 CE ‘foundation’ as recorded by inscriptions K. 304 
– K. 308, K. 826 by approximately over one hundred years. Also see Chapter 6.g. 
36 Outside the major monuments, numerous sites in the1920s were visited and surveyed by Henri 
Marchal only because of their potential to yield inscriptions. Examples include Kok Chak MH420, 
Spean O Ka-aek MH724, Prei Prasat MH731, and He Phka MH723 (Pottier, 1999: 33 – 35). 
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Transmission of ideas and culture from India to Southeast Asia was fluid, dynamic 

and multi-directional. Yet there still remains the misapprehension that the movement 

of language and text are manifestations of an unchanging and omnipresent ‘ideal’. 

For example, Wolters (1982, 1999) supposes that Sanskrit texts espouse universal, or 

at least pan-Asian principles. Indigenous Southeast Asians in every region could 

identify something common in imported language and incorporate their indigenous 

commonalities into the text. (Wolters, 1982: 41 – 42). More likely, the ‘elites’ of 

‘Indianised’ Southeast Asian cultures chose, utilised and transformed elements of 

Sanskritic discourse to represent their own concerns. The inscriptions of Kambuja 

indicate an intimate knowledge of Indian Sanskrit texts, but in a world of fluid and 

unstable meanings, the ‘chain of signifiers’ is inexhaustible. Shared words, ślokas, 

and texts are not proof of shared meanings. The relationship between text and 

material is in fact much richer than common ‘ideals’ or ‘direct’ correlations between 

language and culture could generate. Verbal declarations are incapable of describing 

the entirety of variability in artistic material, which needs to be considered as the 

behaviour of artisans who respond to both Indianising and indigenous influences. 
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Chapter 4 – Under the Glaze 

 

4.a. Introduction 

 

“A learned disquisition on an Indian trait suggested by a Khmer statue, 
temple, or text remains just that – a discussion of India, not Cambodia – 
unless it can be shown, through demonstration of identical form and 
content, that the same complex of traits was alive in the same social and 
philosophical context in Cambodia.” (Vickery, 1998: 141). 

 

Indian culture and its material forms were not resettled in Southeast Asia. Neither 

did they furnish Southeast Asia with superficial foreign façades that belied the 

indigenous cultures underneath. Deconstruction of this complex relationship has 

in part been impeded by the temper of the argument. Vickery’s statement is 

erudite and necessary but it insists that the question of Indianisation can be 

answered by the search for analogy.1 The petition for rigorous and carefully 

considered analogy is sensible, for meaning is fluid and contextual, and especially 

perilous between disparate cultures. Although there are corporate declarations of 

‘meaning’ in texts and inscriptions, because interpretation is individualistic 

‘meaning’ does not consistently manifest itself in words or material. The pursuit 

of analogy, once discovered, also gives rise to the false dichotomy that all which 

is not Indian, must be indigenous. Yet the distinction is rarely that clear, and 

moreover is disrespectful to the agency of indigenous cultures. Another way to 

appraise the relationship between India and Southeast Asia is to consider that the 

material culture of Southeast Asia, including that which exhibits the most 

profound Indian influence, was made by Southeast Asians. Therefore the dialogue 

of difference between the indigenous and ‘Indianising’ elements of Southeast 

Asian culture can be perceived in the internal transformative processes of material 

culture across time. 

 

A restatement of Indianisation to frame internal artistic process is consistent with 

what Reynolds (1995: 430 – 436) observed as the expected historical discourse of 

a post-colonial reaction to Orientalist histories. Probably beginning in the 1930s 

                                                
1 See Chapter 3.d, 3.g. and 3.f. for a discussion of the problematic nature of direct analogy between 
India and medieval Cambodia. 
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with van Leur’s perception of Indian influence as a (1955: 95) “thin and flaking 

glaze”, scholars have repeatedly observed the paucity of evidence that suggests 

Indian influence in Southeast Asia was a cultural and administrative ‘transplant’. 

At the same time as championing ‘Greater India’, Cœdès (1968 [1948]: 33) 

similarly described the Indian influence as a “veneer”. From the Southeast Asian 

perspective Wales (1957: 111) attests to “local genius”, Wolters (1982: 55) to 

“localisation”, and Vickery (1998: 58) to “khmerization”. Yet despite 

acknowledgement of Southeast Asian agency, the greatest achievements of the 

‘classical’ civilisations were still underwritten by a supposed interpretation of an 

assumed Indian ‘ideal’.2 An alternative approach is to bypass the dependence 

upon an indeterminate ‘ideal’ and look to at the material itself. 

 

When 19th century philologists translated the Sanskrit inscriptions of Southeast 

Asia, they were duly impressed with the grammatical skill and apparent mastery 

of the secular and religious texts described. Likewise, adherence to iconographical 

conventions meant that Indian deities were quickly identified as the subjects of the 

greatest Southeast Asian sculptures. The combined level of knowledge and artistic 

skill seemed inconsistent with the level of ‘civilisation’ enjoyed by the 

contemporary inhabitants of the region. Hence the easiest way to account for the 

formation of trading networks, temple complexes, urban settlements, and vast 

empires was to refer to an external Indian inspiration. Yet, an increasing body of 

evidence regarding prehistoric Southeast Asia suggests that the region was well on 

the path to these kinds of transformations, independent of any kind of Indian 

trigger. Around 500 BCE, at the same time as the first contacts with India were 

initiated, but before an influence could manifest itself, archaeologists have 

observed changes in the material record representative of significant developments 

in Southeast Asian society. These include the emergence of different settlement 

patterns, luxury items in mortuary assemblages, and augmented craft 

specialisation and trade. These transformations were indicative of increased levels 

                                                
2 At Angkor, intelligent but flawed studies of temple layout and city planning betray a reliance on 
the textual based ‘ideal’. For example, Dagens (1994: 259) declares that Khmer temples are 
“…comme plus «indiens» que les temples de l’Inde…” [“…more ‘Indian’, than in India…”]. 
Gaucher (2002: 46 – 49, 2003: 233 - 242, 2004: 58 – 86) likewise argues that the plan of Angkor 
Thom is the Indian ‘ideal city’ realised. See also Mannikka’s (1996) problematic study of Angkor 
Wat, whose correlations between ‘cosmo-magical’ number symbolisms between medieval 
Cambodia and India are for the most part untestable. See Chapter 2.d. 
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of social complexity, which were not inevitable, but were nevertheless 

independent of any ‘ideal’ Indian influence.  

 

Trade brought Indian influences within the sphere of Southeast Asians’ 

knowledge, who selected and discarded its symbols and forms to serve the internal 

requirements of their own cultures. Particular representations were chosen and 

adapted because they resonated with indigenous cults whose supernatural powers 

also ensured rain and fertile soils. Additionally, the ‘foreign-ness’ of these deities, 

their forms, and languages conferred a sacred legitimacy both upon authority 

figures who wished to adopt them and increase their status within the community, 

and between regional rivals (cf. Helms, 1988, 1993, 1998). Because the 

transformation of Indianised material culture was the result of Southeast Asian 

behaviour, rather than seeking analogy across the Bay of Bengal, appreciation of 

the dynamic Indianisation process can be alternatively found by considering 

differences and similarities in the material itself.3 

 

4.b. Symbols and selection  

 

When the prospect of an Indian ideological, political, or religious colonisation was 

abandoned, scholarship was left to query why Southeast Asians selected ‘Indian’ 

cultural traits to denote the changes in their own cultures. Because direct 

correspondence between Southeast Asia and India is not possible, a complex and 

reflexive way of appraising the relationship that does not accept the inscriptions or 

iconography on face value is required. Additionally it must accommodate the 

dynamic and transformative processes of material culture. In Southeast Asia the 

principle role of authority figures was to ensure the prosperity of his or her 

community through the bringing of the rains, and the fertility of the soil. This 

ability was afforded by strong powers over the supernatural, and a claim to 

communicate with the ancestors and gods of the land. The Brahmanical deities 

                                                
3 By considering mainland Southeast Asian art on its own terms, Brown (1996) has provided an 
admirable realisation of this approach. His analysis of dharmacakrastambha sculptures reveals a 
significant artistic interrelationship between Dvāravatī and early historic Khmer art. This 
association is more distinct than the one with India, whose borrowed forms and meanings have 
been modified in almost every case (Brown, 1996: 69). 
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who traversed the Bay of Bengal were hence attributed with the very same sacred 

powers of fecundity that were held in esteem by Southeast Asian leaders. The fact 

that these deities and their ‘language’ originated from a geographical and abstract 

distance only served to bolster their spiritual power and sanctify the authority of 

those who professed knowledge of them. Pre-Indic legitimation of power from 

external sources is observed in the early display of exotic status symbols from Iron 

Age interments, and also possibly the distribution of the Đông So’n bronze 

culture.4 In this context, rather than looking for shared meanings to reveal the 

relationship between Southeast Asia and India, change in Southeast Asian material 

culture across time is potentially more informative. 

 

 “…both great kings and lesser tribal leaders, who are often believed to be 
the most ardent keepers of conservative ancestral traditions, may in fact be 
the first to receive representatives of new foreign faiths and customs, to 
accept new charms and protective amulets, to adopt foreign modes of 
personal deportment, official dress and regalia, and to accept foreign 
advisers, or even new political ideologies and models of rule.” (Helms, 
1988: 264). 

 

Anthropological studies have observed the tendency of cultures to privilege the 

geographically distant with a political and ideological aura that confers legitimacy 

and sacred power.5 Helms (1988: 261) has observed that in traditional societies 

esoteric knowledge has long been the select purview of political-religious elites. 

This phenomenon is distinguished in numerous cultures across the globe from 

Islamic associations between Africa and the Middle East, to Pacific islands and 

their neighbours.6 The elites’ responsibility to understand and control the forces of 

                                                
4 See Loofs-Wissowa (1983b, 1991). Đông So’n bronze culture is discussed below 4.g. 
5 Smith (1999: 11) has also considered the adoption of the ‘foreign’ in her assessment of 
Indianisation. 
6 Recent disparate, but analogous observations of this theory include the chiefs of the pre-
Columbian Andean world of the first centuries of the first millennium CE, whose contact with 
cosmographically and cosmologically distant sources was fundamental to leadership (Stahl, 2003: 
478). Likewise, the emergence of early Caddoan polities during the late twelfth century focused on 
the acquisition of imported icons of religious and political power to demonstrate their special 
relationship with the distant, dominant entities of Cahokia (Emerson et al, 2003: 305). Between 
1100 and 1300 CE West Mexican prestige goods at Paquimé came from a considerable distance 
over the Sierra Madres, indicative of developing elites at Paquimé legitimising their social position 
by importing goods and knowledge from West Mexico (van Pool, 2003: 702). Andaya (1997: 396) 
in her study of modernity in Southeast Asia argues that a fascination for unusual objects from 
distant lands and the prestige that accrues to those who hold them is particular to a Southeast Asian 
desire to be ‘up-to-date’. Wolters (1982: 45) and Reynolds (1995: 434 – 435) have similarly made 
a case for a Southeast Asian propensity for modernity. See also Helms (1993, 1998) and Thomas, 
N. (1991). 
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the universe often results in the importation of religious and political specialists 

and their iconographies from sources outside the polity in question. Magical 

powers derived from lands and peoples outside were used to legitimise the origins 

of ruling houses (Earle, 1987: 299, Helms, 1988: 132 – 134). The considerable sea 

barrier of the Indian Ocean afforded a sufficient geographical and conceptual 

distance for Indian ‘culture’ to be perceived as spiritually superior (see Mabbett, 

1977c: 160). Even if the Kau��inya(s) did not actually come from India (Vickery, 

2003 – 2004: 114) their perceived ‘foreignness’ imbued the kings of Kambuja 

with the political and religious aura of the ‘long-distant’. In medieval Cambodia 

the inscriptions record numerous unions between Cambodians and Indian 

Brahmins, which no doubt bestow an external sacred power upon the familial 

lineage (cf. Junker, 2004: 241 – 246, Wright, 1984: 41 – 75). Correspondingly, 

local authorities of early Southeast Asia imported luxury goods, and 

commissioned inscriptions and sculptures possessed with the authoritative power 

of the ‘long-distant’ to bolster their state control and sacred powers (see also 

Helms, 1993).7 

 

The idea that Southeast Asian authority figures utilised Indian symbols, rituals, 

and cultural attributes as tools to legitimise their rule was first proposed by J. C. 

van Leur. Originally published in Dutch in 1934 as Eenige beschouwingen 

betreffende den ouden Aziatischen handel, van Leur rejected any ‘Hindu 

colonisation’ and emphasised local initiative. He argued that Indian Brahmins 

were the chief disseminators of Indianisation. Indonesian rulers ‘summoned’ the 

Brahmin priesthood to their courts to legitimise their interest in international trade, 

and to organise and ‘domesticate’ their states and subjects (van Leur, 1955: 97 – 

98). For van Leur, Brahmins had enough of ‘foreign aura’ to validate and manage 

administrative rule. Wheatley (1961: 186, 1983) augmented the notion of 

legitimation by proposing ‘thearchic kingship’, where chiefs employed Indian 

cults and religious symbols not only to sanction their administration’s control of 

resources, but also provide the necessary spiritual endorsement. Equally, Wolters’ 

                                                
7 The geographical and conceptual distance between Southeast Asia and India, compared to 
Southeast Asia and China is posited as a potential reason why Brahmano-Buddhist influences 
achieved ascendancy over like Chinese sources of inspiration. Smith (1999: 18) suggests that 
adoption of a Chinese ‘veneer’ would have implied or invited Chinese control. In addition, it was 
also too close to have the requisite aura of political and spiritual authority. 
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(1982: 6 – 11, 1999: 112) ‘men of prowess’ were able to reinforce their positions, 

achieving a status surpassing their predecessors and colleagues by adopting an 

identification as ‘Śiva-like’. Gutman’s (1978: 8 – 21) analysis of early Southeast 

Asian coinage argued that the juxtaposition of Indian and indigenous symbols 

enhanced the ruler’s position at the head of a centralising and expanding economy. 

In contrast, Pollock (1996: 236 – 237) has taken issue with legitimation theory 

arguing that it suggests a knowledgibility on the part of the rulers that is 

inaccessible to the people, who were convinced to believe in ideas opposed to 

their interests. However, if the spiritual and political authority of Indian 

‘signifiers’ is regarded as attractive because of its ‘foreignness’, all strata of pre- 

and early historical Southeast Asian societies would accept the Indian cultural 

influence on the same basis. The trappings of Indian cultural influence in the 

material and epigraphic record do not appear because they were required for 

Southeast Asian society to ‘progress’ from one level of civilisation to another, but 

because they were selected to represent the transformation, they appeared, 

persisted and faded historically. The appearance of cultured Sanskrit inscriptions 

and Brahmanical and Buddhist iconography in ‘classical’ Southeast Asian cultures 

is consistent with the distribution of Đông So’n drums, and earliest importation of 

luxury goods, in that they permeate the owners with the religious and executive 

authenticity to rule. Moreover, the Indian deities who were favoured by the early 

Southeast Asian people of authority resonated with the fundamental characteristics 

of the indigenous supernatural world. 

 

“Hinduism has always been and still is the culture of the upper classes, but 
never became completely that of the masses, who were attached 
to…animism and to the ancestor cult.” (Stutterheim, 1935: 7). 
 
“…la religion fondamentale de la société khmère, sous son brillant manteau 
indien, fut le culte des eaux et du sol.”8 (Groslier, B.-P., 1958: 116). 

 

The acceptance of Indian religions in Southeast Asia has for a long time been 

attributed to the synchronicity between indigenous spiritual beliefs and the 

Brahmanical and Buddhist faiths. Paul Mus’ 1933 essay L’Inde vue de l’Est: 

                                                
8 “…the fundamental religion of Cambodia, under its glittering Indian cloak was the worship of the 
waters and the soil.” (Groslier, B.-P., 1958: 116). 
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cultes indiens et indigènes au Champa
9 stands as the seminal work on this matter, 

linking indigenous Southeast Asian religions and the more formalised Indian 

doctrines to a shared essence of ‘animism’. By ‘animism’ Mus means the spirits 

that are present in all things and all places, reserving a special place for the ‘genies 

of the soil’. Gods possessed a specific association with a locality, and when they 

were admitted to a permanent material such as a stone, the object itself was 

considered the god itself and a microcosm of the territory under its influence. The 

fertility of the communal land depended upon the ability of the community to 

service the god through the authority figure, who acted as the intermediary 

between the genie and a lineage of ancestors. In the anthropomorphisation which 

followed the overture of the Brahmanical religions, indigenous genies endowed 

with the power of creation and agrarian ritual could be re-cast as Vi��u, and those 

chthonic deities, residents of stones, were easily reappropriated as the Śiva li�gam 

(Mus, 1975: 9 – 30, Ang Chouléan, 1986: 13 – 15).10 Because these deities had 

developed their identities in an equivalent monsoon environment they shared 

analogous powers over the universe and could be identified with each other in 

different cultural locations (Mus, 1977: 110 – 121). In a 19th century example 

Chandler (1996 [1976]: 25 – 26) recounts invocations of Cambodian texts that ask 

guardian deities divided between Indian gods and local spirits for rain (see also 

Porée-Maspéro 1961: 237). Numerous ‘completely’ indigenous religious 

traditions also verify Mus’ progressive and sociologically based theories.11 For 

instance, Luce (1985, v.1: 52, v.2, pl. 12, 13) observed signs of a stone cult, 

doubtless older than Buddhism but mixed with it in the ‘Buddhist megaliths’ of 

Śrī K�etra in Burma. The worship of large stone blocks associated with ‘god of the 

land’ or the ‘dolmen belief’, is still practiced in some parts of Vietnam today (Vo 

Si Khai, 2003: 83). Brown (1996: 40) notes the pre-Indic worship of menhirs in 

Northeastern Thailand that led to the adoption and development of a Buddhist 

‘sema’ cult. The harmony between the spiritual distillation of indigenous genies 

and Indian deities to supply pastoral prosperity and fertility produced a successful 

symbiosis between the interweaving traditions. 

                                                
9 Here referred to as 1975, per the Mabbett, I. W. English translation. 
10 19th century Cambodian folk tales similarly merge Khmer stories with characters of the Brahmano-
Buddhist retinue (Chandler, 1996: 79 – 83). 
Indra and Varuna are used as important authority gods. 
11 See Chandler and Goscha (2006) regarding the intellectual background and legacy of Paul Mus. 
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The association of indigenous cults with territoriality can be observed in 

Cambodia to the end of (and beyond) the ‘classical’ Angkorian period. B.-P. 

Groslier (1998 [1974]: 125 – 126) emphasised worship of the ground as a key 

component of the pre-Angkorian and Angkorian hydraulic and agricultural 

network. First distinguished by Mus (1936: 57, 1937: 65 – 75) and then elaborated 

by B.-P. Groslier (1973), the 12th century Bayon temple MH365 reputedly 

constructed by Jayavarman VII is interpreted as an effective ma��ala microcosm 

of the Khmer empire. Designated by small inscriptions at the base of the towers on 

the first level of the superstructure, each vault sheltered gods of the various 

provinces, most probably those in the direction towards which they opened 

(Groslier, B.-P., 1973: 109 – 111, 125, see also Maxwell, 2007). Deities were 

named with the prefix title kamrate� jagat, which designated them as genies of the 

earth (Groslier, B.-P., 1973: 114, 264). Jacques (1985) has highlighted the role of 

kamrate� jagat as territorial protective deities, not unlike the contemporary nak 

tā.12 According to B.-P. Groslier (1973: 203, 213 – 215, 263), in order for the 

Khmer kings to maintain their power, especially during the introduction of a ‘new’ 

Buddhist cult as in the case of Jayavarman VII, the King must first control the 

gods of the ground. The Bayon represents the unambiguous metaphor of 

Jayavarman VII materialising his authority by assembling the territorial genies of 

the earth at his feet. Numerous additional epigraphic examples of local deities can 

be found in Vickery’s (1998: 140 – 158) study of the pre-Angkorian inscriptional 

corpus. These were largely, but not exclusively designated by the title kpoň. Both 

Maxwell (2007: 120) and Vickery (1998: 141) suggest that even some of the 

Sanskrit god-names refer to indigenous cults, translated into Sanskrit from original 

Khmer names that did not reflect Indian religious concepts or deities. The Khmer 

popularity of the Indian god Kubera is indicative of this pervasiveness of 

indigenous appropriations of foreign deities. In the Indian world, Kubera remains 

a subsidiary divinity, with his chthonic association rarely considered. In the 

Khmer world, a greater importance is attached to him and he frequently appears in 

sculptural form as the dikpāla guardian of the North (Bhattacharya, 1956: 183 – 

                                                
12 For a background to nak tā, other contemporary supernatural beings and their association with 
‘place’ in Cambodia see Ang Chouléan (1986, 1988: 35 – 41, 1995: 213 – 302) and Porée-
Maspéro (1961: 3 – 16). 
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193, 1961a: 139 – 142, Groslier, B.-P., 1998 [1974]: 122, Malleret, 1960b: 205 – 

230). Despite a ‘first-look’ pervasiveness of Indian religious iconography, 

underneath van Leur’s ‘glaze’ the deities of medieval Cambodia and Southeast 

Asia express indigenous religious concerns. 

 

An additional basis for the embrace of Indian religious forms was to symbolise 

and represent the agglomeration of communities and polities transforming into 

early ‘state’ entities. The development of Wheatley’s (1983: 326) ‘thearchic 

kingship’ was based on a strategic political ploy in the absence of the potential for 

effective centralisation. Hence, community leaders selected Indian symbols that 

were foreign to all, exclusive to none, but nevertheless confirmed their sacred 

powers to operate the universe. Mabbett (1997: 350) observed that amalgamation 

of different cultural groups required emblematic representation by chiefs who 

articulated the identity of the whole by selecting elements from the recognised 

cultural repertoire. Indian symbols were chosen because they possessed ‘foreign 

authority’ and also did not violate the ancestral cultural symbols (see Gutman, 

1977: 8 – 21, Mabbett, 1997: 352).13 Brown (1996: 71) argued that artistic forms 

moved between cultures without fixed meanings. Therefore the meaning of the 

Indian cultural and artistic vocabulary changed in each place it was selected and 

reappropriated within each indigenous group. Additionally, intra-regional 

relationships and competitions could be maintained by conversing in this 

‘vocabulary’ which differed in meaning but could be recognised in form (see 

Brown, 1996: 193). As direct analogy between India and Southeast Asian culture 

is not viable, the Southeast Asian material must be appraised on its own terms. 

The complex weave of indigenous and ‘Indianising’ traits in material culture mean 

that identifying a simple dichotomy between Indian or indigenous is problematic 

and unproductive. Acknowledging the density of this relationship is particularly 

significant when considering the material culture of ‘classical’ Southeast Asia. At 

first glance the material culture and epigraphic record of Angkor exhibits 

characteristics exhaustively Indian, yet the numerous cultural strands across and 

between the Bay of Bengal had been transforming for up to 1500 years. Southeast 

                                                
13 In the pre-Angkorian period for example, Lavy (2003: 22 – 23) argues that Harihara, a god 
representative of the union of Vi��u and Śiva was employed as an act of political expediency to 
placate both groups of adherents. 
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Asia was not an inert recipient, but a pro-active actor in the cultural negotiations 

that shaped its material civilisation. By reviewing the transformation of material 

culture such as decorative lintels through time, the internal process of artistic 

change provide a legitimate measure of the relationship between the indigenous 

and ‘Indianising’ dynamic. 

 

4.c. Archaeology and early Southeast Asia 

 

 “So we can say, without great exaggeration, that the people of Farther 
India were still in the midst of late Neolithic civilisation when the 
Brahmano-Buddhist culture of India came into contact with them.” (Cœdès, 
1968: 7 – 8). 

 

By the time this declaration had been published in English, a whole generation of 

‘new’ archaeologists were actively engaged in challenging its position (cf. 

Hutterer, 1982: 559 – 570). It is necessary to briefly revisit these studies to 

illustrate processes of selective indigenous transformation and to recognise that 

Southeast Asia before any Indian influence was not ‘backwards’, as European 

colonialists had considered. On the contrary, pre-historic burials indicate varying 

degrees of increased material wealth, stratified societies, and observable 

patternings of space. Additionally, Southeast Asians had developed significant 

terrestrial and maritime trade networks. Before the employ of archaeology, 

scholars had typically disregarded the millennium long period that led from 

prehistory to the early civilisations because it could not be studied with the 

principle academic tools of philology and art history (Manguin, 2004: 282). 

Rather than being a supposed cul-de-sac of civilisation, the Southeast Asian past 

can be characterised as a record of substantial continuity (Wolters, 1982: 15, 

1999: 170).14 B.-P. Groslier (1960: 10) supposed that a cultural group could not 

adopt important developments from another cultural group if it was not 

approximately on the same technological and social level. It was the very fact that 

the early Southeast Asian states possessed a significant tradition of socio-

economic and political organisation that attracted the attention of learned Indians 

(Wheatley, 1961: 186). Kulke (1990) has aptly coined the term ‘convergence’ to 

                                                
14 See also Christie, A. H. (1979: 282), and Solheim (1972b: 7 – 9). For the relative complexity of 
early Southeast Asian societies see Miksic (1995: 46 – 47). 
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describe the interaction of the two geographical and cultural areas. Archaeologists 

and pre-historians sought to demonstrate that the period between the Neolithic and 

the Iron Age in Southeast Asia established the foundation for the transformations 

of the ‘first civilisations’. Appraising societies according to a sliding scale of 

complexity, scholars such as Higham (1989, 2002, Higham and Thosarat, 1998) 

roughly divide the historical process from hunter-gatherer societies, to loosely 

bounded sedentary agricultural communities, societies with an increased use of 

metals, primarily copper and tin, and then finally formalised ‘city-states’.15 The 

evidence provided by these studies affirms that societal complexity was not 

triggered by contact with India. Furthermore, state development was not founded 

in a verbally based ‘ideal’, but can be observed in long and medium term time 

scales by continuity, pattern, and disjuncture in indigenous Southeast Asian 

material culture. 

 

Specialised rice cultivation is considered a substantial marker of cultural 

sophistication, and a necessary precursor to state development and centralised 

political administration. However few studies have been able to document the 

transition from hunter-gatherer societies to sedentary farming communities with 

any degree of certitude. In an early but key article Sørensen (1972: 459 – 506) had 

pinned rice agriculture in Southeast Asia to diffusionist origins in China. But from 

the excavations of Spirit and Banyan Valley Caves, Chester Gormon (1972: 79 – 

107, 1977: 322 – 355) suggested that rice horticulture began in Southeast Asia. 

Excavations at Khok Phanom Di led Higham and Thosarat to conclude that when 

the site was occupied c.2000 BCE the hunter-gatherers traded for rice from inland 

farming communities. Later stratigraphy demonstrated evidence of independent 

cultivation, including tools such as hoes and harvesting knives (Higham, 2002: 76 

– 78). Akin to rice farming, specialisation in the extraction and working of metals 

is opined as evidence of a distinct economic and societal complexity before 

Indianisation and ‘state-development’ (see White and Pigott, 1996: 151 – 175, 

Bronson, 1996: 177 – 184). In a reaction to the excessive view that Southeast Asia 

was “…a marginal area of cultural retardation…” (Movius, 1955, cited in 

Solheim, 1967: 898), Solheim (1968: 59 – 62, 1969: 125 - 139, 1972a: 154, 

                                                
15 Cf. Solheim’s (1972b: 14 – 18) division of prehistory and history into five stages: Lithic, Lignic, 
Crystallitic, Extensionistic, and Conflicting Empire. 
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1972b: 8) argued that the cultures of Southeast Asia were among the first to work 

copper and tin in the region, with bronze production beginning in the 4th 

millennium BCE. Recent studies have tempered this early date with widespread 

bronze use and dispersal established between 1500 and 1000 BCE (Miksic, 1995: 

47, O’Reilly, 2000: 1 – 19, 2003: 300 - 306). The Thailand Archaeometallurgy 

Project revealed evidence of major regional copper production in the Khao Wond 

Prachan Valley. The products of copper smelting at Non Pa Wai and Nil Kham 

Haeng dating approximately between 1500 and 300 BCE were probably traded for 

food (Mudar and Pigott, 2003: 149 – 160, White and Pigott, 1996: 151 – 175).  

 

Metal production was advanced by the expansion of regional trade networks that 

laid the foundation for the international exchanges accompanying Indianisation. 

By at least 2000 BCE and doubtless earlier, village communities participated in 

exchange systems which saw exotic goods change hands many hundreds of 

kilometres from their origins (Higham, 1989: 307). Settlement in the river valleys 

was connected to major rivers, allowing access to far reaching exchange networks. 

According to Bulbeck (2004: 319, 326) trade along the Malay Peninsula’s east 

coast may have already been established by the Neolithic indicated by the prestige 

goods found in Gua Cha graves. Bellina and Glover (2004: 70) also state that the 

Sa-Huynh culture of central Vietnam was involved in overseas trade by the end of 

the 1st millennium BCE. Furthermore, large scale development and intensification 

of bronze production represented by the distribution of Đông So’n bronze drums 

across Northern Vietnam, Southern China and mainland and island Southeast Asia 

during this period is testament to both expertise in casting technology and regional 

trade networks (Hoang Xuan Chinh and Bui Van Tien, 1980: 55 – 65, Loofs-

Wissowa, 1983: 1 - 11, 1991: 39 - 49, Pham Minh Huyen, 2004: 201). Although 

the dispersal of these artefacts suggests an exceptionally wide trading network, the 

possibility that they arrived at their destinations at a later date cannot be 

disregarded (Miksic, 1995: 53). Nguyen Viet and Nguyen Thi Oanh (2003: 81 – 

88) posit a continued development towards increased complexity from Hoabinhian 

to Đông So’nian cultures with possible evidence of social hierarchies. An oft-

considered condition of complex societies was social stratification, yet O’Reilly 

(2007: 4) observes that the nature of social structure in Bronze Age Southeast Asia 

is poorly understood. Bronze age burials in Thailand present relative homogenous 
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grave goods with few wealth symbols, making social demarcation difficult to 

discern (O’Reilly, 2000: 1 – 19, 2007: 5). Mudar and Pigott (2003: 149 – 160) 

argue that subsistence and production strategies in the Khao Wan Prachan Valley 

led to non-hierarchical, egalitarian social and economic relations. According to 

Higham (1989: 219), by the Iron Age, larger settlement sizes in the Mun and Chi 

River basins were indicative of increased social stratification. The site of Noen U-

Loke, for example uncovered interments dating around 300 – 200 BCE bearing a 

great array of grave goods and exotic trade items claimed to be representative of 

social hierarchies (Higham and Thosarat, 1998: 151 – 156, Higham, 2002: 196 – 

207, O’Reilly, 2000: 1 – 19). 

 

The existence and reliance upon text-based sources in the early historic and 

medieval periods suggested to scholars such as Cœdès (above, 1968: 7 – 8) that 

Southeast Asia before Indianisation was merely an agglomeration of ‘Neolithic’ 

agrarian communities. Indian cultural influence was the trigger and agent of state 

development. Archaeological investigation of these early cultures shows the 

continuous transformation of sophisticated economic, social, and cultural patterns 

consistent with state development and centralised political administration, at the 

same time as, but independent of, contact with India. Of note is the formation of 

significant exchange networks between the pre-Indianised political entities. These 

links were undoubtedly mercantile, but also probably involved the exchange of 

concepts of political organisation and administration (Jacq-Hergoualc’h, 2002: 

75). 

 

4.d. International exchange and exotic goods 

 

Excavation of Iron Age interments primarily in Thailand show that at the end of 

the 1st millennium BCE there existed a significant demand for prestigious items of 

consumption and adornment. These were satisfied by extensive, intensifying and 

dynamic intra-regional exchange networks (Bellina and Glover 2004: 70). By the 

early 1st millennium CE trade networks now included regional and international 

maritime routes, and command of foreign prestige goods became essential to the 

political economies of Southeast Asian polities (see Junker, 2004: 233 – 241). 
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Growth of long-distance trade was coupled to Indian contact and Indianisation 

(Bellina and Glover 2004: 68, Manguin, 2000: 151, 2004: 283), yet the 

assumption that cultural change inevitably accompanied trade must be considered 

with caution (Miksic, 1995: 55). Moreover, trade was one important factor, which, 

in addition to sedentary agriculture and craft specialisation favoured social 

complexity. Emerging social stratification encouraged elites to consume, display, 

and utilise exotic status symbols, which the Indian market could supply (Miksic, 

2004: 238). Overseas commerce allowed Southeast Asians to select material 

culture and also interpret Indian ideas that best represented the distinct 

transformations in their own cultures. 

 

Beginning with textual sources alone, Wolters’ Early Indonesian Commerce 

(1967) underscored entrepreneurship in early coastal polities to account for the 

rise of Śrīvijaya. Recent historical and archaeological studies have similarly 

emphasised Southeast Asian mercantile initiative and seafaring technology 

(Manguin, 1980, 1996, 2000, 2002, 2004). Other scholars have suggested the 

intensity of interaction was primarily due to internal Indian factors. The rise of the 

Gupta Empire, with its emphasis on the Hindu tradition encouraged the 

‘commerce friendly’ missionary zeal of Buddhism to seek new horizons (Jacq-

Hergoualc’h, 2002: 96, Manguin 2004: 303, Ray, 1994, Smith, 1999: 12 – 13). 

Material evidence of interaction between Southeast Asia and India begins around 

the 4th century BCE. Anthony Christie (1979: 284 - 286) points out that these 

artefacts of contact are scant verification of any real degree of Indianisation (also 

Manguin, 2004: 284 – 285). Rather, they were selected exotic objects chosen to 

affirm and establish the status of the owner (cf. Helms, 1993). Among the rarer 

items is an ivory comb from Chansen, in Ta Khli district, western Thailand dating 

to sometime between the fourth century BCE and first century CE. Of apparent 

Indian origin, the comb depicts a ha�sa on one side, and a pair of horses below of 

a row of auspicious symbols on the other (Bronson and Dales, 1973: 28 - 30). 

Boisselier (1965: 27 – 30) notes the discovery of a third century CE Roman 

copper coin found in U-Thong, Thailand. Bearing the mark of Emperor Victorinus 

(268 – 270CE) the coin is supposed to have been brought to Southeast Asia by 

Indian trade. Distinctive South Asian ‘rouletted ware’ ceramics found in numerous 

contexts in Southeast Asian excavations were agreed as early indicators of 
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bourgeoning international dealings. Walker and Santoso (1980: 228 – 235) were 

the first to identify three rouletted ware bowls dating to the first or second century 

CE from the Buni sites of Kobak Kendal and Cibutak on the north coast of Java. 

Moulded pottery and rouletted ware found at Sembiran on the north coast of Bali, 

together with a shard incised with graffito in Brāhmī or Kharo��hī script indicate 

that contact was well underway by the first century CE (see Ardika and Bellwood, 

1991: 221 – 232, Ardika et al, 1993: 101 – 109). Rouletted ware ceramics have 

also been found as far east as Central Vietnam at Tra Kieu dated in contexts as 

early as the first century BCE (Prior, 1998: 94 – 110). Agate and carnelian beads 

similarly illustrate examples of early interaction between Southeast Asia and 

India. The site of Ban Don Ta Phet in the lower Menam Chai Phraya valley of 

Kanchanaburi province in Thailand has yielded the most diverse and best dated 

glass beads, suggesting exchanges between the two areas may go back before the 

Christian era (Glover, 1990: 139 – 184). According to Francis (2002) and Bellina 

(2001, 2003: 286 – 297) the skill necessary to work agate and carnelian suggests 

that Indian craftsmen brought their techniques to Southeast Asia, whence local 

workshops began manufacturing their own products. One such local workshop has 

been recognised at Khlong Thom on the southwest coast of Peninsula Thailand 

(Veraprasert, 1992: 149 – 161). Materials analysis of numerous bead samples 

suggests to Dussubieux and Gratuze (2003: 147) that trade in these items went 

both ways. As there was no cobalt available in India, Indians brought it in from 

China and Southeast Asia, as well as importing this from the Mediterranean 

(Dussubieux and Gratuze, 2003: 147). Despite only one season in 1944, before 

being interrupted by the Japanese military, the EFEO excavations at Oc Eo led by 

Louis Malleret uncovered over ten thousand artefacts in one of the richest sites 

known in all of Southeast Asia (Malleret, 1959a, 1960a, 1962, 1963).16 Amongst 

the items recovered were the largest ever quantity of glass beads in a single site, 

indicative of both importation and local manufacture (Bellina and Glover, 2004: 

75). 

 

                                                
16 These artefacts included numerous items of Indian provenance and those suggestive of trans-
Indian Ocean trade. See Benisti (2003 [1970]: 10 – 12) and Miksic (2003: 18 – 22) for good 
summaries of the finds at Oc Eo. See below 4.e.  for continued discussion of Oc Eo. 
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International trade nurtured the relationship between the two regions, but it was 

the Southeast Asian technological proficiency for building seafaring ships that 

initially made contact possible and ensured an enduring interaction. Evidence of 

trading initiative furnishes Southeast Asians with responsibility for their own 

cultural transformation, rather than being passive recipients of external catalysts. 

As maintained by Smith (1999: 5), in the early centuries CE it was not necessary 

for Indians to seek out trade in Southeast Asia, for this would have duplicated 

existing trade networks with the Mediterranean. Additionally, Indian seafaring 

expertise seems to have been limited. Solheim (1993: 125 – 128) found no 

evidence of a maritime tradition in India before the Cholas, around the middle of 

the first millennium CE (see also Kentley 1996: 247 – 260, and McGrail, 1996: 

225 – 238). On the other hand, support for early ocean-going capabilities from 

Southeast Asia is compelling. There is archaeological evidence for large trading 

ships built in Southeast Asia using local techniques and traversing Asian oceans 

from as early as the third to fifth centuries CE (Manguin, 1980: 266 – 276, 1996: 

185, 2004: 283). The Chinese texts of the Funan period specify that when 

travelling by sea south beyond northern central Vietnam it was necessary to take 

Southeast Asian ships (Vickery, 1999b: 4, also see Wang Gungwu, 1958, Paris, 

1952: 267 – 278). Southeast Asian enterprise in seafaring boat manufacture and 

forging international trading networks is illustrative of innovation and looking 

beyond its shores. At the dawn of the Christian era a growing taste for trade in 

foreign goods, as seen in the material record, points to an emergent social 

stratification and increasingly complex societies. However trade, like 

Indianisation, did not beget social complexity, but was the consequence of internal 

transformations of Southeast Asian societies. Moreover, the appearance of 

imported beads and luxury items were a significant indication of contact, but they 

do not designate understanding or adoption of Indian religious or political 

practices. The development of complex subsistence patterns, a prospering regional 

and international trade, and markers of an emerging stratified society are 

demonstrative of internal Southeast Asian innovation and transformation. 

Occurring before, and on the cusp of contact with the sub-continent, Indian 

influence can scarcely be regarded as the trigger for the materialisation of the 

early and ‘classical’ kingdoms. 
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4.e. Early Kingdoms and Urbanisation 

 

The association between India and Southeast Asia was extensive and dynamic, yet 

most research has focused upon the presumed apogee of the relationship during 

the ‘classical’ period. A significant gap in the understanding of these cultural 

networks exists during the early to mid centuries of the first millennium CE, or 

what Stark (1998, 2004, 2006, Stark et al, 1999, Stark and Bong Sovath, 2001) 

refers to as the ‘transition to history’. Emerging during this period, the sites of Oc 

Eo and Angkor Borei were offered as examples of an ‘urban revolution’ and the 

development centrally controlled political hierarchies (e.g. see Wolters, 1982, 

1999, Wheatley, 1983). Scholars have long considered ‘urbanisation’ a necessary 

condition of cultural complexity (see Childe, 1951). However, in addition to the 

inadequacies presented by this linear perception of social development, definitions 

of urbanism are difficult where few concrete characteristics can be used to 

distinguish ‘urban’ from ‘non-urban’ (Miksic, 2001: 92). Because the Southeast 

Asian example of ‘urbanisation’ did not conform to conventional norms, the 

external Indian cultural influence was regarded as the principal agent of state 

development. Wolters (1982: 13) believes that scholars have traditionally 

overstated the Indian influence in ‘state formation’. During the first centuries of 

the first millennium, continued and expanded international trade confirms that 

these centres were possessors of significant wealth. Hydraulic infrastructure and 

buildings in durable materials likewise indicate some form of centrally organised 

administration (e.g. see Wolters, 1982, 1999, Wheatley, 1983). These 

transformations were accompanied by a proliferation of epigraphic and material 

culture with a strong emphasis on selected Indianised representations of power, 

knowledge and legitimation.17 To account for the concurrence of political 

hierarchies, large settlements and an abundance of Indian cultural signifiers, a 

deterministic link between them was created. ‘Normalisation’ of the early historic 

past does little to explain the multifaceted processes by which local societies 

chose, discarded and adapted the cultural influences and symbols available to 

them. 

 

                                                
17 For example the selection and adaptation of Vai��avite iconography, see below 4.g. 
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Urbanism has been a favourite topic of pre-historians, historians, geographers and 

archaeologists who habitually associate it with notions of ‘civilisation’ and ‘state 

development’. Yet the complexity of understanding ‘urbanism’ in Southeast Asia 

is compounded by the fact that Southeast Asian examples do not correspond to 

archaeological models as seen in other parts of the world (Miksic, 1995: 57).18 

According to Solheim (1970: 158, 1972b: 17) by the first millennium BCE there 

were quite a number of large villages in northeastern and central Thailand 

representative of the beginnings of urbanisation. At the same time as regional 

exchange networks were emerging, the ‘new’ settlement pattern comprised of a 

ring, or rings of soil embankments surrounding an artificially raised central 

mound. Approximately two hundred ‘circular sites’ were located on the Khorat 

plateau with the aid of remote sensing (see Moore, 1988, Williams-Hunt, 1950: 30 

- 37). In Cambodia, circular sites known as Banteay Kou or ‘Moi (savage) forts’ 

are renowned in the ‘red soil’ areas of eastern Kampong Cham province (see 

Groslier, 1966: 195, Malleret, 1959b: 409 – 434, Mourer, 1994: 143 – 195, Heng 

Sophady, 2003: 481 - 486). Recent dating of Krek 52/62 suggests that the 

Cambodian earthworks date to the first millennium BCE (Albrecht et al, 2000: 20 

– 46), although surface finds and other dated samples were suggestive of an earlier 

occupation (Dega, 1999: 181 – 190, Groslier, 1966: 195, Malleret, 1959b: 409 – 

434). Links between the Thai and Cambodian sites were unlikely, and the purpose 

of the encircling moats and ramparts is uncertain. Nevertheless, a transformation 

in settlement pattern appears indicative of social stratification well underway 

before Indian influence is apparent.  

 

If Iron Age and circular sites were tentatively offered as the beginnings of a 

mainland Southeast Asian tendency towards ‘urbanism’, then their association 

with ‘state development’ is far from assured. Part of the problem, as pointed out 

by Miksic (1995: 57, 2001: 92) is the difficulty of ascribing a suitable definition to 

Southeast Asian ‘urbanism’ so that it can be measured with archaeological 

correlates (see also Christie, Jan Wisseman, 1995). The geographer Paul Wheatley 
                                                
18 The ‘city’ of Angkor can be offered as one such anomaly. As the seat of administrative, political 
and symbolic power, the low density urban settlement stretched across one thousand square 
kilometres with great tracts of agricultural land an integral part of its fabric. There appears an 
extremely complex association between the immense canal network and irrigation of the city’s 
villages (Evans, 2002, 2007, Fletcher et al, 2003: 107 - 121, Fletcher and Pottier, 2002: 23 - 27, 
Pottier, 2000b: 99 - 119). 
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considered urbanisation as an agglomeration of numerous signifiers including 

buildings, institutions, patterns of land use, and divisions of labour. More 

nebulous markers included “a generalised level of socio-cultural integration” and 

centrally organised administration that maintained “a sphere of compliance and 

control” (Wheatley 1983: 20). For Wheatley (1979: 288 – 303, 1983: 307, 326) 

the importance of Hindu religious culture in the development of urbanism was 

paramount. He proposed the role of ‘thearchic kingship’, where chiefs employed 

Indian cults to legitimate their administration’s control of resources. To 

accommodate their power based upon a new and different social and economic 

foundation, the village chiefs adapted the Indian political structure already in their 

midst. This concurs with Kulke’s (1991: 3 – 22) assessment that ‘urbanisation’ 

was a factor of late state development. In reference to Central and Eastern Java, 

Jan Wisseman Christie (1991: 40) is doubtful that urbanisation can be coupled 

with state formation in any way. Moreover, Wheatley’s thesis is problematic as 

many of the factors that were associated with his ‘urbanism’ were evident in the 

Iron Age before the Indian influence was present to account for it. Consensus on 

the definition of ‘urbanisation’, or even its association with ‘state development’ 

may be idealistic. There is little doubt however, that the emergence of trading 

states, with substantial building and irrigation infrastructures, and hierarchical 

political arrangements in the early centuries of the Christian era were consistent 

with cultural transformations stretching back a millennia or more.  

 

Oc Eo is regarded as a principle site of the polity known from Chinese records as 

Funan. Originally excavated by Malleret and the EFEO in 1944, the Vietnam 

Institute of Archaeology resumed investigation in 1979, culminating in an ongoing 

Franco-Vietnamese project from 1997 focusing systematic excavations on the 

floodplain of Oc Eo, and the slopes of the neighbouring Mount Ba Thê (Manguin 

2004: 291). C14 dates place settlement between the mid 1st to mid 3rd centuries 

CE.19 And by the 5th century, recovered material culture suggests that the 

thalassocracy was a fully-fledged trading city-state, regularly sending and 

receiving embassies to and from India and China (Manguin 2004: 291 – 296). 

Additionally, excavation has supplied evidence of a large geometrically planned 

                                                
19 Other ‘Oc Eo’ cultural sites in the Mekong delta suggest analogous complex occupation after 
500BCE (see Dao Linh Coan, 1998: 111 - 117, and Trinh Thi Hoa, 1996: 121 - 134) 
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city, replete with edifices constructed in both robust and non-durable materials. 

This infrastructure was also accompanied by the appearance of material culture 

with an Indian provenance, and reference to Brahmins at Funan in Chinese 

histories (Malleret, 1959, 1960a, Manguin 2004: 291 – 296, Wheatley, 1983: 320). 

Therefore Malleret’s assertion that; 

 

“L'événement qui a dominé l'histoire ancienne du Transbassac apparaît 
essentiellement comme un ensemble d'actes de subordination d'un peuple à 
un autre, impliquant une évolution rapide, par l'effet d'une discipline 
étrangère qui est ici d'origine indienne.”20 (Malleret, 1962: 324). 

 

was a logical conclusion. But it did not take into account, or have evidence for the 

long series of developments that enabled Southeast Asians to transform 

themselves from agrarian communities to ‘city-states’. The technology and 

inspiration behind the extensive Oc Eo canal network initially detected by Paris 

(1931: 221 – 224) and then surveyed by Malleret (1959a: 117 – 124) was thought 

of southern Indian design (Malleret, 1962: 324, note 3, and Groslier, B.-P., 1962: 

56).21 A paddle and two wooden posts sampled from the bottom of the axial canal 

that runs through Oc Eo were recently dated in a range from the 2nd to 6th centuries 

CE (Bourdonneau, 2003: 270). This suggests that the canal was active before and 

during the first appropriations of Indian symbology. The canal network provides a 

suggestion of institutionalised central leadership with the ability to command a 

substantial labour force, and evidence of an Indian origin is unconvincing. The 

earliest historical reference Wheatley could find for Indian canals dated to the first 

half of the 6th century. Furthermore, South Indian canals traversed more 

diversified terrain, and the purpose was clearly irrigation (Wheatley, 1983: 137- 

140, 278 – 279). Current archaeological investigations at Angkor Borei 

corroborate the construction of major infrastructure in the Mekong delta during 

the first centuries of the first millennium. Angkor Borei in present day Takeo 

province was an important urban centre of the Funan polity (see Stark, 1998, 

2003, 2004, 2006, Stark and Bong Sovath, 2001, Stark et al, 1999). This site has 
                                                
20 “The event which dominated the ancient history of Transbassac primarily seems like a whole of 
act of subordination of one people to another, implying a rapid evolution, by the effect of a foreign 
discipline which is here of Indian origin.” (Malleret, 1962: 324). 
21 In a later publication B.-P. Groslier (1998 [1974]:106) observes that the water control network 
was not of Indian origin, noting a parallel system of water management celebrated in Pallava 
inscriptions. 
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similarly revealed numerous brick structures and items of trade and prestige 

(Stark, 2001, 2003, Stark et al, 1999: 23 – 25). Oc Eo and Angkor Borei were 

linked by means of the longest canal of the ‘Oc Eo’ culture that stretches over 

eighty kilometres. Thermo-luminescence dating of anthropogenically reset canal 

sediments from Angkor Borei provide date estimates of the 1st millennium CE 

(Sanderson et al, 2003: 1111 – 1121), associating the construction of the canals of 

Angkor Borei to those of Oc Eo and the ‘state’ of Funan.  

 

Despite confirmation of substantial infrastructure Miksic (2003: 9) is circumspect 

on the likelihood that Funan was a centrally governed bureaucratic state with an 

established system of succession. As Southeast Asian polities exhibit 

contradictory traits and do not follow mono-directional trajectories it is difficult to 

delineate them by conventional definitions of urbanism and state development 

(see Miksic, 1995: 57, 2001: 92 – 94). At Oc Eo and Angkor Borei there was 

considerable investiture in structures made of durable materials and large-scale 

hydraulic works. Such foundations required the commitment of significant 

resources, with the requirement of surplus funds, and confidence that the ventures 

would continue to reap economic, political and spiritual prosperity. Additionally, 

the material record also contained imported and locally produced signifiers of 

wealth and social stratification consistent with analogous sites in mainland 

Southeast Asia. These combined factors provide sufficient evidence of state level 

organisation and social demarcations. Although little historical and epigraphic 

evidence can be offered to provide verification for political and economic 

development in the first centuries of the 1st millennium, at least by the time of the 

first indigenous Khmer inscriptions in the early 7th century CE, local political 

hierarchies were complex and well developed (Vickery, 1998). Whilst the concept 

of Funan as a state does not correspond to known historical and archaeological 

models, it is not necessary to defer to the Indian cultural trigger. A supplementary 

method of exploring the interaction between the local and ‘Indianising’ elements 

of medieval Khmer culture is to consider the process of selection, use, rejection 

and transformation of material culture. 
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4.f. Inscriptions and statecraft22 

 

The earliest ‘dated’ inscriptions of Southeast Asia are frequently presented as 

markers of the adoption and comprehension of Indian language and script. 

Furthermore, reference to Indian administrative, political and hierarchical 

concepts and ‘ideals’ in these texts have been understood to similarly represent 

their implementation (for example see Cœdès, 1968: 40, Majumdar, 1932: 127, 

Manguin 2004: 292). The many inscriptions inscribed on the doorjambs of 

Angkorian monuments are testament to the power and authority of the written 

word in medieval Cambodia. B.-P. Groslier (1998 [1974]: 120) called them 

“posters of stone”23, and like decorative lintels they watch over all who pass 

through temple gateways, seemingly enlightening and binding temple visitors to 

the contents of their ślokas. Wolters (1999: 118) gives particular pre-eminence to 

the power of the word in early Southeast Asia, especially the command imbued by 

the royal voice. Chandler (1993: 22) observed that in a world of transient 

materials the commitment of text to the permanence of stone was a significant 

symbolic act. Inscriptions served a dual role of allowing the medieval Khmer to 

speak to their ancestors, and legitimising ownership of land in the eyes of the 

gods. Even in 19th century Cambodia, manuscripts were highly potent objects of 

religious significance, which acquired a value beyond the words contained therein 

(Edwards, 2007: 105). The Sanskrit inscriptions brandished undeniable spiritual 

and grammatical power, but their reliability as documents of state administration 

are questionable. According to Pollock (1996: 223) the Sanskrit of the Khmer 

inscriptions had only one audience, the gods. The elite who knew Sanskrit were 

too small in number to account for their use. As they are only found on temple 

sites, their geographical distribution is too small to be considered a means of real 

administrative communication. The Sanskrit inscriptions of Kambuja and 

Southeast Asia did not articulate material power, but pronounced aesthetic power 

very clearly. The fact that the majority of the Southeast Asian populace did not 

                                                
22 In this context, the widespread Buddhist votive epigraphy, for instance the Pyu and Dvāravatī 
inscriptions from around the 6th to 8th centuries CE are not considered. 
23 «affiches sur pierre» (B.-P. Groslier, 1998 [1974]: 120). Also see Bergaigne (1893: 413 – 415) 
on the inscriptions related to Yaśovarman’s aśramas. 
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understand the contents of the text did not prevent inscriptions from fulfilling their 

function as a symbol of authority and legitimation. 

  

The Võ Cạnh inscription discovered in 1885 at Nha Trang is considered to be the 

first example of Sanskrit committed to stone in mainland Southeast Asia. The stele 

is offered as an example of a thorough knowledge of Indian religious philosophy, 

indicating ‘Indianisation’ of the ruling elite (see Cœdès, 1940: 484 – 488, 

Filliozat, 1969: 107 – 116, Jacques, 1969: 117 – 124, Majumdar, 1927b: 1 – 3, 

1932: 127). Palaeographic analysis dates the inscription to sometime between the 

late 1st and the early 5th century CE. According to Bhattacharya (1961b: 219 – 

224) it bears closest similarity to the script of the Ik�vāku dynasty in Andhra 

Pradesh, active in the 3rd century CE. Despite the first appearance of this script in 

Southeast Asia, there is little doubt that it is referring to a local kingdom. Invoking 

the rule of king Śrī Māra, the first verse proclaims his mercy to the people (prajā), 

and his first victories (prathama vijaya), whilst sitting on his throne in the midst of 

his own kinsman (śvajana). The inscription also refers to other ‘Indian concepts’ 

of political administration such as ‘royal lineage’ (rājakula), and the heads of the 

minor lineages (rājaga�a) (Filliozat, 1969: 107 – 116, Jacques, 1969: 117 – 124). 

But the extent to which these Indian ‘ideal’ signifiers were understood or 

implemented is uncertain. More likely, command of the inscription in a foreign 

language acted to increase the status of Śrī Māra’s community and confer 

symbolic authenticity upon his reign (see Kulke, 1990: 19 – 20). The terms used 

represented the most apt Sanskrit expressions to convey the claims of the King 

and describe the local system of bureaucracy. 

 

The Kutei inscriptions of Muara Kaman in Eastern Kalimantan supply another 

group of early inscriptions supposedly showing the first steps towards state 

formation and the transition from chieftaincy to early kingdom (Kulke, 1990: 17 – 

20, 1991: 4 – 5). Dating to about 400 CE, the text tells the story of three 

generations of community leaders who apparently employed Sanskrit and ‘Indian’ 

titles, systems of government, and rituals. The reigning king, Mūlavarman is said 

to have assumed the title rājā, subjugated neighbouring chiefs (karadā), invited 

Brahmins to ‘come hither’, and conducted rituals called Vaprakeśvara at the ‘most 

sacred’ place (pu�yatama k�etra). The exact nature of the ritual probably 
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associated with Śiva (iśvara) is unclear, nevertheless Casparis (1986: 242 – 255) 

believes it is “a truly Indonesian ceremony”. Mūlavarman and his father 

Aśvavarman both took Sanskrit names, however the family elder, endowed with 

the posthumous title ‘Lord of Men’ (narendra), bore the Indonesian name, 

Ku��u�ga (Casparis, 1986: 242 – 255, Cœdès, 1968: 24, 52 – 53, Kulke, 1990: 17 

– 20, 1991, 4 - 5). Quoting Jan Wisseman Christie’s PhD dissertation, Vickery 

(1998: 58) notes that whilst the same inscriptions speak of the bestowing of 

characteristically Indian gifts to the summoned Brahmins of land, ghee, sesame 

seeds, and between 20,000 to 70,000 cows, they were offered in the least likely 

place (see also Maxwell, 2007: 76 – 80). Eastern Kalimantan was forested region, 

sparsely populated without traditions of cattle herding, in which context the gift of 

cows must have been virtually meaningless. Moreover, Christie observed; 

 

“...the indigenous political elite for whom these inscriptions were engraved 
cannot either have been able to read the script or have understood the 
language in which they were written”. (Christie, Jan Wisseman, 1982: 26 – 
27, quoted in Vickery, 1998: 58). 

 

Whilst these early inscriptions seemingly describe Indian ‘models’ of political 

administration, this is not enough evidence to suppose the Southeast Asian 

societies described were actually consolidated bureaucratic states with rules of 

succession, or that they employed versions of the foreign ‘ideals’. When the 6th 

century CE Chinese dynastic history, the Liang Shu recorded that on his arrival to 

Funan the second ‘mythical’ Kau��inya “changed all the laws according to the 

customs of India” (Cœdès, 1968: 56, Pelliot 1903: 269, Wheatley, 1983: 320) little 

supporting evidence can be provided to reveal what these ‘customs’ or their 

pragmatic implementation involved (cf. Christie, A., 1970: 6). Furthermore, it 

assumes that there were no indigenous systems of political administration or 

bureaucracy, as if there existed a vacuum waiting to be filled. According to 

Vickery (1999b: 4) the little erudite research that has been conducted on pre- and 

early historic administrative organisation in Cambodia shows that very little 

derived from India at all. An inscription from the site of Kdei Ang MH33524 dated 

to CE 668, refers to a king with ministers versed in both the Dharmaśāstra and 

Arthaśāstra (Barth, 1885: 67). But formally proclaiming these principles of 

                                                
24 K. 53 
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governance does not mean that they were implemented (Wheatley, 1983: 263, 

307). The Sanskrit terms probably refer to types of knowledge rather than specific 

texts (Vickery, 1998: 418). Indigenous transformations of political administration 

are similarly observed in the Southeast Asian subversion of the ‘ideal’ 

k�artriya/brāhma�a caste divisions to rule and legitimise rule through ritual (e.g. 

see Filliozat, 1966: 97, Mabbett, 1977a: 429 – 442, 1977c: 154, Wheatley, 1961: 

51 – 55, 1983: 298). In early and medieval Southeast Asia, community chiefs, in 

addition to having political authority, were also imbued with spiritual power (see 

Vickery, 1998: 192). 

 

In his analysis of the old-Khmer pre-Angkorian epigraphy, Vickery (1998) details 

an established political hierarchy expressed entirely in the medieval Khmer 

indigenous language. Formalised rankings indicate a long tradition of 

administrative bureaucracy independent of Indian influence. The most frequent 

official designation of hierarchy in the old-Khmer epigraphic corpus is the Mon-

Khmer title poň. Holders of this office typically occupied high status positions of 

rank and were political and cult functionaries. There is some evidence that the 

designation was additionally hereditary (Vickery: 1998: 86, 190 - 191). For 

Vickery (1998: 200) poň were, in origin, the elite ruling chiefs of early 

communities, who during the formation of polities and stratified societies assumed 

official offices of authority. The point is that amongst the other pre-Angkorian 

titles of rank, including mratāň and kloň, the tendency for the development of 

political and social hierarchies was not the result of an Indian trigger, but an 

internal transformation. In this view, the legacy of the ‘–varman’ suffix, like poň, 

was a measure to legitimise transmission of political influence and hereditary 

assets, rather than an adoption of an Indian ‘ideal’. As early as the 5th century, 

coastal poň with access to the accompanying wealth of maritime trade were 

adopting Indic names. By the early 7th century inland poň were adopting the same 

practice. This development was not restrictive or absolute, as in the 7th century 

there were still poň with native Khmer names (Vickery: 1998: 19 – 21).  

 

Put together, the first appearances of Sanskrit in Southeast Asia do not imply that 

indigenous cultures, or their chiefs, had an understanding of the language or the 

texts that were chiselled on the commemorative stones. Commission of these 
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emblematic works, like the acquisition of exotic Indian trade goods, the exchanges 

of Đông So’n drums, or the early carving of Brahmanic sculpture25, were intended 

primarily as symbols to increase the status of the patron within the community and 

in comparison to rivals. The presence of an inscription was the act of legitimation, 

not exclusively to convey its content (Kulke, 1990: 18 – 20). Given their general 

grammatical correctness, vocabulary and palaeographic style, the early 

inscriptions were probably inscribed by Indians26 who were able to assist the 

rulers and chiefs in their selection of Sanskrit signifiers best representative of their 

claims to authority. The ability to ‘summon’ Brahmins (see van Leur, 1955: 98) 

and to have these works commissioned is illustrative of significant power, 

although as indicators of a hierarchical political administration or ‘state-

development’ the texts alone are best considered with prudence (cf. Miksic, 1995: 

57, 2001: 92 – 94). The presence of material culture indicative of social 

stratification, major works of infrastructure, and distinct settlement patterns are 

suggestive of the beginnings of ‘state-development’ in the early centuries of the 1st 

millennium. Kulke (1990: 18) proposes that the possession of inscriptions in an 

apparent ‘illiterate’ society is another indicator of social change. In terms of 

reliable textual evidence, in Cambodia it is not until the early 7th century CE that a 

highly developed, tiered, political administration is observed in the indigenous 

language inscriptions (Vickery, 1998). Śrī Māra, Mūlavarman, their kinsmen, and 

subjects need not have been able to read the Sanskrit epigraphy for the symbolic 

utility of the inscription to have served its purpose. The epigraphy of ‘classical’ 

Angkor testifies that by the 9th century (and probably earlier) literary, philosophic 

and religious Sanskrit culture had achieved levels of remarkable learning amongst 

the intelligentsia of medieval Southeast Asian societies. Nevertheless, irrespective 

of their content the inscriptions continued to function as fundamental symbols of 

learning and power. The symbolic value of committing chisel to stone in Sanskrit 

must have been very great, for the audience of these inscriptions was always very 

small.  

 
                                                
25 See below 4.g. 
26 The Buddhagupta and Kampong Sungai Mas inscriptions of the late 5th century from Jiecha 
(South Kedah) on the west coast of the Malay peninsula provide interesting exceptions. The crude 
quality of fabrication suggests that they were made by local craftsmen with little experience of 
epigraphic manufacture, who were additionally totally ignorant of the language used. (Jacq-
Hergoualc’h, 2002: 214 – 223). 
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4.g. Sculptures and authority 

 

Like the early inscriptions, the first plastic representations of Indian deities in 

Southeast Asia have been considered representative of an adoption of ‘ideal’ 

Indian religious philosophy. The principal iconographical attributes of each figure 

usually allow a simple identification with an Indian deity, yet in form and 

morphology the images are unmistakably Southeast Asian. Sculptures rendered in 

sandstone make their first appearance in the 5th century CE, but it is not until the 

7th and 8th centuries CE that apparently homogenous forms proliferate in many 

regions of mainland and archipelago Southeast Asia. Brown has argued; 

 

“...that the earliest Southeast Asian sculptures shared more stylistically and 
iconographically among themselves than they did with their Indian sources, 
and we should look at early Southeast Asian sculpture as a whole to 
understand its development.” (Brown, 1992: 42). 

 

With this in mind, the sculptures can also be considered in terms of broader 

material culture such as inscriptions and the trade of luxury goods. Like these 

items, it is argued that the early sculptures articulate an aesthetic of power. 

Amongst the early ‘chiefdoms’ of Southeast Asia the necessity for the symbol did 

not change, only its form. From amongst the milieu of representations available to 

Southeast Asia, ‘Indian’ deities were selected not only because their ‘foreignness’ 

conferred authority upon the owner, but also because they supplemented the 

supernatural requirement of Southeast Asian figures of authority to ensure 

agricultural prosperity. In this regard, sculptures, and material culture with the 

requisite amount of ‘aesthetic power’ were invaluable tools of consolidating 

political and religious power over an area. The manifest ‘standardisation’ of forms 

allowed the community leaders to connect to a regionally acknowledged network 

of regalia. Additionally, by examining the differences between the Southeast Asia 

sculptures, indigenous transformation can be recognised. 

 

The Đông So’n chiefdoms of the Red River delta and the valleys of the Ma and Ca 

rivers in Northern Vietnam and Southern China produced some of the most superb 

examples of early bronze manufacture in all of Southeast Asia. In particular, the 

bronze drums are excellent examples of this artistic and technological aptitude. 
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Such is the significance of these pieces is that ‘Heger-I’ type drums can be found 

in every major region of Southeast Asia, from Southern China to Eastern 

Indonesia. The Philippines and Borneo are the only locations where no Đông So’n 

drums have been found. Dating as early as the 5th century BCE through to the 1st 

century CE, the drums are presented in a regional context as items of artistic 

material culture imbued with the symbolic authority to confer legitimate political 

power. According to Loofs-Wissowa (1983a: 2 – 3, 1991: 47) amongst the 

dispersed communities of Southeast Asia, each ‘exotic’ Đông So’n drum 

represented an ‘official’ mandate that realised each chief’s right to government. 

To emphasise the regal importance of Đông So’n drums, Loofs-Wissowa (1991: 

45, 1983b: 414 – 415) considered that there could not have been ‘trade’ in these 

emblems. Rather, they were bestowed by a religious or ritual authority to chiefs 

deemed worthy of this honour, or who actively sought it. Drums were distributed 

throughout Southeast Asia via the ‘missions’ of tribal chiefs, who in the act of 

procuring a drum became ‘kings’ and were integrated into a regionally recognised 

politico-religious system (Loofs-Wissowa, 1983b: 414, 1991: 47). Conversely, if 

the drums were ‘prestige’ trade items, their certain cachet ensured the capacity of 

the owners’ to justifiable political and symbolic power. The symbols cast onto the 

drums reiterated the chiefs’ obligation and ability to maintain fertility for their 

dominion. Water birds, ritual boat races, and frogs affirmed and consolidated the 

capability to bring monsoon rains and guarantee prosperity for the community 

(Loofs-Wissowa, 1983a: 2 – 3, 1991: 47, Xiaorong Han, 2004: 19 – 20). In 

addition to the drums, other bronze artefacts from Đông So’n culture could also be 

considered as symbols and vessels of authority. Jacq-Hergoualc’h (2002: 77) 

identified four bronze bells unearthed in Malaysia that could be associated with 

rituals of regalia. An echo of the selection and employ of ‘exotic’ Đông So’n 

drums as ‘symbols of office’ was a tolerant approval of ‘Indianised’ material 

culture and inscriptions which served the same purpose. As international trade 

expanded the Southeast Asian conception of geographical distance, objects and 

ideas from further afield were especially apt at fulfilling the conceptual and 

cosmological requirements to impart magical authority. 

 

The appearance of Brahmanical sculpture in Southeast Asia from around the 5th 

century CE indicates the service of these religious traditions to manifest plastic 
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symbols of authority. Principally in the form of Vi��u, commission and possession 

of these early images, like exotic goods, Đông So’n drums and inscriptions 

allowed the chief or ruler to associate themselves with an authentic and foreign 

bestower of religious and political power. It was the ruler’s responsibility to 

guarantee prosperity for the community by bringing rain and making it possible 

for crops to flourish. Association with Vi��u, a god concerned with pastoral 

fertility and generation, reiterated the ability to ensure agricultural fecundity 

(Gonda, 1993: 164, see also Gutman, 1999: 30). Dalsheimer and Manguin (1998: 

87 – 123) believe that akin to Buddhism (see Ray, 1994), the worship of Vi��u 

was integral to mercantile networks and played a crucial role in early 

Indianisation. Early inscriptions from Java and mainland Southeast Asia 

corroborate the selection of Vi��u to represent a ruler’s claim to maintain wealth 

(see Bhattacharya, 1961: 12, 122, 1991: 65, Cœdès, 1931a: 1 – 12, 1937b: 117 – 

121, 1968: 53 – 54, 60). Sculptures of Vi��u with analogous morphological and 

iconographical similarities have been found across the breadth of Southeast Asia 

from peninsular Thailand and the Mekong delta, to Western Java and South 

Sumatra. Dating between the 5th and 7th centuries CE numerous erudite studies 

have been devoted to these early images (see Boisselier, 1959, Brown, 1992, 

O’Connor, 1972, Dupont, 1941, 1955, see also Maxwell, 2007: 81 - 83). The 

distinctive images represent Vi��u standing with four arms and a bare chest. They 

wear a plain dhoti covering the hips, held to the waist by a knot, and a 

characteristic ceremonial headdress, know as a kirītamku
a or ‘mitre’ (O’Connor, 

1972: 42). Like Đông So’n drums, the Vi��us have been recognised in stylistic 

groupings that cut across the influence of numerous independent, but clearly 

related regional polities (Boisselier 1959: 226, Dupont 1941: 129, 1955: 253 – 

254). O’Connor (1972: 39) traced the images to Ku�ā�a prototypes from Mathurā, 

and the slightly later 4th century CE art of Andhradeśa. The Vi��u from Chaiya on 

the eastern shore of the Thai peninsula is regarded as the earliest example of this 

kind, dating no later than 400 CE (O’Connor, 1972: 39).27 This image and its 

                                                
27 Recent unpublished research by Robert L. Brown, noted in the conference abstract 
“Identification of the early Vaishnava images of Southeast Asia”, Abstracts for EurASEAA 10, 

2004: 11 suggests that these images may in fact be Vāsudeva K���a, the hero deity of the 
Bhāgavata cult and not specifically Vi��u. This identification is consistent with references to the 
Bhāgavata school in inscription K. 5 commissioned by the ‘Funanese prince’ Gu�avarman 
(Bhattacharya, 1961: 12, 1997: 41). See also Maxwell (2007: 116 – 119) on Vāsudeva in 
Cambodia. 
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successors furnished the local authorities with an accepted symbol of ‘foreign’ 

regalia, which at the time communicated the adequacy to fulfil a vital obligation, 

namely agricultural prosperity. According to Ha du Canh and Khoo (2003: 138), 

these sculptures from the Mekong delta are early examples of religious portraiture, 

binding the essence of the owner to the image and its promise. 

 

The ‘mitred’ Vi��us have commonly focused the attentions of art historians to the 

deficit of other analogous statuary. Brown (1991: 171 – 233, 1992: 43 – 49) has 

remedied this situation in part, by observing similarities of style, iconography and 

finish in the transformations of other early Southeast Asian sculptures, including 

Ga�eśa, Buddha, and li�ga images. Rather than an independent development for 

each Southeast Asian style from a “splattering” of numerous Indian influences, 

Brown (1992: 49) proposes that Southeast Asian styles transformed internally, 

perhaps initially from only a few major centres. This suggests not the imposition 

of an Indian esoteric religious ‘ideal’, but the regional selection of symbols that 

were solutions to Southeast Asian problems.28 By investigating the chronological 

and geographical distribution of Vi��u, Śiva, and Harihara images in pre-

Angkorian Cambodia, Lavy (2003: 21 – 23) successfully underscores the mutual 

exclusivity of religion and politics in early Southeast Asian society. The 

acquisition of locally manufactured early ‘Brahmanical’ sculpture in Southeast 

Asia realised both these political and religious prerequisites of ‘chiefdom’. Like 

luxury items, Đông So’n drums, and the aesthetic of inscriptions, ownership of 

these sculptures incorporated the holder into a supra-regional network of regalia 

symbolism. Secondly, the choice of ‘Indian’ deities was also intimately bound to 

the necessity of Southeast Asian rulers to ensure plenty for their people through a 

supernatural connection with the environment. Consequently, Indian influences in 

Southeast Asia were not the submission of indigenous cultures to external 

universal ideals, but the selection and adaptation of motifs and ideas which 

corresponded to Southeast Asian internal concerns and behaviour. A way to 

appraise Southeast Asian actions and the interaction between the Indianising and 

the indigenous Southeast Asian is via the relationships of each sculpture to 

another, and the process of internal transformation. 

                                                
28 See Chapter 2.c. for Kubler’s (1962) conception of artistic transformation resulting from solutions to 
contextual artistic problems. 
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4.h. Conclusion 

 

“The problem has always been, however, how to determine what the 
indigenous input was. It often comes down to saying that what is not Indian 
about an object or idea must be indigenous, which, to my mind, is both self-
evident and unenlightening while at the same time extremely difficult to 
identify.” (Brown, 1994: 18). 
 

Brown’s dissatisfaction with the misleading dichotomy between Indian and 

Southeast Asian input in artistic culture is well founded. The line between what is 

foreign and what is indigenous is rarely conspicuous or straightforward. 

Furthermore, the opposition between what is Indian and Southeast Asian is a 

necessary end point of the search for analogy. The Indian in Southeast Asian 

material culture is frequently attested, from the origin of the Sanskrit language in 

inscriptions, to the identity of the Brahmano-Buddhist pantheon, and occasionally 

in artistic form. However, these manifestations still retain their essential Southeast 

Asian character. By identifying cross-cultural correlations, scholars hope to 

pinpoint the Southeast Asian component by the absence of the Indian. Successful 

identification of analogy is precarious as meanings are contextual, dynamic and 

unstable. Not only does this apply to the cultures separated by the Bay of Bengal, 

but also to the vast combination of cultures known in Gangetic India itself. 

Language can be particularly misleading in this regard. Even if a religious or 

secular concept has been committed to text, there are few grounds to claim that 

this idea has obtained a fixed ‘ideal’ or meaning. Additionally, the early Sanskrit 

inscriptions of Southeast Asia can be considered as aesthetic symbols of power, 

made authentic by their association with ‘long-distant’ knowledge and spirituality. 

People of authority need not be able to understand the Sanskrit, or the concepts 

engraved upon the stone for the inscription to fulfil its desired function. Sculptures 

and artistic culture also served to confer political and sacred leadership, and in the 

guise of a ‘foreign’ deity, these gods possessed enough influence to bind the ever-

growing stratified communities under the lineage of the right community leader. 

But these deities were not totally foreign. For just below the surface of their 

‘foreign’ iconography, they shared the vital supernatural abilities of their 

indigenous ‘siblings’. As these gods had ‘grown up’ in the same monsoon 

environment they possessed similar abilities to ensure the coming of the rains and 
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maintain the fertility of the soil (see Mus, 1977: 110 – 121). In any case, despite 

the ‘glaze’ of iconography these artistic manifestations were genuinely Southeast 

Asian, made by Southeast Asians, to embody Southeast Asian interests. It follows 

that an alternative approach to the pursuit of analogy is to study the details of the 

works of art themselves. 

 

From the earliest period of contact, the continuous interaction between Southeast 

Asia and India has been dynamic and changeable. For instance, from the 

epigraphic record, Sanderson (2003 – 2004: 435) observes at least two waves of 

Śaivism at Angkor, the first seen in the 7th to early 8th centuries CE, and another 

from the 9th to the 14th. Similarly, Brown (1996: 188) perceives revitalised 

contacts between the 6th and 8th centuries CE based upon the appearance of 

interrelated art styles and iconographies.29 During the early kingdoms and 

‘classical’ periods of Cambodia, the epigraphic and artistic records indicate 

particularly detailed knowledge of Indian religious philosophy and iconographical 

conventions. Separating the Khmer from the ‘Indianising’ during these periods, 

through analogy alone and after five hundred to one thousand years of relations is 

particularly challenging. By approaching the artistic record with an outcomes 

based, realist epistemology, it is possible to identify specifically indigenous 

processes of transformation. The artistic material culture of Angkorian civilisation 

is the result of Khmers making decisions from the pool of artistic options available 

to them from tradition, training, and innovation. The often strong Indian ‘flavour 

in the recipe’, though originating in the subcontinent, represents distinctly 

Angkorian decisions and concerns. Rulers and administrators might have believed 

they were overseeing the manifestation of an ineffable principle conceived in 

India, and modified by their own artisans. Nevertheless meaning is relative and 

unstable, and is not reliably discernible in material culture. The richness and 

creativity of Angkorian artistic culture was more likely the result of the actions of 

individuals and groups of craftspeople choosing, adapting, and inventing from the 

milieu of artistic forms made available to them from tradition, training, and 

process. Spatial ‘orderedness’ of individual sites, or particular iconographic 

                                                
29 On the unbroken and multifarious relationship between Southeast Asia and India, see also 
Casparis (1983: 18 – 19) and Mabbett (1977c: 160). In contrast to the commonly perceived 
direction of cultural transfer Woodward (2004: 346 – 348) notes two specific instances where 
elements of Southeast Asian esoteric Buddhist developments are transmitted to India. 
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renderings were not merely the Khmer interpretation of an Indian ideal or text. 

Rather, they were part of the continuous negotiation between behaviour and 

material, and between the indigenous and the ‘Indianising’. Decorative lintels 

provide examples of specifically Khmer artistic material culture. Variation in 

these features of temple architecture were generated by the selection, 

modification, and discard of motifs and forms known to sculptors as social actors 

in the medieval Khmer environmental, political and economic milieu. By charting 

their pattern and anomaly through time, internal transformation is observed, 

thereby distinguishing the distinctly medieval Khmer artistic process within the 

interacting indigenous and ‘Indianising’ influences. 
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Chapter 5 – Decorative Models 

 

5.a. Introduction 

 

Art historical analysis at Angkor was introduced to furnish the monuments, especially 

those without epigraphic dates, a place in the narrative of Khmer history. Philippe 

Stern and his students accomplished the commendable task of developing an overall 

pattern of medieval Khmer artistic culture. This was completed by the dual method of 

placing broad stylistic classifications upon the many forms of artistic culture and 

charting the development of specific motifs. This chapter will review the emergence 

of art historical studies at Angkor and the composition of the classificatory 

generalisations. The stylistic divisions, created for convenience (Boisselier, 1956: 2) 

have now taken on a life of their own. Change in medieval Khmer art is habitually 

considered in terms of the imposed categories rather than the differences or 

similarities of the objects themselves. What is more, the study of artistic 

transformation has been applied to little beyond the attribution of temples to reigns, 

sculptures to styles, or motifs to dates. 

 

The imposition of the stylistic typology has not been a perfect fit. Because the ‘styles’ 

are generalisations and based upon similarity they tend to neglect or create 

disagreement about objects that do not correspond with expected norms. This is 

particularly evident in the definition of pre-Angkorian artistic styles where examples 

are comparatively few and widely dispersed across the landscape.1 For instance, the 

temple of Phnom Bayang MH645 preserves lintels of ‘Sambor Prei Kuk’ and ‘Prei 

Khmeng’ styles, supposedly temporally distinct. Prasat Srei Krup Leak MH179 of 

Phnom Baset also has lintels of two different categories, namely ‘Prei Khmeng’ and 

‘Kompong Preah’. A lintel from Phú-xuân even has ‘Prei Khmeng’ and ‘Kompong 

Preah’ style carvings on either side of the same stone. The sculptures of Thala Borivat 

have similarly occupied the attentions of art historians because they present 

characteristics which fall outside the scope of conventional categorisation (see 

Bénisti, 2003 [1968]: 183 - 195, Boisselier, 1968: 101 – 144, Dalet, 1944, Dupont, 

1952). For the Angkorian period too, artistic categories are placed upon the temples 

                                                
1 These examples are discussed in detail below, see 5.f. 
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and ornamentation, as if their development was conscious and predetermined. 

Difference is considered subordinate to the ‘main show’ of linear progression, 

relegated to regional taste or the momentary fancy of fashion and individual will (see 

Stern, 1927: 10, 1965: 215, 1972: 9, 149 – 150).2 The difficulty of accounting for the 

archaism and beauty of Banteay Srei MH468 for example, required the designation of 

its own ‘style’ despite very few examples outside the eponymous site itself.3 The 

stylistic classifications were devised from a limited number of Angkorian temples. 

Therefore they do not represent the idiosyncratic characteristics and transformations 

of regional examples (see Krairiksh, 1977: 40 – 41, Smitthi & Mayuree, 1989). The 

conclusion to be reached from the disjuncture between classification and material is 

that it is problematic to appraise the richness and creativity of medieval Cambodia art 

by application of arbitrary style categories alone. Artistic change is dynamic and 

continuous, stylistic boundaries are unconscious and indistinct. Variation of 

decorative culture was an essential component of its transformation, and was the 

result of medieval Khmer behaviour, not obligation to eponymous, Indian, or 

collective ideals. 

 

5.b. The decorative lintel and Khmer studies 

 
“On sait toute l’importance du linteau décoratif dans l’évolution de l’art khmer; 
la richesse et la précision de son ornementation apportent tout un éventail 
d’informations, que nos devanciers ont utilisées pour établir la suite des styles 
de cet art et qui nous ont permis déjà d’étayer des rapprochements avec l’art 
indien, de dégager des phase nouvelles (d’apparition, de transition, etc.) dans la 
transformation du premier art khmer, de proposer certaines identifications 
iconographiques, etc.” 4 (Bénisti, 1974: 132). 

 

As Bénisti astutely summarised, the decorative lintel still remains a respected 

component of the chronological toolkit of a Khmer studies art historian and 

archaeologist. Many scholars have dedicated pages to the decorative lintel, 

recognising its transformation as a worthwhile trend for evaluating temporal 

attribution of temples. Notable among these are the works of Lunet de Lajonquière 

                                                
2 See 5.e. below for a thorough consideration of Stern’s ‘method’. 
3 See Chapter 2.c. and below 5.b. 
4 “One knows the whole importance of the decorative lintel in the evolution of Khmer art; the richness 
and precision of its ornamentation provide a whole array of information, that our predecessors have 
used to establish the suite of styles in this art and which enable us to draw comparisons with Indian art, 
demonstrate new phases (appearance, transition, etc.) in the transformation of early Khmer art, and 
propose certain iconographic identifications, etc.” (Bénisti, 1974: 132). 
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(1902), Stern (1927, 1934a, 1938a), Coral-Rémusat (1934, 1940, 1951), Boisselier 

(1968), and Bénisti (1968, 1971, 1974) who contributed to establishing a broad 

sequence for the major monuments. The initial application of art historical analysis at 

Angkor to support an epigraphic chronology is scarcely surprising given the hundreds 

of sites spread across the landscape. In this regard art historians were pre-occupied 

with chronology, an agenda they shared with philologists and epigraphists.  

 

When the French identified the monuments in the mid to late 19th century, philology 

was the pre-eminent academic discipline. The identification of Sanskrit at Angkor 

bestowed upon Cambodia the imputation of high culture that the existence of an Indo-

European language entailed. Philology prescribed a direct correlation between 

language and culture, between the freshly translated temple inscriptions and the 

civilisation that had built and used the temples.5  

 

“The most important task facing researchers at the outset is to identify the 
ancient place names and to establish the reign dates – in other words, to sketch 
a geographical and chronological framework.” (Cœdès, 1968: xix). 

 

Whilst the principal undertaking was to ascertain a feasible chronology, few studies in 

the field of art history have moved beyond this approach, accepting the validity of the 

existing methods with an uncritical eye. Epigraphy largely succeeded in its objective 

of creating a chronology of monuments and sovereigns, with some infamous 

exceptions. For example, buoyed by the presence of actual foundation inscriptions, 

some scholars felt able to go a stage further and use this method to link isolated texts 

with buildings that were supposed to correspond to the descriptions given in these 

texts. Hence it was suggested on the basis of the Sdok Kak Thom inscription that the 

Bayon was Śivāśrama erected by Yaśovarman dating approximately to the year 900 

CE (Aymonier, 1904: 166).6 The study of Banteay Srei MH468 tells a similar story. 

The inscription foundation date is 967 CE, but many decorative motifs exhibit 

archaism. It appears that certain late 9th century lintels were used as templates for 

some of those at Banteay Srei. This was perceived by Parmentier (1919), who 

attributed the temple to the beginning of the 10th century, linking it with monuments 

                                                
5 The earliest translations of Khmer Sanskrit inscriptions were Barth, A. (1882). "Inscriptions sanscrites 
du Cambodge", (1885) Inscriptions sanscrites du Cambodge, and Bergaigne, A. (1893) Inscriptions 

sanscrites de Campa. Inscriptions sanscrites du Cambodge. 
6 See below 5.d. for Stern’s (1927) dating of the Bayon. 
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at Roluos. In the 1926 publication, however, Finot interpreted the inscriptions in such 

a way that the temple was dated to the 14th century. It was not until Cœdès (1929a) re-

interpreted the inscription that the date was changed to the mid 10th century. Although 

Parmentier’s artistic intuition was overruled, presumably due in part to being a ‘mere’ 

architect, the 1926 Banteay Srei publication is noteworthy as the first cross-

disciplinary study of a medieval Khmer monument. As we will see below in detail, 

however, it is not until Stern’s 1927 publication of Le Bayon d’Angkor et l’évolution 

de l’art khmer that art history and the decorative lintel are unequivocally enlisted in 

the chronological task. By carefully following the transformation of seemingly 

insignificant decorative motifs and categorising groups of monuments into stylistic 

pigeon-holes based upon the principle of similarity, Stern was able to construct a 

sequence of major monuments that unconventionally placed the Bayon at the end of 

the chain. 

 

For a scholar who at the time of publication had not even visited Angkor, the 

intuition, aptitude and accuracy of his ‘methods’ are genuinely remarkable. The 

remaining details of the chronology, particularly of pre-Angkorian art, were left to 

later scholars and studies. Although Stern’s framework is still influential its methods 

have never been tested. Furthermore, the chronological obsession impedes the 

investigation of equally important questions of the medieval Khmer artistic world, for 

example the organisation of the groups who crafted the temples and decoration. With 

this in mind the present study will place Stern’s ‘method’ and its conclusions under 

the microscope of quantitative and statistical examination. Prima facie there exist 

several problematic issues arising from Stern’s discrete ‘stage’ approach to the 

development of medieval Khmer art. The principal theoretical inconsistencies are 

surveyed below. The adoption of a mono-directional evolutionary schema linked to 

the ‘life-cycle’ overlooks the complexity of transformation in artistic culture. The 

adoption of certain motifs, decorative arrangements, and styles are observed by Stern 

and his students only in retrospect. The direction and magnitude of these 

transformations should not be regarded as inevitable. Stern’s student, Coral-Rémusat, 

formalised his 1927 thesis of ‘evolution’ into twelve distinct chronological stylistic 

categories (Coral-Rémusat, 1940). Since then description and analysis of the medieval 

Khmer artistic world appears tailored to fit these prescribed groupings created in 

Paris. Often these categories are based on significant works of monumental 
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architecture, but have scant relationship to the decoration itself. Even a cursory glance 

at the eponymous use of site names and creation of stylistic classes appears to be 

applied in many cases with bias and without sufficient rigor. By compartmentalising 

all Khmer art by similarity into distinct stages the unique examples are lost, resigned 

to being anomalous.  

 

5.c. The Inventories and decoration – Lunet de Lajonquière and 

Parmentier 

 

With Stern, the discipline of art history at Angkor was legitimised, although a series 

of savants and scholars had already been entertaining the potential of medieval Khmer 

decorative culture. One of the principle objectives of the earliest French scholars was 

to catalogue the entire remains of the Khmer empire. During this endeavour the 

decorative culture of the medieval Khmers was recorded. This admirable work was 

begun by Etienne Aymonier (1900, 1901, 1904), and continued by Lunet de 

Lajonquière (1902, 1907, 1911), who recorded an astounding 910 archaeological sites 

across the breadth of Cambodia, Thailand, Laos, and Vietnam. Substantial additions 

to these inventories and remarks on their decorative components were made by 

Parmentier (1913, 1925, 1927a, 1935, 1939), Marchal (see Pottier 1999: 33 - 35), and 

Trouvé (see Pottier 1999: 39 - 40).7 There is little doubt that through dedicated art 

historical studies, a select group of scholars pioneered a fundamental tool for 

unlocking medieval Khmer architectural and artistic chronologies. All research since 

has been based upon their path-breaking work. But the adequacy of these sweeping 

stylistic typologies for asking alternative questions of Khmer artistic culture was 

limited. If the transformation of the decorative lintel is argued as an example of the 

changing organisation of medieval Khmer artisans, it is essential to review the 

validity of existing classifications. 

 

Lunet de Lajonquière (1902: lxxix – lxxxv) categorised the decorative lintels into five 

distinct types and suggested that the details varied from monument to monument, with 

only slight modifications in detail. Beyond identification of the lintels that appear to 

                                                
7 Note should also be made of the physical typologies made of lintels by George Groslier (1924: 276 - 
283) and Henri Marchal (1951: 47 – 49). 
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be ‘early’ (associated with Type I and II), the remainder of Lunet de Lajonquière’s 

lintel types neglected any kind of temporal placement. Overall, Lunet de Lajonquière 

classified the lintels of Kambuja in very generalised terms. With minor additions 

scholars such as George Groslier (1921) and Parmentier (1919, 1927a, 1939) followed 

him in their description and identification of sites, and continued to use his typology 

well into the 1930s. Lunet de Lajonquière’s Type I is designated as the decorative 

lintel “of makaras”8. These water-loving composite animals are typically placed on 

top of the capitals, under which are placed the colonnettes. The makara itself is the 

point of support of a canopy or rigid band under which hang alternate garlands and 

pompoms. Lunet de Lajonquière appears to be describing the Sambor Prei Kuk ‘style’ 

lintel. The canopy consists of one arc with a flattened centre, and is occasionally 

divided into three or four segments. Whatever the number of these segments, the band 

always possesses three framed oval medallions. Indra apparently ‘always’ occupies 

the central medallion, with ‘cavaliers’ in the side medallions. Type II is described as a 

rare modified version of Type I. The arched canopy remains, but the makaras are 

replaced by bursts of flowers or medallions in ‘oval flames’. The medallions that 

decorate the canopy are rendered in the same manner and often occur without any 

figurine. This was designated by Coral-Rèmusat as the ‘Style of Prei Khmeng’. Type 

III is very common and is a good example of the inadequacy of Lunet de 

Lajonquière’s typology since it encompasses a time span of nearly 500 years. The 

principle designation of this type is the kāla
9, and issuing from its mouth are two 

                                                
8 A makara is a mythical animal associated with water. It is depicted as a composite animal, part 
crocodile, part elephant, and part lion. Possibly the earliest appearance of the makara on mainland 
Southeast Asia was found amongst the material culture of Oc Eo, as graffito traced on the reverse of a 
schist mould (Malleret, 1962: 350). 
9 The kāla, or ‘Face of Glory’ is thought to represent an aspect of Śiva as time, who devours himself 
and destroys all things (see also Snodgrass, 1985: 307, 312 – 313). The kāla is known by the name of 
Rāhu by local Khmer (Marchal, 1951: 32, and Ang, 2004: 85 – 98). Rāhu is not only associated with 
funerary and cremation rites, but possesses a ‘bivalent’ nature as the first step towards new life. In this 
aspect Rāhu is regarded as the demon of the eclipse, causing the darkness to make new light reappear 
(Ang, 2004: 85 – 98). In the lintel of O-Phaong MH448 we see the lion or simhāsana in the medallions. 
These are thought to transform into the kāla. This motif was reputably adopted from Java, an initial 
discovery noticed by Goloubew and verbalised at a conference in Leiden in November 1930 (Coral-
Rémusat, 1951: 43) Many scholars have since commented on this assumption including; Bosch, 1960, 
Coral-Rémusat, 1933b: 190, 1936: 427 – 435, 1940: 48 – 50, Marchal, 1938, and Stern, 1934a: 253, 
1938a: 127. Stern (1938a: 142 – 143) also perceives a Javanese influence in the up-turned noses of the 
central Garu�a motifs on the lintels of Trapeang Phong MH475, Kôk Pô MH487, Kapilapura MH714 
and Kôk Svay Pream MH471 with the sculptures on the plateau of Diêng in Java. Bénisti (2003 
[1973b]: 256 - 271) is eager to suggest that the indigenous influence from early Khmer art on the 
appearance and composition of the kāla has been underestimated at the willing acceptance of a 
Javanese inspiration. She cites seventeen significant examples of early architectural decoration that pre-
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garlands which terminate in curls of foliage. The monster also supports a Brahmanic 

divinity whose details are often confused and indistinct, resulting in a difficult 

identification. The figures are usually associated with dikpāla
10, or from their seated 

position known as rājalilāsansa or ‘royal ease’, and are identified with a monarch. 

Pelliot’s (1903: 269 – 270) translation of the 6th century CE Chinese annual ‘The 

History of the Liang’, described the King of Funan who, when seated, was squatted 

on one side, raising his right knee, dropping the left knee to the ground, which was 

precisely the way these figures were represented in Khmer art.11
 Lunet de Lajonquière 

notes the foliage curls that fill the higher and lower parts of the panel and the riders, 

dancers, admirers, lions and fantastic animals that populate its branches. Reference is 

also made to the easily recognised characters of the Hindu pantheon, Śiva, Vi��u, and 

Indra. Type IV includes the lintels decorated with scenes of large characters, without 

ornamentation. The scenes represented include Vi��u Anataśāyin and episodes of the 

Rāmāyana. For Lunet de Lajonquière the Type IV lintels:  

 

“…sont de facture médiocre, les figures sans expression, les corps sans modelé 
et sans souplesse; ils ne peuvent être comparés, en aucune façon, aux 
sculptures qui décorent les monuments de Java, le Prambanan en particulier.”12 
(Lunet de Lajonquière, 1902: lxxxiv). 

 

Type V lintels were classified as purely decorative. In this category the human figure 

if represented is apparently treated only as ornament. This type is represented by what 

would become known as ‘Kompong Preah Style’. 

 

For many years Lunet de Lajonquière’s physical typology remained the principal tool 

of describing the decorative lintels and was employed in Parmentier’s work including 

his 1919 study, L’art d’Indravarman. An innovation of Parmentier’s was the 

inclusion of an implicit ‘evolution’ of Khmer art. Via a description of the art and 

                                                                                                                                       
date the Javanese examples, particularly those given by Coral-Rémusat (1933: 190, 1936: 427 – 435, 
1940: 48 – 50) at Borobudur.  
10 Sometimes referred to as a Lokapāla. These are directional deities of the four points of the compass. 
According to Dagens (2003: 164) in medieval Cambodia these typically comprise Indra: East, Yama: 
South, Varu�a: West, and Kubera: North. 
11 Early depictions of this iconography are found on tin intaglia from Oc Eo (Malleret, 1962: 364). 
Roveda (2005: 26) labels the form a ‘heraldic personage’. Minor deities seated in this position are 
found throughout this history of ‘Indianised’ Southeast art (Gutman, 2007: pers. comm.). 
12 “…are of poor workmanship, the figures without expression, the bodies without modeling or 
flexibility; they can be compared in no way with the sculptures that decorate the monuments of Java, 
Prambanan in particular.” 
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architecture of monuments including among others, Preah Kô MH477, Bakong 

MH476, Lolei MH480, Kôk Pô MH487, Trapeang Phong MH475, Pre Rup MH390 

and the East Mebon MH395, Parmentier began to flesh out the basic temporal 

transformations of Khmer art, postulating a progression of art and architecture 

primarily upon pilaster decoration and methods of construction. Parmentier’s logic, 

which we will see was also assumed by Stern, was that art, like human behaviour, 

follows a simple evolutionary linear progression. This directed him to date Trapeang 

Phong MH475 later than Preah Kô MH477, for example, and the East Mebon MH395 

later than Pre Rup MH390 because of the deeper stucco holes. Banteay Srei MH468 is 

perceived as a ‘late’ monument because of the quality of its sculpture and 

architectural ornamentation. Of particular note is Parmentier’s observation of a lack of 

variation in the decorative art of Indravarman (Parmentier, 1919: 61, 66 – 79, 83 - 

91). Detailed analysis of lintel decoration in terms of motif assemblages before and 

after the late 9th century, however, indicates a great deal of difference in the artistic 

culture during the time of Indravarman I.13  

 

George Groslier drew upon ten years of personal research in his massive tome 

Recherches sur les Cambodgiens (1921) to present three ‘types’ of his own, in an 

alternative to Lunet de Lajonquière’s restrictive schema describing lintel decorative 

arrangements. Groslier’s designations emphasised the artistic process of design and 

supposed that the Khmer aesthetic was rooted in natural forms.14 The ‘types’ are 

essentially defined according to variation in the central characteristic foliage arch 

(Groslier, 1921: 277 – 278). But despite Groslier’s innovative insight into process, the 

categories do not seem to have inspired other scholars. Eight years after L’art 

d’Indravarman, Parmentier published L’art khmèr primitif (1927a) which designated 

and dated what we today call pre-Angkorian art. For Parmentier this period ran from 

the beginnings of Khmer art to the advent of Indravarman I in 877. Although 

published in the same year as Stern’s Le Bayon d’Angkor, Parmentier’s (1927a: 272 – 

296) work was the first to state a theory of evolution for the decorative lintels. In 

contrast to the generalisations of Stern, Parmentier’s survey charts the artistic 

                                                
13 See Chapter 6.g. 
14 See Chan Vitharin and Preap Chanmara (2005) Kbach. A Study of Khmer Ornamentation, a 
contemporary copybook of Khmer artistic forms based upon shapes found in the Cambodian natural 
world. 
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transformations between the Kompong Preah style and ‘Roluos’ styles which bridges 

250 years.  

 

Parmentier’s study amended Lunet de Lajonquière’s Type II designation by 

acknowledging that Type I and Type II were alternatives of the same system, and by 

adding an Intermediary II Type. This category incorporates cases in which the 

horizontal arc is replaced by a ‘foliage roll’. In fact, this new group absorbed a good 

part of Lunet de Lajonquière’s Type V. This is a significant acknowledgement of a 

chronology in Khmer artistic development, recognising that ‘classic’ Khmer art 

inherited some of its remarkable decoration from its ‘primitive’ predecessors. These 

developments were observed in the transformation of the central foliage arc, which 

we now describe as the change between ‘Kompong Preah’ and ‘Kulen’ styles. A 

further supplement is made to Lunet de Lajonquière’s 
Type III lintel, to incorporate 

lintels from 12th and 13th century period monuments. Whilst many of these lintels 

possess the central kāla as specified by Lunet de Lajonquière, the definitive foliage 

arc is not always present. Moreover, despite exhaustive exposure to the Khmer 

monuments Parmentier was content to make piecemeal adaptations of Lunet de 

Lajonquière’s work.15 

 

5.d. Philippe Stern, ‘the method’, and the evolution of style 

 

In the late 19th century, the combination of the European tradition of Antiquarianism 

and bourgeoning stylistic analyses16 ensured that art history at Angkor would become 

an important analytical tool. Despite the dominance of historical interpretation based 

upon philology and epigraphy, the potential of art history to resolve important 

chronological issues was impossible to overlook. Although Philippe Stern was 

celebrated as the master of art history at Angkor, ‘the method’ of artistic evolution 

was first applied in the Orient by Gabriel Jouveau-Dubreuil (b. 1888 – d. 1945). The 

paramount influence of Jouveau-Dubreuil is attested by the extensive employ of the 

method, and also his frequent citation by French scholars of Cambodian medieval 

                                                
15 It is curious to observe that in Parmentier’s later publication of L’Art khmer classique, 1939, no 
mention of Stern’s ‘Bayon’ thesis is made, despite its ‘radical’ methodology. Rather, the previous 
decorative lintel categorisation based upon Lunet de Lajonquière is cited again (Parmentier, 1939: 7) 
16 See Chapter 2.b. and 2.c. for discussion of Antiquarianism and stylistic classification. 
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art.17 Before Jouveau-Dubreuil the approach of ‘stylistics’ remained relatively 

unknown outside the fields of literature and poetry. Jouveau-Dubreuil (1914, 1916, 

1917) was among the first Orientalists to recognise the potential of close architectural 

and artistic reading in assisting an understanding of historical problems. His studies of 

Pallava architecture, sculpture and inscriptions were the first analyses to characterise 

the absence or presence of a particular decorative motif as evidence of a chronology. 

The focus was to identify persistent motifs from one monument to another and from 

one region to another, suggesting that they may be characteristic of a specific period. 

Motifs were divided into two general categories: architectonic, that is those inherently 

connected to the architectural structure, and purely decorative. When a motif no 

longer appears it is replaced by a new creation, indicating an ‘evolution of style’. 

Taking inspiration from Morelli, the criteria utilised for the definition of a ‘style’ are 

not readily apparent to the observer. Jouveau-Dubreuil likewise examined the 

inconspicuous but informative ‘trifles’ such as corbels and capitals. The dates of the 

architecture are then confirmed by palaeographic analysis and an examination of the 

contents of associated inscriptions. Like Stern, Jouveau-Dubreuil (1916: 74) attests to 

the lack of chronological certainty that an epigraphic assessment can offer alone, 

though ‘stylistics’ is similarly bound to reference the fixed dates of epigraphy.  

 

Philology considered that the most important aspects of Khmer medieval history were 

laid out stanza after stanza on the steles and doorjambs of the epigraphical corpus. 

The narrative awaited only translation and interpretation. In this academic 

environment only an ‘outsider’ could question the conclusions of the language-centric 

view. Working from the comfort of his Paris office, museum curator Philippe Stern 

doubted the ability of philology to provide an infallible chronology. Published in 

1927, Le Bayon d’Angkor et l’Évolution de l’Art Khmer caused a major upheaval in 

Khmer studies. Stern, then Associate Curator of the Museé Guimet, sought to create a 

typology of decorative elements of the Khmer temples in order to establish a 

chronology of the monuments. Morelli had declared that the connoisseur could make 

conclusions about the authorship of a work from material evidence alone. Stern’s 

                                                
17 Especially when investigating Indian art. For example see Bénisti (1952, 2003 [1970]), Coral-
Rémusat (1933a, 1933b, 1934), Dalet (1944), Filliozat, P.-S. (2003), Stern and Bénisti (1961), and 
Stern (1972). 
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initial fancy, it appears, was that an absolute chronology could be created on the 

findings of art history alone, independent of epigraphy, the ‘other discipline’; 

 

“Ce n’est qu’après, les résultats étant acquis, qu’on les fait buter contre ceux 
qu’ont apportés, sur le même sujet, d’autres disciplines.”18 (Stern, 1927: 11). 

 

The key conclusion of Le Bayon was the attribution of the Bayon MH365 one 

hundred and fifty years later than epigraphists had placed it in the chronology. 

Working from the 11th century Sdok Kak Thom inscription, scholars had incorrectly 

identified the Bayon MH365 with the Vnam Kantal of Yaśovarman founded in the 

last years of the 9th century (Aymonier, 1904: 166).19 Stern’s (1927: 17 – 19) original 

thought, when discovering that the Bayon ‘style’ appeared later in the artistic 

sequence than Koh Ker, dated by epigraphy, was to put the latter down to a supposed 

difference in regional style. But from a persistent application of the evolutionary 

schema in which artistic forms developed from simple to complex it followed that the 

Bayon must have been built late in the progression. Analysis of lintels, pediments, and 

tympanums identified a continuous sequence of related motifs that placed the Bayon 

after the Baphuon MH366, attributed to the reign of Udayādityavarman II in the mid 

11th century  (Stern, 1927: 80 – 81). Stern’s findings were considerable, and 

convinced Cœdès (1928a: 81 – 112) to revise the original epigraphic theses.20 The 

imposition of a linear trajectory supposed that architectural complexity and sculptural 

distinction were the culmination of the evolution. Hence, Stern’s (1927: 81 – 83, 185) 

thesis also erroneously positioned Angkor Wat MH418 and Banteay Srei MH468 at 

the end point of the sequence, sometime in the mid-12th century, and beginning of the 

14th century respectively. 

 

Popularised by his colleagues and students as ‘the method’, Stern’s system was not 

new. It epitomised the presumption of ‘ideal’ typologies, following the categorisation 

                                                
18 “It is only after results are obtained, that one compares them against those concluded on the same 
subject by other disciplines.” (Stern, 1927: 11). By 1942 though, in a comparable study on the art of 
Champa, Stern tempered what seemed to be a dismissal of epigraphy as a historical tool. Here art 
history and epigraphy are declared as cadres, where the relative artistic chronology hung its findings 
upon the absolute dates provided by inscriptions. 
19 The Vnam Kantal was later identified with Phnom Bakheng MH414 (Goloubew, V. 1933: 319 – 344, 
Cœdès, G. & Dupont, P., 1943 – 46: 56 – 134). 
20 On the basis of the Prasat Chrung MH364 (01, 02, 03, 04) inscriptions, K. 597, K. 288, K. 547, K. 
287 respectively, Cœdès (1928a: 81 – 112) situated the Bayon in the late 12th or early 13th centuries. 
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tendency begun with the Antiquarians.21 The concept of ‘style’ transcended rhetoric 

and literary criticism in the late 19th century and became an elementary apparatus of 

modern and pre-modern art historical investigation.22 Stern’s early works, including 

Le Bayon did not explicitly reveal his theoretical influences or specific 

methodological processes. Like his more famous art historical contemporary Henri 

Focillon, Stern was hesitant to claim that he was working with any formalist theory. 

Comparison to Focillon is valuable, as we see in his work a similar justification for 

the usefulness of art history. Focillon’s (1963, 1989 [1934]) studies on Romanesque 

sculpture and early Gothic art adopted a problem orientated approach, effectively 

synthesising competing academic disciplines. Deconstruction of Stern’s precise 

methodology is best summarised in the works of his late career where it is expressly 

detailed, for example in Les monuments Khmers du style du Bayon et Jayavarman VII 

(1965) and Colonnes Indiennes d'Ajanta et d'Ellora. Évolution et répercussions. 

Styles gupta et post-gupta (1972). In essence, the method demands detailed 

identification of distinct changes in motifs to establish a relative chronology. Stern 

(1972: 149) tells us the method is constantly and often unconsciously used. Motifs are 

chosen after examining the whole, and selected according to their ability provide 

information through their transformations. These motifs are chosen according to their 

apparent ability to allow objective and precise comparisons. Changes in these select 

motifs facilitate the formation of elementary ‘chains’ and irreversible sequences, not 

unlike biological evolution. 

 

“L’évolution, pensons-nous, doit surgir spontanément de l’examen approfondi 
de œuvres. “23 (Stern, 1927: 10). 

 

Moreover, Stern (1972: 150) cites an ‘unbreakable continuity’, believing that artistic 

evolution is particular to traditional and religious arts. The ‘method’ also attempts the 

difficult task of being at the same time objective in observations, and also flexible to 

allow for diversity (Stern, 1972: 9). The problem is that textual based description is 

not adequate to illustrate the transformation in the decorative material alone. With this 

in mind, Stern’s evolutionary analyses are made by ignoring features that are thought 

                                                
21 See Chapter 2.b. on Antiquarianism. 
22 See Chapter 2.c. on ‘style’ in art historical analysis. 
23 “The evolution, we think, must emerge spontaneously from the thorough examination of works.” 
Stern (1927: 10) 
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to come from momentary fashion or individual imagination. Then again, it is variation 

in artistic style that helps to generate change. Characteristics that present themselves 

once, or only a few times can only be labelled as a momentary fashion in retrospect, 

when the direction of the ‘evolution’ in known. Conversely, all artistic developments 

that produce a style were momentary when they first appeared, and only achieved the 

status of a ‘style’ when they consistently appeared in the decorative record over time. 

Stern (1965: 215) is happy to observe a lack of synchronicity in developments of style 

due to artistic imagination or errors in copying or replication. It is apparently a lack of 

synchronicity that allows archaism to be identified (Stern, 1972: 149). Distinguishing 

archaism was an important component of verifying the direction of the evolution 

schema. Additional indications of archaism and the ‘evolutionary’ path included 

external influences, imitations of motifs, and past techniques. By determining the 

internal construction sequences of Jayarvarman VII monuments24, Stern was able to 

cross-reference the ‘evolutionary’ trajectories of certain motifs with the inter-

monument building programs and epigraphic dates (Stern, 1965: 215 – 16). As 

Angkorian scholarship moved into the second half of the 20th century philologists and 

orientalists could no longer entirely dominate academic dialogue. Epigraphists now 

sought the cooperation of the Art Historians to establish definitive chronologies.25 

Stern inspired a generation of art historians who applied ‘the method’ to art historical 

and chronological studies across the South and Southeast Asian world.26 But art 

history was still only given the role of verification of the written record and restricted 

its activities to the determination of chronology.  

 

 

 

 

                                                
24 Stern’s ability to determine the building sequences of the Jayavarman VII monuments was 
acknowledged as a particular beneficial dating tool for these late monuments, especially compared to 
his previous analysis of the Kulen ‘style’ (Stern, 1965: 217). Stern’s 1965 thesis, and the construction 
phases of Jayavarman VII monuments have been verified by Cunin (2004). 
25 See Coral-Rémusat, Goloubew, and Cœdés (1934: 402 – 427) for the first example of this 
collaborative work. A joint work of sorts had been published ten years earlier on Banteay Srei. 
However, Parmentier’s intuitive dating the monument based upon its decoration was rejected in favour 
of Finot’s 14th century epigraphic reading (see Finot, Parmentier, and Goloubew, 1926). 
26 For example see Coral-Rémusat (1935a, 1935b, 1936, 1940, 1954), Bénisti (1952, 1968, 1971, 1974), 
Boisselier (1955, 1963, 1974), Stern (1927, 1934a, 1938a, 1938a, 1942, 1972), Stern and Bénisti 
(1961). 
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5.e. ‘Stylistics’ comes of age 

 

The success of the ‘method’ in assisting the task of chronology-making allowed Stern 

and his student Gilberte de Coral-Rémusat to establish a stylistic typology. The 

stylistic groupings which have henceforth defined Khmer art were first introduced in 

Hariharālaya et Indrapura (Stern, 1938c: 195 – 197). An exercise in again proving 

‘the method’, this study also challenged the earlier categorisation of Khmer art as 

‘Angkorian’, or ‘pre-Angkorian’. Partly in response to the studies of Parmentier 

(1919, 1925, 1927a), Stern also desired to abandon terms such as ‘primitif’, ‘indo-

khmèr’, and ‘d’art du Fou-nan’. The opposition of Angkorian and pre-Angkorian had 

created an unnecessary division, and the ‘discovery’ of art on the Kulen affirmed a 

continued development (Stern, 1938c: 195 – 197).27 Whilst Hariharālaya et 

Indrapura presented Stern’s preliminary stylistic divisions, L'art khmer - Les grandes 

étapes de son évolution (1940) by Coral-Rémusat was, by comparison, much broader 

and definitive. Not as detailed as Stern in her analysis, Coral-Rémusat attempted to 

chart the progression of the entire medieval Khmer artistic corpus. To this day the 

categories defined in her publication are considered the benchmark against which 

medieval Khmer art is considered. Coral-Rémusat died in 1942, but the authority of 

her work persisted and Stern published a revised version of L'art khmer in 1951 in her 

name, with adjusted dates and the inclusion of some additional material (Galestin, 

1943, Coral-Rémusat, 1951). Like Stern, Coral-Rémusat believed that the 

evolutionary life-cycle was an appropriate metaphor for transformation of 

architectural decoration; 

 

“Une art peut être comparé à un être vivant: il naît, se développe, décline, 
meurt; son existence est scandée par de larges pulsations.”28 (Coral-Rémusat, 
1940: 127). 

 

And from the presumption of mono-directional evolution a logical progression of 

motifs can be derived; 

 

                                                
27 Although, the distinction between pre-Angkor and Angkor is well attested particularly by the 
differences in language and content of the epigraphic record, for example see Vickery (1998: 33, 
1999a: 49). 
28 “Art can be compared to a living being: it is born, develops, declines, dies; its existence is marked by 
large pulses.” (Coral-Rémusat, 1940: 127). 
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“L’art évolue: les thèmes ornementaux se développent, naissent les uns des 
autres, suivant une progression logique et souple en même temps.”29 (Coral-
Rémusat, 1935a: 51). 

 

The logical conclusion of pinning motifs to a life-cycle was that one could easily date 

a chronologically obscure monument. For example, when the decoration in such a 

monument shows a correlation to motifs in a temporally defined structure (normally 

determined by epigraphy), one could conclude that the monument in question was 

contemporaneous with this structure. Monuments are earlier if their decoration is less 

evolved, and later if it is more so. Coral-Rémusat’s study encompassed numerous 

elements of the architectural ornamentation including colonnettes, lintels, pilasters, 

and frontons. From the survey of these architectural components, like decorative 

motifs were grouped around a date range and then labelled after a specific site. 

Twelve independent decorative ‘styles’ were conceived. It is necessary to outline the 

definitions of the decorative lintels particular to each style to assess the validity of the 

conventional schema, and then ask alternative questions of the material. Stern (1934a) 

had already made a preliminary study on the evolution of the decorative lintel, 

charting the principal changes across more than five hundred years. Coral-Rémusat 

drew upon this work, describing the key changes of the lintels in terms of her pre-

ordained ‘styles’. This categorisation is the convention and is repeated below with 

additions and comments from Stern’s initial work and that of subsequent scholars.30 

 

Sambor Prei Kuk Style Lintels - early 7
th

 century until about 655 

 

The first lintels produced in durable materials date from the early 7th century. The 

earliest examples have been placed within the stylistic milieu of ‘Sambor Prei Kuk’ 

(see Figure 5.1). The style is named after the pre-Angkorian urban centre associated 

with Īśānapura. Stern (1938c: 177) describes lintels of this style as dominated on their 

extremities by convergent makaras that habitually spit out small lions. The lintel is 

divided by an arc considered to be an imitation of wood. According to Bénisti (2003 

[1968, 1971]: 189, 210) the arc generally bears three medallions or similar motifs, 

                                                
29 “Art evolves: ornamental themes develop, are born of one another, and follow a logical and flexible 
progression at the same time.” (Coral-Rémusat, 1935a: 51). 
30 The dataset of this research concludes with ‘Baphuon Style’, although Coral-Rémusat’s stylistic 
categories continue into the 12th and early 13th centuries. In accordance with Coral-Rémusat’s L’Art 

Khmer (1940, 1951) the lintels are described in the most generalist of terms. Analysis below will 
appraise the validity of her typological groupings. 
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which divide more or less into curved segments. Pendants and garlands hang from the 

arc. They are divided by small leaves and undulating partitions. The transformation of 

the lintel from the start of the 7th century to the end of the 8th century according to 

Coral-Rémusat (1951: 42) exhibits a consistent encroachment of foliage. 

 

 

Figure 5.1: Sambor Prei Kuk ‘style’ lintels. 

 

Prei Khmeng Style Lintels - from around 635 until the end of the 7
th

 century 

 

Dupont (1952: 35, 55 - 59) observes a period of crossover or adjacency between the 

style of Sambor Prei Kuk and Prei Khmeng, particularly exemplified by the 

decoration on the central tower of Phnom Bayang MH645. He believes that the styles 

must have co-existed over the period from approximately 635 to 655.31 The style of 

Prei Khmeng (Figure 5.2) is typically characterised by the disappearance of the 

makaras that dominate the extremities of the Sambor style (Coral-Rémusat, 1951: 42, 

Dupont, 1952: 52). However, the Prei Khmeng lintel itself makes an exception to this 

rule by possessing aśvins riding rather elaborate and fantastic makaras on its 

extremities. The makaras are replaced by fleuron emblems. The medallions loose 

their personages, become smooth, and can now resemble the fleuron emblems of the 

extremities. Small leaves gradually enter the garlands. Foliage begins to inhabit the 

same space of the arch and its curvature may turn towards the inside (Bénisti, 2003 

[1971]: 210, Coral-Rémusat, 1951: 42). As detailed below, Boisselier (1968: 101 – 

144) argues that Prei Khmeng style survived well into the 8th century. Furthermore, it 

existed side by side with the Kompong Preah style. 

 

                                                
31 Bénisti (2003 [1974]: 316 - 321) is vigorous in her disagreement on this matter, believing that the 
evidence just does not lend it enough weight. 
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Figure 5.2: Prei Khmeng ‘style’ lintels. 

 

Kompong Preah Style Lintels - from about the end of the 7
th

, and continuing 

throughout or part of the 8
th

 century 

 

The horizontal arc is now a ‘branch’ and purely vegetal. It terminates in a vegetal 

rinceaux or vong hien shape. Perhaps this is the extension of a lotus rhizome 

extending horizontally (Boisselier, 1968: 105). All personages and mythical 

characters disappear. According to Dupont (1952: 58 – 59) Prei Khmeng style 

coexisted with Kompong Preah style for a brief period, but Boisselier (1968: 104) 

contends the Kompong Preah style was no longer an imitation of wooden architecture 

(see Figure 5.3). The symmetrical branches of foliage have a highly stylised, 

allegorical value and owe nothing to the unspecified garlands that are hung on festive 

occasions. Nothing in their movement evokes correspondence with a suspended 

foliage arrangement. Major but unknown significance is attached to the meaning of 

the fleuron emblem that forms the styles’ focus.32 

 

 

Figure 5.3: Kompong Preah ‘style’ lintels. 

 

 

 

 

                                                
32 This fleuron emblem is present in the lintels in one form or another from this period onwards. It often 
appears in a significantly reduced and inconspicuous format. 
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Kulen Style Lintels – first half of the 9
th

 century 

 

According to Stern (1934a: 252), the Kompong Preah style was a period of relative 

artistic ‘poverty’. Its decline and the rise of the Kulen style eventuated when the 

artists were not satisfied to simply invent new forms, but sought inspiration from the 

art of the past (see Figure 5.4). In this regard, Stern and Coral-Rémusat considered 

that the artists of the Kulen style cast their gaze backwards to the works of Sambor 

Prei Kuk by the re-introduction of makaras
33, garlands, pendants and figures. At this 

time though, the motifs are divergent. The lintels and sites are said to date from 

around Jayavarman II’s coronation atop Mount Mahendra, supposedly in 802, and 

until his return to Hariharālaya sometime before his death in 834 (Stern, 1938: 139 – 

152, Jacques, 1972: 205 – 220). Boisselier (1968: 107) revises the date for the 

beginnings of this style, pointing to a penchant for archaism and the motifs of the 

early Kompong Preah ‘style’ which appeared approximately a century before. The 

Kulen style lintels are noted as beginning the consistent use of the kāla or monster 

face motif (Coral-Rémusat, 1951: 44). Although prevalent in the architectural 

decoration of sites as early as Sambor Prei Kuk (Bénisti, 2003 [1973]: 256 – 271), 

during the early 9th century the monster face or kāla was widely used as the central 

decorative motif on lintels. The kāla is rare in Prei Khmeng style, and only one 

example is known in Kompong Preah style. Boisselier (1968: 129) cites the mid to 

late 8th century lintel from Sambor of the Mekong as an example of an earlier 

stylisation of the kāla as the central motif.34 Kulen style is reputed to have a particular 

Cham influence (Boisselier 1968: 101 – 144, Coral-Rémusat, 1951: 44 – 45, Stern, 

1938a: 128, 138). This not only includes motifs of architectural decoration, but also 

the hairstyles of figures represented in the lintels. 

 

                                                
33 The makaras of the Kulen and subsequent styles are said to exhibit both Cham and Javanese 
influence (Coral-Rémusat, 1951: 44 – 45, Bosch, 1931: 485). 
34 Although this attribution is questionable given that the non-stylised materialised kāla does not appear 
as the central motif until a number of decades later. It is unlikely that the Khmer craftsmen went from a 
stylised version to a realistic version of the kāla. One suggestion would be that the central fleuron 
emblem characteristic of Prei Khmeng and Kompong Preah styles already possessed a natural 
correlation with the kāla head, and when this was introduced into the artistic repertoire, whether from 
Java or not, it was a perfect fit. Alternatively, this appearance was the stylisation of the kāla motif 
already seen on other elements of architectural decoration during the Sambor Prei Kuk style. 
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Figure 5.4: Kulen ‘style’ lintels. 

 

Transition (A)
35

 Style Lintels - middle or third quarter of the 9
th

 century 

 

Lintels that do not fit into the standard evolutionary development are considered 

transitional. The first transitory period was represented by monuments on the Angkor 

plain that were constructed between the Kulen sites of the late 8th to early 9th 

centuries, and the large state-built structures of Bakong MH476 and Preah Kô MH477 

of the late 9th century. Sites which comprise architectural decoration of this phase 

include Trapeang Phong MH475 and Kôk Pô (A & B) MH487 (Coral-Rémusat, 1940: 

129). The kāla as central motif is now a fixture at the centre of a comparatively thin 

foliage arc. The garlands that once hung from the arc were now absent, replaced by 

distinct loops of vegetation (Stern 1934a: 253). Divergent makaras inhabit the lintel 

extremities (see Figure 5.5). 

 

 

Figure 5.5: Transition (A)‘style’ lintels. 

 

 

 

 

                                                
35 Coral-Rémusat (1940, 1951) designated four distinct periods in the artistic sequence as 
‘transitionary’. These periods were associated with examples of sites which represented the nature of 
the transition. Because Coral-Rémusat (1940, 1951) did not distinguish the ‘transitionary styles’ from 
each other this thesis has labelled the categories Transition A, B, C, and D. See also Appendix A.b. 
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Preah Kô Style Lintels – last quarter of the 9
th

 century 

 

Stern (1934a: 253) and Coral-Rémusat (1951: 45) consider the lintels of the Preah Kô 

style in late 9th century as perhaps the most beautiful in all Khmer art. The style itself 

corresponds to the imposing monuments constructed by Indravarman and 

Yaśovarman at Roluos, the Preah Kô MH477, Bakong MH476 and Lolei MH480 

temples (Figure 5.6). The central motif is typically a deity, or dikpāla seated upon a 

kāla or their vāhana.36 Depictions of these figures, rare on the Kulen, became 

commonplace at Hariharālaya. The lintels are increasingly overrun with small figures 

of celestial beings who pray, dance, ride horses and nagas, and carry weapons. 

Friezes that until now have been incorporated on the topmost border of lintels become 

a unique feature warranting an independent block of sandstone. They are adorned 

with praying celestial beings. 

 

 

Figure 5.6: Preah Kô ‘style’ lintels. 

 

Bakheng Style Lintels – finish of the 9
th

 century, and debut of the 10
th

 century 

 

After the astonishing fantasies of the Lolei lintels, those of the Bakheng style appear 

rather Spartan (see Figure 5.7). The small celestial beings and personages disappear 

and the composition of the arc and the leaves of foliage above and below it are quite 

static. The only apparent variation occurs in the central motif, and an occasional 

undulation of the horizontal arc (Coral-Rémusat, 1951: 46). During the early 10th 

century, Stern (1934a: 253 – 254) observes interesting compositional phenomena that 

                                                
36 Parmentier (1919: 1 – 98) and Stern (1938a: 128) describe the style of sitting as another potential 
example of Javanese influence. The attitude of rājalilāsana or ‘royal ease’ shows the figure seated with 
a knee flat on the ground, the other raised on which his arm rests.  
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supposedly can be witnessed in lintels from this point on. The central motif gradually 

descends vertically towards the bottom of the lintel, as if the weight of the central 

character is dragging the foliage arc with it. Beginning with the Bakheng and 

Transition (B) lintels the central character (usually a dikpāla atop a kāla) moves down 

from a central position until it reaches the bottom of the lintel as if creating a U-shape 

during the Khleang style. 

 

 

Figure 5.7: Bakheng ‘style’ lintels. 

 

Transition (B) Style Lintels – first quarter of the 10
th

 century 

 

This phase is represented by the monuments of Prasat Kravanh and Baksei 

Chamkrong (see Figure 5.8). In the lintels of these monuments we observe the 

appearance of the attached cross. The rinceaux that fall from under the central motif 

frequently come to face each other. We see them attached by a small band, termed by 

Coral-Rémusat (1951: 46) as an attached cross. 

 

 

Figure 5.8: Transition (B) ‘style’ lintels. 
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Koh Ker Style Lintels – second quarter of 10
th

 century 

 

The Koh Ker style is associated with the movement of the capital by Jayavarman IV 

from the Angkor plain approximately ninety kilometres northeast to the site of Chok 

Gargyar (Koh Ker) (Figure 5.9). Akin to Bakheng style there is a great diversity to the 

themes and characters represented in the central motif. And this feature appears to 

attain a physical pre-eminence by realising its maximum size in the overall 

composition (Coral-Rémusat, 1951: 46). 

 

 

Figure 5.9: Koh Ker ‘style’ lintels. 

 

Transition (C) or Pre Rup Style Lintels – middle of 10
th

 century 

 

For Coral-Rémusat (1951: 47, 121) the decoration of this period is categorised as 

transitory, perhaps just marking time before the exemplary fine carving at Banteay 

Srei (see Figure 5.10). Boisselier (1966: 152) appears to accord more significance to 

it. For him, when lintel decoration comes back to Angkor under Rājendravarman II it 

is characterised by a real diversity of motifs. The themes of Preah Kô and Bakheng 

style lintels are copied, but with a new spirit of clearly defined and sharp carving. The 

motifs and carving are thought to anticipate Banteay Srei lintels. During this period 

we also observe that colonnette capitals have completely disappeared from the 

extremities of the lintel proper (Coral-Rémusat, 1951: 47).  

 

 

Figure 5.10: Transition (C) ‘style’ lintels. 
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Banteay Srei Style Lintels – second half of the 10
th

 century 

 

The lintels of this style are popularly considered to sit at the pinnacle of Khmer 

architectural sculpture for the filigree of their ornamentation (Giteau, 1965: 79 - 84, 

Rawson, 1967: 65). Overall there was an increase in complexity and detail with a 

great variety of motifs (Figure 5.11). Banteay Srei MH468 temple founded in 967, 

retained numerous decorative details that were archaic in character. The archaism was 

perceived by Parmentier (1919: 66 – 79) who attributed it to the beginning of the 10th 

century, linking it with monuments at Roluos. In the 1926 publication however, Finot 

interpreted the inscriptions in such a way that the majority of the temple dated from 

the 14th century (Finot et al, 1926: 110 - 114). Whilst the lintels exhibit numerous 

replications of Preah Kô style motifs, and in some cases whole lintels, the erudite art 

historian will perceive new designs. These include a fleuron emergent from a sort of 

lotus chalice, and the occasional breaking up of the horizontal foliage arc either side 

of the central motif, by kāla or garu�a heads (Coral-Rémusat, 1951: 47, 1954: 118 - 

128). 

 

 

Figure 5.11: Banteay Srei ‘style’ lintels. 

 

Khleang Style Lintels – last years of the 10
th

 century and first part of the 11
th

 century 

 

“Avec ce style, l’ornementation des linteaux retombe dans le monotonie.”37 
(Coral-Rémusat, 1940: 53). 

 

In these lintels the elaborateness and multiplicity of motifs and combinations is absent 

(see Figure 5.12). The central motif is exclusively the kāla and or a dikpāla that now, 

according to Stern’s (1934a: 253 – 254) schema, sat at the bottom of the lintel. 

                                                
37 “With this style, the ornamentation of the lintels fall again into monotony.” (Coral-Rémusat, 1940: 
53). 
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Represented by the monuments of the Khleang and Royal Palace the horizontal arc is 

similarly broken up, or multi-inflected as at Banteay Srei but this time characterised 

by fleuron motifs (Boisselier, 1966: 154, Coral-Rémusat, 1951: 47 - 48). 

 

 

Figure 5.12: Khleang ‘style’ lintels. 

 

Transition (D) Style Lintels – second quarter or middle of the 11
th

 century 

 

The transition between Khleang and Baphuon style lintels is apparently epitomised by 

the monuments of Chau Srei Vibol MH456 and Preah Vihear MH624 (Figure 5.13). 

The character of the Khleang lintels is preserved with some hint of the narrative 

scenes that coalesce in Baphuon style (Coral-Rémusat, 1940: 53). During this period 

the kāla completely loses its occasional regurgitated stylised pendant that is replaced 

intermittently by a lower jaw. 

 

 

Figure 5.13: Transition (D) ‘style’ lintels. 

 

Baphuon Style Lintels – middle or second half of the 11
th

 century 

 

The principal innovation of this style is the appearance of narrative scenes (see Figure 

5.14). According to Coral-Rémusat (1940: 54) the prasat tympanum now carries the 

representation of unfolding vegetal foliage that allows the lintel to be employed for 

depictions of various mythological and religious events such as the Churning of the 
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Sea of Milk, episodes from the life of K	��a, Vi��u Anantaśayin and Umāheśvara. 

Those lintels that still illustrate the foliage arc, kāla, and dikpāla are considered but 

replications of the immediate anterior styles (Boisselier, 1966: 154, Coral-Rémusat, 

1940: 54). 

 

 

Figure 5.14: Baphuon ‘style’ lintels. 

 

5.f. Refining chronologies and removing anomalies 

 

The legacy of Stern and Coral-Rémusat’s civilisation-defining categories was 

considerable. While the styles were convenient points of reference to compare a broad 

range of sites and sculptures over time, many of the French scholars including Dalet 

(1944: 7 - 83), Dupont (1952: 32), and Boisselier (1956: 2) questioned if the major 

sites after which the categories were named were actually representative of the styles. 

Instead of using the framework to posit alternative questions of the artistic material, 

scholarship has typically been concerned with debates over chronology. Particular 

attention has been given to the early periods of Khmer art which are historically 

obscure, and where examples are few. Essentially using the same methodology, art 

historians have argued about the transition of ‘styles’, and how particular lintels fit 

into the established sequence. It is useful to consider these studies to illustrate the 

inadequacy of generalised categories to account for variation in the artistic record. As 

analyses have become more detailed, scholars have perceived anomalies in the 

material record incapable of description with the conventional evolutionary model. 

 

The most vocal critic of Stern and Coral-Rémusat was undoubtedly Robert Dalet. 

Publishing a response to the categorisation of the early styles, Dalet’s (1944: 7 - 83) 

language is accusatory and highly critical. Evident from earlier publications which 

complement existing inventories with site-specific reports (1935: 117 - 147, 1936: 23 
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- 60), Dalet seems content with a more descriptive role for art history in Khmer 

scholarship. Indicating an allegiance to his EFEO maîtres, Dalet prefers Parmentier’s 

broader categorisation of primitif and classique. Additionally he favours Lunet de 

Lajonquière and Parmentier’s lintel categorisations, despite the fact that these are not 

necessarily linked to a temporal schema (Dalet, 1944: 9). In reference to Stern’s 

description of Sambor Prei Kuk style Dalet propounds: “S’agit-il simplement d’une 

confusion….”38 (Dalet, 1944: 26). Alternatively, two new styles are devised under the 

auspices of Kuk Prah That, and Thala Borivat. This is followed by a restated Sambor 

Prei Kuk style. The lintels of Kuk Prah That style possess an arc combined in pair, 

and makaras or fleurons on the extremities. The arc segments are intermittently 

replaced by reclining divinities. Of crucial importance is the designation of a central 

fleuron with a big floral pendant. Despite this new classification Dalet (1944: 47) was 

not able to determine the time period of Kuk Prah That style in comparison to that of 

Thala Borivat. His suggestion is that perhaps it is a local school. The lintels of the 

style of Thala Borivat are framed by an arc with either a single or double curve, 

enormous makaras on the extremities, and a single central medallion on which 

generally rests a very big fleuron pendant. Within this pendant stands an 

anthropomorphic form of Garu�a holding two serpents. The garlands below the arch 

delimit areas without decoration. Dalet (1944: 39, 47 – 48) located these lintels in the 

beginning of the 7th century. The lintels of Thala Borivat clearly provide a unique 

anomaly to the established groupings. Rather than designating Thala Borivat as a 

whole style Dupont (1952: 62, 66) categorises it as a variant of Sambor Prei Kuk style 

dating from the middle of the 7th century. According to Bénisti’s (2003 [1968]: 183 – 

195)  observations of Indian decorative representations of the second half of the 6th 

century these lintels should be chronologically situated at the very beginning of the 

Sambor style, that is before the foundation of Īśānapura, enduring until the middle of 

the 7th century. 

 

The transition of Prei Khmeng to Kompong Preah styles has also been a focal point of 

academic investigation. Dupont (1952: 83) thought that the material record of the 

transition between Prei Khmeng and Kompong Preah style was significantly sparse, 

suggesting there must exist more salient examples waiting to be found which would 

                                                
38 “It is simply a confusion…”(Dalet, 1944: 26). 
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account for the dramatic change in style. Boisselier (1968: 101 – 144) questions the 

duration of Kompong Preah style, which bridges more than a whole century with very 

few signs of evolution. Boisselier suggested that instead of the seemingly immediate 

replacement of Prei Khmeng style for Kompong Preah, the two design types existed 

adjacently and interdependently. Although the composition style of Kompong Preah 

became more frequent during the 8th century, it never entirely replaced the style of 

Prei Khmeng. Apparent evidence is provided by the existence of both Prei Khmeng 

and Kompong Preah style lintels on the single monument of Prasat Srei Krup Leak 

MH179 of Phnom Baset, and Prei Khmeng and Kompong Preah style carvings on 

either side of the same stone from Phú-xuân. What is more, the Prei Khmeng side is 

thought to postdate the Kompong Preah (Boisselier, 1968: 108, 111). Bénisti (2003 

[1971]: 214) is not convinced by this argument. In her view there existed a whole 

series of intermediate and linked forms, which constitute the directional evolution that 

occurred at the very end of the 7th and the beginning of the 8th century. Despite 

Dalet’s criticisms, Stern and Coral-Rémusat’s stylistic categorisations are still used to 

describe Khmer art. By his own admission, Dalet’s (1944: 48) descriptions of style, 

like Stern and Coral-Rémusat’s were generalised summaries. And as a consequence 

they overlooked decorative anomaly and transition which can be viewed as a 

generative agent in the transformation of art. 

 

5.g. Conclusion 

 
Regardless of the shortfalls of the classificatory approach, a chronological outline of 

medieval Khmer art was necessary and was skilfully constructed. The ‘style’ 

categories have been indispensable to make comparisons between artworks from 

different places and different points in time. Art historians did not suppose that there 

were real boundaries between artistic styles. Nevertheless, the application of artificial 

‘horizons’ has meant that the transformation of art is only understood in a restricted 

way. For instance, since the conception of the stylistic categories in the mid 20th 

century numerous temples and artworks have been identified which do not correspond 

with the linear trajectory that the sequential categories imply. In light of this 

confusion regarding the artistic sequence, scholars have concluded that there was 

significant crossover in the early styles of the 7th and 8th centuries (e.g. see Boisselier, 

1968: 101 – 144, Dupont, 1952: 35, 52 - 59). It is noteworthy that most controversy 
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resides within those artistic styles for which there is the least evidence. Little 

investigation has been made of the decorative composition of large groups of lintels, 

for example from Rājendravarman II’s reign which produced over one hundred and 

fifty lintels in Angkor alone. By appraising variation in a large sample of decorative 

lintels it is possible discern the diversity as a vital component of the transformative 

process. Anomaly and variation were recognised by Stern (1927: 10, 1965: 215, 1972: 

9, 149 – 150), but only as aberrations or fleeting individual idiosyncrasies which were 

insignificant to the overall artistic tendency to conform to the stylistic norms of each 

period. Because change can begin as small-scale variation, these differences can 

generate the artistic transformation. Moreover, because it is procedurally impractical 

that variation was directed by a project superintendent, or patron, the anomaly 

connects the art to the artisans who made it.  

 

Aided by new sets of data analysis systems, Chapter 6 will revisit the stylistic 

classifications and examine the details of artistic transformations. By scrutinizing the 

changing combinations of motifs through time, an alternative model of selective 

transformation is proposed that measures dynamic rates of change instead of a linear 

progression. Change in the artistic material can be recognised beyond conventional 

stylistic categorisations that have imposed literary and ‘stage ideals’ and have been 

interpreted in terms of the society who produced the objects. Noteworthy features that 

emerge in the following analysis include the significance of artistic ‘transition’, and 

the identification of archaism and dynamism. Transitional phases are rarely expressed 

in any detail by the conventional art historians and are generally regarded as some 

form of decorative stasis. These periods, however, are integral components of the 

artistic change. The phenomenon of archaism in Khmer decoration is widely 

acknowledged but little understood. By understanding the rate at which motifs are 

used and reused these trends are directly discernible. Quantitative analysis permits the 

consideration of dynamism, or the rate that ‘styles’ and motifs change. Interestingly, 

we observe that architectural decoration had enduring periods of relative stasis that 

were disrupted by abrupt periods of change. This is particularly salient in the 

transition of decorative lintels from Kompong Preah ‘style’ to Roluos. Each motif or 

set of motifs is distinguished by an independent replicative rate. When dynamic 

variation has been recognised in the ‘traditional’ stylistic schema, it is possible to 

posit new avenues of investigation that address the makers of the lintels. 
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Chapter 6 – Variation in Decoration 

 
6.a. Introduction 

 
 “Le sculpteur de linteaux de Lolei, d'Angkor Vat atteindra ainsi une habileté 
 manuelle dont on rechercherait en vain des exemples comparables dans nos 
 cathédrales les plus sculptées...”1 (Groslier, G., 1921: 266). 
 
The splendour of the decorative lintel has been ardently declared by generation after 

generation of scholar. It has been used as an invaluable diagnostic tool to unravel the 

complex chronology of the medieval Khmer monuments. A chronological sequence 

was made by associating the artistic material within specific stylistic categories. 

Philippe Stern (1934a) established the foundations of these broad and pragmatic 

artistic transformations as they applied to decorative lintels. The art historians who 

followed, namely Coral-Rémusat, Bénisti, and Boisselier, employed the categories 

and noted variations in lintels at the periphery of the styles. These studies have 

perceived the artistic culture of the Angkorian world as a pattern of stages. This 

approach seems at odds with contemporary historical and archaeological research 

which tends to look at the historical and material record in terms of contextual detail 

rather than deferring to general trends (e.g. Pottier, 1999, 2000a, in press, Vickery, 

1998, 2003 – 2004). In step with these interpretations, this thesis appraises the detail 

of change in decorative lintels. It connects the intrinsic variation of the artistic 

material to the creativity of the artists. 

 
When artists chiselled into the sandstone lintel, components of the lintel design were 

entirely of their own making. The sovereign, project superintendent, and team 

supervisor all possessed the requisite power to tell artisans what to carve, but 

idiosyncratic differences in every work indicate that the majority of the specific 

decision making was left to the artist. Control over every small detail of artistic 

creation would have been difficult to realise and administer. The patrons of the 

sculptural and architectural commissions apparently trusted the ability of the artists to 

produce work with the requisite symbolic and aesthetic power. Most of the time artists 

selected and rendered iconography from a repertoire of forms known to them from 

training and tradition. But the medieval Khmer artistic tradition also facilitated 

                                                
1 The sculptor of the lintels of Lolei and Angkor Vat reached a manual skill which one would seek in 
vain in comparable examples of our most sculpted cathedrals…” (Groslier, G., 1921: 266). 
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innovation and difference between objects. The most important decorative lintels, 

situated on the most visible prasats and façades were often a chance for artists to 

demonstrate their creativity and skill by distinguishing their work. Even lintels which 

were carved at modest village shrines possess eccentricities in iconography and form. 

Because the small-scale differences in the art were the result of unique creative 

behaviour of individuals, the transformation of artistic detail can suggest how the 

individuals and their workshops were organised and operated. The recognition of the 

multitude differences in decorative lintels opens the way for a more exuberant and 

humane perspective of artistic change in the Angkorian world. When variation in the 

different components of artistic and material culture are assessed, change can be 

perceived as dynamic and constant, where medieval Khmer artists actively make 

novel associations of iconography and form. 

 

This chapter is divided into two parts. It draws together the analysis of data assembled 

from approximately five hundred decorative lintels and lintel fragments from nearly 

one hundred sites dispersed across the medieval Khmer landscape between the 7th 

and the early 11th centuries.2 The first part recognises variation in the decorative 

lintels as a way to perceive the detail and elaborateness of the artistic record. The 

broad transformations described by conventional art historical studies are integrated 

with the variety and richness of the artistic record that is now more accessible through 

a new capacity to analyse detail. Changes in the material culture, typically 

distinguished as neatly progressing from one style to another are regarded as 

increasingly more complex. The study of variation can distinguish the dynamic 

magnitude of transformation between different artistic styles and periods. Artistic 

periods considered ‘transitory’ by the stylistic categories of Stern and Coral-Rémusat 

are viewed as possessing a wealth of artistic detail. By quantifying the appearance of 

motif combinations on a sample of decorative lintels we can perceive rates of artistic 

change, archaism and stylisation of motifs. The second part employs the study of 

variation to address a period of significant artistic transformation between the 8th and 

9th centuries. The discussion appraises the relationship of artistic material to the 

historical movement of administrative and symbolic capitals between 

Mahendraparvata and Hariharālaya.  

                                                
2 See Appendices A.b., A.c., and A.e. 
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6.b. ‘Stylistics’ and Principal Components Analysis 

 
The contribution of stylistics in shaping the medieval Khmer historic and artistic 

chronology has been vital. Stern’s landmark redating of the Bayon (1927), and Coral-

Rémusat’s stylistic categories (1940, 1951) have formed the basis of every published 

book on Khmer art since.3 Despite being based upon ideal ‘types’ defined according 

to similarity alone, the stylistic categories were a practical means of describing broad 

scale transformations.4 In this regard the artistic groupings have been an indispensable 

way of making the material corpus manageable. But stylistic ‘horizons’ fixed to 

chronologies create artificial boundaries assuming that objects are all one category 

and not the other. They do not satisfactorily explain the complexity of transformative 

process. Categorisation only allows art to be grouped by similarity, where the 

difference and porous boundaries between one artistic phase and the next are 

overlooked. This thesis does not suppose that Stern and his students thought the 

artistic divisions were actually real, but they were not familiar with ways to express 

the inherent variation of Khmer art. After nearly eighty years of study the stylistic 

categories have become ‘things’ in their own right, whereby the obsession with 

stylistic attribution has tended to preclude whole realms of possible enquiry. When an 

individual decorative lintel is appraised in terms of the entire medieval Khmer artistic 

corpus, then small variations between it and other lintels are barely perceptible. These 

small and incessant variations, however, are an integral component of the 

                                                
3 See Chapter 2.c. and 2.e. for a deconstruction of ‘style classifications’, and Chapter 5.f. for the 
categories as they apply to the medieval Khmer decorative lintel. 
4 The quantitative study of styles has nevertheless identified small but notable errors in Coral-
Rémusat’s type descriptions. The brevity of the published explanations can usually explain these slight 
inaccuracies. For instance Coral-Rémusat (1951: 45) maintains that the dikpāla is the most common 
central motif of Preah Kô style, and to be sure the dikpāla appears in 27.9% of all recorded Preah Kô 
style lintels (n=61), however Garu�a also appears in a comparable 24.6% of the same group. The 
‘Transition B’ style is noted for containing the first appearance of the ‘attached cross’ (Coral-Rémusat, 
1951: 46). But this motif is actually discerned marginally earlier, associated with the Bakheng style in 
two lintels from Thma Bay Kaek MH411, and two lintels from Phnom Bakheng MH414 itself. The 
monument known as the ‘Prasat à l’est du Khleang Nord’ LL480,06 or Monument E of Angkor Thom 
was originally connected with Banteay Srei style by Stern (1927: 82) who ascribed it a late 13th early 
14th century date. Following the redating of Banteay Srei MH468 temple, the site was situated in the 
mid-10th century and slightly posterior to the style of Banteay Srei after its apsaras and ga�a 
personages on the tower antefixes (Glaize, 1993: 124 [1944], Coral-Rémusat, 1951: 121, Boisselier, 
1966: 184). In spite of the similarity in heavenly nymphs, the extant decorative lintels suggest a later 
date, more likely the late 10th to early 11th century, analogous to Khleang style. The average count of 
motifs on Banteay Srei style lintels is 15.5 (n=41), but at the ‘Prasat à l’est du Khleang Nord’ the 
average number is 7.8 (n=5). This correlates with the Khleang style that has 9.7 average motifs per 
lintel (n=20). Parallel investigations of lintels at Sambor C1 MH197 (early Kulen rather than Kompong 
Preah [Coral-Rémusat, 1951: 129]), and Prei Prasat MH731, south sanctuary (Kompong Preah rather 
than Kulen [Coral-Rémusat, 1951: 129]) suggest the necessity for a similar review. 
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transformative process. Certain iconographic combinations and forms were consistent 

with the general trajectory of Khmer art, but others operated independently of it. 

Large-scale artistic change developed from iconography and motif combinations that 

began as small-scale differences, therefore the generative capacity of medieval Khmer 

art can be found in the variation of its details. What’s more, these small-scale 

variations are often unique and inconsistent. Different motif and form combinations 

are selected, endure, and rejected in association with the human creativeness of the 

individuals who designed and carved them. The artisans themselves drew their 

creative ability from tradition, training, and the flexibility to innovate and vary the 

details of their work. Because small-scale differences were pervasive and distinctive, 

variation is not something that could be entirely described by a verbal declaration 

such as a copybook or text. Therefore by quantifying and integrating both the small 

and large-scale transformations of iconographic assemblages in decorative lintels 

studies can recognise originality in the medieval Khmer artistic process. 

 
Art historian Meyer Schapiro (1994: 55) asserted that when quantitative 

measurements are made, they tend to confirm the conclusions reached through direct 

qualitative description. Along the lines of this view, the largely quantitative 

methodology advocated by this thesis corroborates the conventional stylistic sequence 

and classification of decorative lintels. Nevertheless the principal purpose of 

quantitative analysis is not to verify the qualitative assessments which posited the 

stylistic categorisations in the first place. Rather, quantitative analysis facilitates 

measuring the different magnitudes of artistic change between periods and styles. The 

notion that the artistic record was characterised by diverse degrees of change was 

acknowledged by historians of medieval Khmer art (Coral-Rémusat, 1935a, 1935b, 

1940, 1951, Stern, 1927, 1932, 1934a, 1938a, 1938c, 1965), but no relative measure 

was introduced to account for it. Quantitative analysis widens the capacity of art 

historical analyses to examine the detail of the artistic record so that variety is 

perceptible. It addresses transformative changes in the artistic culture that are difficult 

to express with traditional approaches. These include dynamic measures of variation, 

rates of change, transition, archaism, and stylisation, which can be charted across time 

and space. In addition, quantitative analysis can deal with a new suite of questions 

which investigate the association between change in artistic culture and its historical 

context. 
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At a structural level, medieval Khmer decorative lintels are groupings of iconographic 

characteristics. The motifs range from divine personages of the Hindu pantheon to 

stylised vegetal scrolls derived from the natural world. Nearly every lintel is unique in 

its combination of motifs and morphology. There are ‘shape analysis’ methodologies 

that deal with morphology, where statistical analyses describe geometrical properties 

from similar shapes and different groups (Costa and Cesar Jr., 2001, Dryden and 

Mardia, 1998). These techniques have been employed for examining the difference 

and similarity of skeletal shapes (e.g. Golland, Grimson, and Kikinis, 1999, Lu et al, 

2007), but require complex statistical computations and tight control over the ‘shape’ 

data itself. The easiest way to distinguish variation is by observing the presence (or 

absence), tally, and position of each discrete motif. Documentation of these motifs in 

a relational database allows the assembly of an enormous corpus of decorative 

material, beyond the ability of unaided visual memory. Subsequently, each motif may 

be compared with every other motif, lintel with lintel, and site with site. Whilst the 

style, representation, and meaning of motifs changed over time, each isolated motif is 

recorded in the database so that it cannot be mistaken for any other motif. To assess 

the transformation of changing composition of decorative lintels both simple and 

complex statistical methods are available. Straightforward measures can chart the 

appearance and disappearance of single motifs, or the changing number of motifs 

between lintels and across time. But in order to compare the total combination of 

motifs on each lintel to every other lintel, a more complex statistical measure can be 

used. Each complete lintel contains anywhere between 5 and 28 discrete measured 

motifs (an average of approximately 13). To measure each lintel as a combination of 

its motifs the multivariate statistical method of Principal Components Analysis (PCA) 

is an appropriate tool. PCA is a technique of statistical analysis that simplifies 

complex groups of data. It reduces multidimensional data sets to ‘lower’ dimensions 

for analysis. Typically, PCA deals with large numbers of interrelated variables while 

retaining as much as possible of the variation in the original data (Jolliffe, 1986: 1). 

PCA is commonly used in investigations of ‘scientific’ data, but in examination of 

human behaviour it is equally applicable to ‘artistic’ cultural outputs.5 In fact, the 

                                                
5 For examples of scientific applications of PCA in mainland Southeast Asia see Penny (2001: 97 – 
128), who uses the parallel technique of Detrended Correspondence Analysis (DCA) on palynological 
records in northeast Thailand. Latinis (2004: 108 – 131) uses PCA to chart trace materials in a glass 
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statistical analysis of literature for the purposes of stylistic and authorship attribution 

has a thirty-five year history (see Potter, 1991: 401 – 429, Holmes, 1994: 87 – 106). 

In a recent analysis, Craig (2007: 273 – 288) concludes that PCA is an indispensable 

methodology to examine the authenticity of Shakespearian plays. In the example of 

medieval Khmer decorative lintels, PCA measures how lintels relate to each other 

based on their motif composition. Each lintel as a combination of its motifs is 

assigned a xy weighting based on the original values. The ‘line of best fit’, or the 

direction of maximum variation through the entire data set statistically determines the 

axes of the PCA plot. In the PCA of the lintel data set (Figure 6.1) the x-axis, or first 

principal component, is a statistical expression of the maximum amount of variation 

in the data (in this case 4.4% of the total variance in the data set).  

 

 

Figure 6.1: A Principal Components Analysis plot of all complete lintels in the data set. The 

PCA measures the difference or similarity of each lintel as an aggregate expression of its 

combination of motifs. 

 
The y-axis is the second principal component, explaining the second largest degree of 

variance (3.6%) within the data. The value that each lintel receives is based upon its 

difference or similarity to the motif combinations of every other lintel in the dataset. 

Therefore, by this measure lintels that are most similar in motif assemblage have 

similar PCA values and are clustered together. The more dissimilar the lintels, the 

                                                                                                                                       
bead assemblage from the EFEO Prei Khmeng excavations. Dussubieux and Gratuze (2003: 135 – 148) 
apply PCA to the study of glass trade between India and Southeast Asia. 
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further apart they will appear on the plot. Although PCA does not provide measures 

of the equally important, but more subjective artistic characteristics of form, skill and 

meaning, it is a suitable way to verify the adequacy of Stern and Coral-Rémusat’s 

stylistic divisions, which were largely determined on the basis of changing 

combinations of motifs.6 Moreover, its novel use upon medieval Khmer art provides 

alternative avenues to appraise the transformation of material culture. The plot 

represented in Figure 6.1 illustrates PCA of 367 complete lintels spanning the 7th to 

the early 11th centuries. Only entire lintels are considered in the analysis. Fragments, 

incomplete, and eroded lintels with indiscernible elements are removed from the data-

set as they would change the relationality of each lintel to another. The analysis 

considers every motif on every lintel, and gives each lintel a statistical ‘weight’ 

according to its similarity or difference to every other lintel in the data set. Overall, 

the PCA patterns are consistent with Coral-Rémusat’s (1940, 1951) categorisations. 

Figure 6.1 illustrates that the conventional stylistic categories in general cluster 

together. Yet the styles are not clearly defined or separated. Each lintel may be 

grouped into the same style based upon a particular piece of iconography, or series of 

key motifs, but its location within that group is based upon the variation and 

difference of additional motifs. Very few lintels possess exactly the same motif 

combinations. Lintel decorative assemblages tend to blend into each other and are not 

bounded by definable stage horizons. The stylistic categories are suitable to describe 

general changes in medieval Khmer art and compare lintels that are separated by 

substantial time periods. The ‘blurred edges’ demonstrate, however, that while the 

stylistic groups are related, the boundaries themselves are imposed artefacts of 

analysis to describe the transformation of Khmer art. Lintels are rarely all one style 

and not another. Each lintel is part of a broader dynamic continuum of artistic culture 

that was constantly changing at differing rates at different times.  

 
Because the PCA groups similar lintels together, and similar lintels are generally 

dated to the same period, the plot can be interpreted as a time series. The axes do not, 

however, specifically measure the passage of time but only the statistical relationship 

of each lintel to every other lintel. The dispersion of the values indicates the degree of 

similarity and difference between the lintels. Figure 6.1 begins in the 7th century with 

                                                
6 See Chapter 5.d. and 5.e. 
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a dispersed cluster of Prei Khmeng style lintels that appears to move along the x-axis 

towards the confluence of the graph. During the Preah Kô style the lintels make an 

upward vertical movement on the y-axis, before returning to the centre left of the 

graph until the termination of the dataset in the early 11th century (see Appendix A.d., 

Figures A.6, A.7 and A.8 for plots of each ‘style’ distribution in sequence). The 

relatively wide range of  values from Prei Khmeng to Preah Kô ‘styles’ suggests that 

there was a large degree of difference between the motif combinations on lintels 

during these periods. Tight clustering from late 9th and into the 10th centuries retains 

additional significance regarding the standardisation of lintel design. This thesis 

argues that the increased homogeneity of lintels is indicative of a change in their 

design, and also in the organisation of labour responsible for their carving.7  

 
The PCA plot is illustrative of the dynamic and unique process of artistic 

transformation and the difficult task of precisely dating decorative material on its 

motif composition alone. Lintels that share the same or similar motif combinations 

can cross stylistic boundaries and date ranges. For example, Figure 6.2 (a detail of 

Figure 6.1) illustrates lintels from epigraphically dated sites are not chronologically 

ordered according to the combination of their motifs. Decorative lintels of 10th 

century sites at Koh Ker8 (921 – 944 CE), East Mebon MH395 (953 CE), Pre Rup 

MH390 (961 CE), and Preah Enkosei MH419 (967 CE) share interrelated motif 

assemblages, but their artistic culture does not follow a direct trajectory. Instead, 

change in the lintels involves experimentation and recombination of motifs. 

Illustration of inconsistent transformation can be given by the specific motif of ‘brass 

ring with a chakachan shape flower’ that divides the foliage branch of decorative 

lintels. This motif appears at Koh Ker (Chen MH261, Damrei MH260, Dei Chnan 

LL281, Prasat Thom MH266, and Krachap MH265), and at the East Mebon MH395, 

but is not used at the next monument in the chronological sequence at Pre Rup 

MH390. It is adopted again at Preah Enkosei MH4199 fourteen years later, 

representing the changeable pattern of motif selection and artistic change. 

 

                                                
7 For a detailed assessment of PCA and lintel standardisation in relation to change in ‘attached’ 
specialisation see Chapter 7.g. 
8 Neang Khmau MH258, Chen MH261, Daung Kuk MH264, Dei Chnan LL281, Krachap MH265, 
Prasat Thom MH266, Prasat Kraham MH266, Rolum MH684, and Damrei MH260. 
9 And also at Banteay Srei MH468. 
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Figure 6.2: The PCA plot illustrates that change from one period to the next is not linear. 

There are blurred boundaries between time periods and sites that draw from the same pool of 

motifs. 
 

 

Figure 6.3: The ‘brass ring with chakachan flower shape’ motif that appears on the central 

foliage branch. 

 
An obstacle to scholarly accounts of transformation in Khmer art has been the 

difficulty in illustrating variation within the artistic styles or periods. Describing the 

changes of Khmer art has had a limited capacity to deal with the magnitude of change 

during different periods. PCA is an especially appropriate method of charting this 

dynamic. Measured according to its combination of motifs, lintels are represented on 

the PCA plot according to their difference or similarity with each other. Lintels that 

are related in motif assemblage cluster together, whereas those that are dissimilar are 

dispersed. On the PCA plot of the entire complete lintel data-set (Figure 6.1) Prei 

Khmeng ‘style’ lintels are observed as being most different to Preah Kô ‘style’ lintels 

(see also Appendix A.d., Figures A.6 and A.7). These styles also exhibit the most 
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internal disparity of all. Description of lintel distribution in the PCA plot provides a 

useful ‘visualisation’ of variation in the ‘style’ classifications. For instance, Kompong 

Preah style is regularly expressed as a period of artistic poverty before the 

reinvigoration of themes and motifs of Kulen style (Stern, 1934a: 252, 1938a: 123). 

The PCA plot (Figure 6.4) shows that if not for one or two outliers, the overall 

variation of Kulen ‘style’ is actually analogous to Kompong Preah ‘style’. Banteay 

Srei ‘style’ is celebrated as innovative, apparently exhibiting a great diversity in 

motifs. According to the PCA plot, however, Banteay Srei style reveals less variation 

that the preceding ‘Transition C style’ (Figure 6.5). 

 

 

Figure 6.4: The PCA plots the ‘styles’ of Kompong Preah (left) and Kulen (right) highlighted 

from the analysis of all ‘complete’ lintels in the data set. The relative dispersion of each 

group represents its similarity (tight clustering) or difference (loose clustering). The PCA 

allows appraisal of the magnitude of variation within each style. Kulen ‘style’ is distinguished 

as comparatively clustered, despite its visual wealth contrasted with Kompong Preah ‘style’. 

 

 

Figure 6.5: Despite celebration of Banteay Srei ‘style’ (right) for its visual diversity, the PCA 

plot suggests that there is little variation in its combination of motifs, comparable to the 

preceding Transition C ‘style’ (left). 
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6.c. ‘Transitional’ styles 

 
The notion of ‘transitional’ style receives considerable attention in Coral-Rémusat’s 

classificatory schema. In the six hundred year period of medieval Khmer art, she 

conceives of four transitional periods. These span a combined duration of over one 

hundred years. What exactly Coral-Rémusat means by ‘transitory’ is unclear, but the 

term is applied to periods in which artistic transformation is deemed not to be 

particularly significant. These periods are followed by particular noteworthy 

developments of stylistic change. For instance, Transition A marks the period before 

the enormous state foundations of Preah Kô and Bakong, Transition B before the 

move to Koh Ker, Transition C before the breakthrough architectural ornamentation 

of Banteay Srei, and Transition D before Angkor Wat. But the relegation of these 

periods to artistic footnotes at the privileging of other supposedly eminent periods is 

nothing more than a matter of educated taste. Meticulous scrutiny of these 

transitionary periods and styles reveals that they had an appreciably more prominent 

role. 
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Figure 6.6: The average number of discrete motifs on a decorative lintel grouped according 

to conventional art historical style types. 

 
When the average number of different motifs per style is observed the transitionary 

periods are clearly of importance. On this graph (Figure 6.6) the number of average 

motifs per lintel is plotted for each successive classificatory style. The styles are listed 

chronologically from the bottom at the graph. All of the transitory styles note an 

increase in the average number of motifs, with Transition A, and Transition C 

exhibiting sharp escalations suggesting a vitality of motif choice. The monuments and 
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decorative material of the Transition C have particular historical importance, marking 

the return of the Khmer monarchy to Angkor from Koh Ker. Art historians of the 

sculptural tradition attest the importance of this period by the designation of a Pre Rup 

sculptural style (see Boisselier 1966: 249, Jessup and Zéphir, 1997, Roveda, 2005: 47, 

Jessup, 2006: 60).  

 

 

Figure 6.7: The number of new motifs which have not appeared in the immediate anterior 

style. 

 
To distinguish the magnitude of change between each style it is possible to chart the 

appearance of new motifs. Motifs that have not appeared in the immediate anterior 

style provide a measure of innovation within each phase. The graph begins with Prei 

Khmeng style as a large spike in new motifs, but this occurs only because this is the 

first style of the dataset to be measured. There is a legacy and a continuation of motifs 

from the first lintels committed to stone, namely the Sambor Prei Kuk style, but these 

fall outside the sphere of study.  The plot reveals supplementary evidence regarding 

the transitionary styles, particularly the importance of Transition C style and the mid-

10th century. Transition C does not ‘mark time’ before Banteay Srei, but appears 

innovative in its own right. The monuments and decorative material produced under 

the reign of Rājendravarman II suggests a particular artistic vivacity during this 

period. The temple of Banteay Srei, conferred with its own style, but chronologically 

adjacent to the Transition C temples, is not so much an anomaly, as a contemporary 

monument in a milieu of inventive and dynamic artistic activity. 
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6.d. Archaism 

 

 

Figure 6.8: Corresponding lintel designs of Preah Kô, 879CE and Banteay Srei, 967CE. 

 

The medieval Khmer were undoubtedly conscious of the history and former efforts of 

their artistic culture. Many scholars have remarked upon the borrowing of motifs and 

characteristics from older periods. Stern (1934a: 252) observed that the art of the 

Kulen acquired compositional and motif references from Sambor Prei Kuk. Coral-

Rémusat (1940: 43) likewise argued that Kulen style lintels represented the first 

borrowings from the past. Banteay Srei, however is probably the most cited exponent 

of archaism, with the borrowings of its famous ornamentation named in many general 

art histories of Angkor (see Giteau, 1965: 79 - 84, Rawson, 1967: 65, and also 

Parmentier, 1919: 66 – 79). An excellent example of the use of former motifs and 

designs is demonstrated by the comparison of the lintels of the Southwest annex 

building of Banteay Srei MH468, and the Southwest prasat eastern façade of Preah 

Kô MH477. These sculptures are nearly identical in composition and assemblage of 

motifs, from the triad of lions as the central motif, to the emblazed crowned nāgas at 

the extremities. The Preah Kô lintel appears slightly more elaborate, with the 
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inclusion of colonnette capitals, a lotus leaf frieze bordering the bottom of the 

composition and dancing celestial deities above the central foliage arch. 

 

Archaic facsimiles of whole lintel designs are rare, but there 

are many examples of borrowings of discrete motif 

combinations and representations. The mythical aquatic 

composite animal, the makara is a common motif from the 

inception of stone carved lintels in the 7th century until the 

early 11th century. Numerous lintels of the East Mebon 

MH395 temple take their inspiration from antecedents at 

Preah Kô (see Figure 6.9). The northern lintel of the central 

prasat of the quincunx illustrates makaras with bodies, on 

all four legs, with pendants issuing from their trunks. They 

are ridden by celestial beings. There are five lintels at Preah 

Kô, all associated with the eastern ‘line’ of prasat that are 

presumably the reference points for this form of crouching 

makara. Based upon epigraphic evidence these temples 

were constructed over sixty years apart and could not have 

been decorated by the same people. Another example from 

the East Mebon, whose sculptors were obviously well 

versed in the artistic tradition of their forefathers, is 

observed in small torch motifs with fleurons that are littered 

across lintel friezes. These motifs on lintels from the 

southwest quincunx prasat bear striking resemblances to 

the same motifs on lintel friezes from Lolei’s MH480 

southeast prasat. Occasionally motifs can often appear in 

other aspects of the artistic culture before, or without ever 

appearing on lintels. For instance, kālas feature on numerous aspects of the decorative 

architecture before they make an appearance on the lintel (see Bénisti, 2003 [1973]: 

256 - 271).  

 

 

Figure 6.9: Makaras  

with bodies. 
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Figure 6.10: A measure of ‘archaism’ in decorative lintels that charts motifs which have 

appeared in the data set before. 
 
Archaism can, for the most part be assessed from simple visual assessment of one 

lintel, or one motif to another, but considerable information can be gleaned from 

documenting the appearance of combinations of motifs across time. The groupings of 

Coral-Rémusat’s stylistic schema are again particularly useful to chart artistic 

transformation. An informative method of monitoring archaism is to measure the 

count of motifs in a particular style, which have appeared before, but not in the 

immediate anterior style (Figure 6.10). The columns show the count, or negative 

count of motifs that have appeared before in the artistic record, but not in the closest 

previous style. Negative results occur when the style has more motifs in common with 

its neighbouring preceding style than it does with those others in the past. For 

example the motifs of divergent and convergent makaras with bodies appear in the 

Preah Kô style and its antecedent styles, yet do not feature on a Transition A lintel. 

This records a positive value on the measure of archaism. Conversely all the motifs 

observed in Bakheng style, including aśvins on horses appear on Preah Kô style 

lintels, hence recording a negative value. The chart begins with the relationship of the 
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Kulen style to its antecedents, as this thesis has not considered the decorative record 

before Prei Khmeng style. But what can the plot insinuate? Firstly, it corroborates the 

visual assessment that significant archaism began with Kulen style and is also present 

in the monuments of Banteay Srei style. However, as indicated in the discussion of 

transition above, the transitory styles take on an enhanced significance. This is acutely 

apparent in Transition C style encompassing among others the monuments of Pre Rup 

MH390 and the East Mebon MH395. As appraised by visual analysis this period 

exhibits an exceptional tendency to borrow its artistic repertoire from the past. In 

addition to the appearance of new motifs with each style (charted above) the artists of 

Transition C lintels are perceived as both dynamic and archaic in their motif selection. 

The Preah Kô style artists appear equally vital, combining motifs in new ways, yet 

with a healthy respect for artistic tradition. The pervasiveness of contemporaneous 

compositional designs and combinations of like motifs is considered as the influence 

of workshops or schools discussed in Chapter 7. 

 

6.e. ‘Stylisation’ 

 
Theorists of visual and material culture 

note that the transformation of motifs 

from simple to complex, or vice versa is 

a common process viewed with the 

passing of time. This coherent, 

apparently self-reflective variation in 

motifs, their form and deployment, may 

be defined as ‘stylisation’. Clarke (1978: 

167) observes changes in the degree of 

detail, and general complexity of artefact 

form and characteristics as significant 

indicators of shifts through time. The 

direction of this change appears to vary 

with the specific temporal, geographical 

and cultural context. Lévi-Strauss (1963) 

suggested a tendency towards stylisation 

in Northwest Coast Native American art. 
Figure 6.11: The ‘stylisation’ of Makaras. 
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Stern too, makes a similar claim for South and Southeast Asian art. But in his schema, 

the simple motif must exist before the elaborate, without exception. 

 
“Dans tous ces travaux, il faut constamment se souvenir que si un motif plus 
élaboré ou de forme nouvelle ne peut exister avant cette élaboration ou cette 
invention, ce qui constitue une indication fort utile, l'opposé n'est pas vrai…”10 
(Stern, 1972: 150). 

 
Considered scrutiny of medieval Khmer 

decoration suggests that the opposite is 

possible, and that artistic transformations do 

not necessarily contain themselves to 

analogous forms. The representation of the 

makara is an example of a motif that 

transforms from complex to relatively simple, 

and then back to complex in a period spanning 

three hundred years. Probably the first 

example of a makara at Angkor appears in a 

lintel from Kôk Svay Pream MH471, now 

located at the Conservation d’Angkor 

(DCA3484). This creature, ridden by an aśvin 

holding a shield and club imitates 

contemporary examples from Sambor Prei 

Kuk and according to the decorative 

chronology of Stern (1938c: 177) and Coral-

Rémusat (1951: 42) can be dated to the first 

half of the 7th century. A similar makara is 

noted on a lintel from Prei Khmeng MH484, 

now in the Musée Guimet (MG18854) (see 

Figure 5.2). This charming and elaborate 

character appears on the lintel that designates the entire style and dates to around the 

middle of the 7th century. Contrary to Stern’s (1972: 150) assertion, we find 

exceptional entirely stylised makaras on a lintel from Ak Yum MH748. This 

                                                
10 “In all this work, it should always be remembered that more elaborate motif or a new form 
cannot exist before its development or its invention, an extremely useful indication, the opposite 
is not true…”(Stern, 1972: 150). 

Figure 6.12: The ‘stylisation’ of Nāgas. 
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Kompong Preah style work probably dates to the early 8th century. This stylisation is 

an anomaly, which is not adopted again. Makaras on lintels from Bakong MH476 and 

its 3rd enclosure again boast formalised monsters, with and without bodies. 

Comparable multi-directional transformation between stylised and formalised forms is 

likewise observed in examples of nāgas, again on the extremities of the lintels. 

Groups of serpents appear in their own right in the mid to late 9th century on lintels 

from sites such as Kôk Pô MH487, Preah Kô MH477, and Kapilapura MH714. 

Stylised versions of nāgas reveal themselves through the course of the 10th century on 

lintels from Bei MH412, Khdong MH522, at Koh Ker on a lintel from Chen MH261, 

and even appearing as late as the early 11th century at Chau Srei Vibol MH456 

(Figure 6.12). Meanwhile authoritative nāgas are distinguished on numerous lintels 

throughout the late 9th and 10th centuries from Prei Monti MH474 to Kôk Kuk 

MH492. Concurrent employment of stylised and formalised motifs confirms that 

these forms are not mutually exclusive. Moreover stylisation and artistic 

transformation does not operate on a mono-directional trajectory. 

 
Design innovation need not confine itself to analogous forms. Occasionally motifs 

change appearance completely, but still retain the same signified meaning. Such a 

transformation can be observed on the lintel extremities between the crowned nāgas, 

and a motif identified as a ‘lotus chalice’ with an issuing ‘goose tail’ shape. This 

event is detected from the scrutiny of histograms that chart the percentage of lintels in 

the dataset containing the discrete motifs under investigation. Realised together, these 

plots show a substitution and alternation between the formalised nāga representation, 

resplendent with radiant crown, and the upright lotus chalice emanating a goose tail 

fleuron. As it happens, the crown of the nāga bears striking resemblance to the lotus 

chalice with issuing goose tail shape. The first graph illustrates the crowned nāga as 

prevalent in the mid to late 9th century, before it falls out of favour a century later. 

Conversely, the opposite is true of the lotus chalice, which after emerging with some 

impact in the late 9th century becomes a fixture in the late 10th century and mid 11th 

centuries. As the percentage of crowned nāgas on decorative lintels diminishes, the 

percentage of lotus chalices becomes more common. Combined with the similarity of 

these forms, it is likely that the lotus chalice with the goose tail shape is in fact a 

representation of the nāga’s crown. When the characters were in concurrent use in the 

9th century, and most likely thereafter, each lotus chalice was recognised by a 
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medieval Khmer versed artistic in culture, as a ‘concise’ nāga representation. The 

examples of multi-directional stylisation and the transformation of motif form across 

time present medieval Khmer artistic culture as dynamic, complex and inventive. The 

pattern of local behaviour is not easily reducible to a classificatory approach or to 

analogy with ‘foreign’ artistic traditions. 

 

 

Figure 6.13: ‘Stylisation’ of ‘crowned nāgas’ into ‘lotus chalices’. 
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6.f. Rate of change 

 

 

Figure 6.14: The start dates and durations of all measured discrete motifs from data set of 

478 lintels dating between the 7
th
 and early 11

th
 centuries. Each motif is attributed with a 

minimum 50 year range around the epigraphic date of the site, or from the conventional art 

historical chronology. The graph shows the dynamic magnitude and rate of artistic 

transformation in the decorative lintels. See Appendix A.d. (Figure A.9)  for an enlarged 

version of the plot. 
 

Charting the appearance, duration, and rate of lintel and characteristic change is a 

fruitful approach to perceiving Khmer specific patterns in the decorative data. The 

style based category approach established by Stern and Coral-Rémusat was well 

founded at a large-scale level of assessment. But the verbally defined categories had 

difficulty in articulating the different degrees of change in medieval Khmer art. Stern 

was aware of dynamic change in the artistic forms of the medieval Khmer: 

 
“L’art khmèr se développe maintenant, croyons-nous, d'une manière continue 

 avec une alternance de périodes d'appauvrissement et de périodes de 
 rénovation.”11 (Stern, 1938c: 196). 
 

                                                
11 “Khmer art develops, we believe, in a continuous manner with alternating of periods of 
impoverishment and restoration.” (Stern, 1938c: 196). 
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 “…à époques d'appauvrissement et de copie un peu mécanique où les thèmes 
décoratifs sont devenus peu nombreux et monotones, succèdent des périodes de 
changements rapides et de goût pour la nouveauté.”12 (Stern, 1938a: 123). 

 

However, he did not have the requisite analytical tools to deal with it. Analysis of 

lintels on a motif by motif basis distinguishes numerous additional and 

complementary dimensions of change. Dynamic aspects, such as the magnitude and 

rate of transformation demonstrate the creativity of the Khmer workshops and artists 

who sculptured the stone.  

 
Akin to Eldredge and Gould’s (1972: 82 – 115) punctuated equilibrium, Stern 

perceived that Khmer architectural decoration had enduring periods of relatively slow 

transformation, disrupted by abrupt periods of change. This is particularly salient in 

the substantial differences between the Kompong Preah style and the Kulen style. 

These observations are made only by comparison of one style to another and do not 

distinguish transformations which act independently of the imposed categories. 

Fletcher (2004: 111 – 112) argues that each artefact ‘layer’ retains an independent 

pattern and replicative rate. When the suite of motifs are observed as individual, but 

interrelated actors, the intricacy of artistic transformation and the genius of the Khmer 

artists becomes clear. The average count of motifs (Figure 6.6), the appearance of new 

motifs (Figure 6.7), and the assessment of archaism (Figure 6.10) offer informative 

impressions of the degree of artistic transformations. However these measures are 

bound to the defined styles, and are better regarded as an assessment of the validity of 

the style categories themselves. A complementary assessment of change in medieval 

Khmer artistic culture charts detailed changes in the combination of decorative motifs.  

 

                                                
12 “…in times of impoverishment and mechanical copying, the decorative themes become limited and 
monotonous, succeeded by periods of rapid change and taste for innovation.” (Stern, 1938a: 123). 
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Figure 6.15: The start dates and durations of central and frieze motifs. The rate and 

magnitude of motif change varies in the different structural components of the lintels. See 

Appendix A.d. (Figures A.10 and A.11) for an enlarged version of the plot. 
 

In Figure 6.14 lintels and the motifs they contain are each ascribed to a fifty-year 

range, based on epigraphic dating and conventional art historical analysis. Motifs are 

ordered by their first appearance on lintels, which are dated terminus post quem, and 

are charted according to their duration in the decorative record. Figure 6.14 

(Appendix A.d., Figure A.9) shows every motif that has been recorded in the thesis 

sample of decorative lintels.13 The variation of detail illustrated in this graph gives 

some indication of the complexity of artistic change in medieval Khmer decoration. 

                                                
13 With thanks to Eileen Lustig and Damian Evans for advice in constructing these plots. 
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Appearance and non-appearance of characteristics are not bounded by the stylistic 

categories. Numerous ‘steps’, or new motifs emerge within each style, irrespective of 

when that style begins or ends. Furthermore, the rate of change and relative 

innovation of each period can be observed by the collective introduction of novel 

characteristics. Additionally, it is possible to examine the transformation of each 

structural component of the lintel through the same graphic representations (Figure 

6.15, Appendix A.d., Figures A.10 and A.11). Although these motifs are drawn from 

the same lintels, presumably carved by the same group of artists they too change at 

different rates.14 Woodward (1997: 23) noted this phenomenon with Thai sculpture 

where artists were liable to vary different aspects of their works whilst keeping others 

uniform (see also Woodward, 1997 – 1998: 398).  

 

6.g. The decorative lintels of Hariharālaya and Mahendrapavarta 

 
The decorative lintels of the mid to late 9th century rank among the most delightful 

and expertly worked sculptures of the Khmer empire. Principally represented by the 

Roluos monuments of Preah Kô MH477, Bakong MH476, and Lolei MH480, these 

lintels as Stern attests: 

 
“…nous montrent l'extraordinaire faculté de renouvellement et l'imagination 
qui caractérisent l’art à cette époque, art qui cherche de tous côtés les sources 
d’inspiration et qui mêle et rénove les motifs qu'il emprunte…”15 (Stern, 
1938a: 116). 

 

The esteem with which the medieval Khmer themselves regarded these lintels is 

illustrated at Banteay Srei and other state constructions of the 10th century that use 9th 

century lintels as near identical templates for their ornamentation. The conventional 

historical narrative (Cœdès, 1942: 92, 1968: 97 – 103) suggests that Hariharālaya was 

founded sometime before Jayavarman II’s coronation at Mahendraparvata in 802 CE, 

but with the monumental architecture including the temple pyramid Bakong MH476 

being constructed by Indravarman I from 877 CE. The decorative material of this 

period has undergone significant study, principally by Stern (1932, 1938a, 1938b, 

                                                
14 The distinctiveness of lintel friezes is examined in Chapter 6 in relation to process and a possible 10th 
century workshop. 
15 “…show us the extraordinary faculty of renewal and the imagination which characterises the art of 
this time, art which seeks numerous sources of inspiration and which mixes and renovates the motifs 
that it borrows…”(Stern, 1938a: 116). 
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1938c), who maintained the historical interpretations of the inscriptional evidence. 

Recent archaeological research has begun to unravel the history of the Bakong 

MH476 and shows that the developments of the late 8th and 9th centuries are more 

complex than originally envisaged. According to the research of Penny et al (2006), 

Pottier (1996, 1999), Pottier and Lujàn-Lunsford (2005), and Pottier et al (2005) 

building on the site of the Bakong began as early as 770 CE. This suggests that the 

fundamental structure of this establishment commenced over 100 years earlier than 

dates suggested by the epigraphic record. The decorative material now requires re-

examination to understand its relationship to the conventional chronology and the 

recent archaeological discoveries. Given that chronology has been the principal 

objective of studying the development of medieval Khmer art, the questions 

introduced by the discovery of earlier foundations at the Bakong and Hariharālaya are 

a suitable test of the methodology advocated by this thesis. To understand the 

significance of these transformations a brief consideration of the historical 

background to this period is necessary. 

 

Table 6.1: Chronology of Jayavarman II and Hariharālaya. 
 

The late 8th and 9th century settlement on the Kulen hills and on the plain at Roluos is 

clouded in obscurity. The need to establish a definitive chronology has created a 

discretionary reliance upon inscriptional information. Presiding over this narrative is 

date (CE) Event source 

terminus ante quem 770 C14 dates from Bakong 1st enclosure 
moat and ‘Phase 1’ of MAFKATA Pit 
3008 

Penny et al (2006: 599 
- 614), Pottier et al 
(2005:15) 

781 Jayavarman II already established 
approximately 40kms east of 
Śambhupura 

K. 134 

802 Jayavarman II is monarch K. 256, K. 278, K. 339, 
K. 382, K. 598,  

824 Indrapura, Vyādhapura, Malyāng, 
Amarendrapura, and Hariharālaya under 
domination of Jayavarman II 

K. 235 

834 Jayavarman II dies in Hariharālaya K. 235, K. 521, K. 834 
877 Indravarman ascends to throne K. 312 - K. 320 
879 Foundation of Preah Kô K. 310 - K. 313, K. 

315 - K. 322, K. 713 
881 Foundation of Bakong according to 

Indravarman I 
K. 304 - K. 308, K. 
826 

893 Foundation of Lolei K. 324 – K. 338 
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the ambitious ‘founder of Angkor’ Jayavarman II. Contemporary 8th century 

inscriptions attest that before 781 CE this ruler had established himself east of 

Śambhupura in the modern province of Kratie. Between 781 CE and 824 CE he had 

subjugated the cities of Indrapura, Vyādhapura, Malyāng, Amarendrapura, and 

Hariharālaya (Cœdès, 1942: 92, 1968: 97 – 103, Vickery, 1998: 394 – 395, Wolters 

1973: 21 – 24). From here the narrative becomes a matter of debate as Jayavarman 

II’s story is recounted in numerous inscriptions, but most famously in the 11th century 

Sdok Kak Thom inscription. In 802 CE Jayavarman II is considered to have 

established worship of the devarāja cult atop Mount Mahendra (identified as the 

Kulen), proclaiming himself Chakravartin and thereby instituting the ‘Angkorian’ 

kingdom.16 Interpretation of the inscriptions also informs us that Jayavarman II died 

in Hariharālaya in 834 CE (Cœdès & Dupont, 1943 – 46, 1968: 97 – 103, Jacques, 

1972: 205 – 220). Historical restitution has assumed that after residing at Hariharālaya 

sometime after 781 CE the king left this seat of power to set up a religious foundation 

in the Kulen around 802 CE. No inscription of the time of Jayavarman II has been 

discovered on the Kulen with the exception of some lines of writing found at Phnom 

Sruoch MH762 palaeographically dated to this time (Stern, 1938a: 112). After the 

Kulen interlude Jayavarman II is thought to have returned to Hariharālaya before his 

death (Jacques, 1972: 205 – 220). His successor was his son Jayavarman III whose 

precise history is unclear for there are no inscriptions from his reign (Cœdès, 1928b: 

113 – 123, 1943 – 46: 12 – 16). Jayavarman III ruled until his death and the ascension 

of his cousin Indravarman I in 877 CE. This is the monarch who is associated with the 

foundation of the temple complexes of Preah Kô MH477 (879 CE), and Bakong 

MH476 (881 CE), their related decorative material culture, and the ‘model’ of 

Angkorian urban form (Cœdès, 1951: 31, 1968: 110 – 111, Stern, 1954: 649 - 687). 

But just when the material culture appears to verify the epigraphic narrative the 

chronology has been upturned by recent remarkable archaeological discoveries.  

 
Following a thorough examination of aerial photographs at Roluos, Pottier (1996, 

1999) posited a sequence of archaeological features including basins, enclosures and 

temple mounds which cast doubt upon the conventional epigraphic chronology 

                                                
16 For a background and interpretation of the devarāja cult see Cœdès (1968: 98 – 103, 1970: 56 – 66), 
Cœdès and Dupont (1943 – 1946: 87, 103 – 110), Brown (2003: 1 – 5), Jacques (1985: 269 – 286), 
Kulke (1978), Mabbett (1969: 202 – 223), Vickery (1998: 423 – 425), Woodward (2001: 249 – 261). 



 170 

outlined above. Of particular note were inconsistencies regarding the progression of 

Indravarman I’s monuments. If the interpretation of the inscriptions is to be accepted 

the establishment of Preah Kô occurred only two years before work began on the 

Bakong. However, Pottier demonstrates that the enclosure of Preah Kô cuts across 

certain water features or ‘basins’ integral to the Bakong 3rd enclosure structure 

(Pottier, 1996: 318 – 326, 1999: 150). This means that there is a phase of Bakong that 

preceded Preah Kô, and was earlier than Indravarman I. Upon reflection, it did appear 

quite remarkable that Hariharālaya was the location of an enormous building program 

in the relatively short reign of a single monarch (Pottier, 1999: 149 – 163). In fact, 

Glaize had already suggested a first phase of the Bakong during his clearing and 

restoration of the monument between 1937 and 1944 (Dumarçay, 2001: 50, 2003: 13). 

Pottier (1999: 151) cites another excavation report by Glaize (RCA08/38) in which he 

observed the presence of an earlier phase in bricks of the two eastern most towers at 

the base of the pyramid. These are considered to be faced with a sandstone base at the 

same time as the pyramid modifications by Indravarman I.  

 

A date for the first phase of the Bakong was first provided by the palynological 

analysis of Penny et al (2006: 599 – 614). Scrutiny of pollen from a core sample in 

the bottom of the Bakong moat revealed the vegetation history of the immediate area, 

and also provided a calibrated C14 date terminus ante quem of 770 CE for its original 

excavation. This discovery placed the original installation and spatial layout of the 

Bakong complex over one hundred years prior to that conceived by the 881 CE 

inscription date. The 2004 Mission archéologique Franco-Khmère sur l’aménagement 

du territoire angkorien (MAFKATA) campaign illuminated this issue further. A 

charcoal sample from an excavation pit 3008 in the southwest corner of the 

ensemble’s 3rd enclosure returned a C14 date of terminus ante quem 770 CE, 

corroborating the core from the moat. This date was associated with ‘Phase 1’ of the 

Bakong temple ensemble that supported the installations and occupations of ‘Phase 2’ 

(Pottier et al, 2005: 15). These findings raise two important questions. Firstly, what is 

the chronological relationship between the first phase that established the 

topographical format of the ensemble, and the second phase in which the buildings of 

permanent buildings were constructed? Secondly, what are the implications of a late 

8th century date for the first phase of the Bakong on the overall chronology between 

Hariharālaya and Mahendraparvata? Reconsideration of the decorative data associated 
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with these foundations suggests a sequence that corresponds within the overall 

chronology but is characterised by inconsistency and variation. 

 

Construction of the earthen embankments, which formed the layout of the Bakong 

ensemble, occurred no later than 770 CE, but the precise sequence of the Bakong 

buildings themselves remains problematic. Of interest are the chronologies related to 

the edifices of the central enclosure and those of the 3rd enclosure satellite shrines (see 

Figure 6.16). During his work on the Bakong, Glaize concluded that the architecture 

of the 3rd enclosure sanctuaries was of the same style of the pyramid, hence 

contemporary or slightly earlier in date. But certain irreconcilable examples of 

decorative material culture were also noticed. Two colonnettes and a frieze from 

Prasat 9, no longer in situ appeared slightly older than those of Preah Kô style 

(Pottier, 1996: 322). Analysis of the extant decorative material seizes upon Glaize’s 

intuition of earlier dates for the satellite shrines, and suggests that despite a regulated 

and geometric layout, their construction was not a homogenous process and 

underwent numerous phases. Out of the twenty-four shrines that surround the 

monument, only two edifices retain diagnostic decorative elements that are considered 

in this study.17 The 2004 MAFKATA excavations (Pottier et al, 2005) cut a section in 

the southwest corner of the 3rd enclosure that distinguished the creation of the 

embankment and the relative construction of one of the 3rd enclosure satellite prasats. 

Pottier et al (2005: 15 – 19) concluded that the assembly of Prasat 4 occurred 

sometime after 770 CE in ‘Phase 2’ of the Bakong occupation. But the question of the 

duration between formulation of the initial layout and construction of the prasat has 

hitherto been unanswered. This shrine possessed a decorative lintel, which with the 

corroboration of the PCA analysis can be dated to the mid-9th century, before the 

lintels of Preah Kô temple, and before those of the Bakong 1st enclosure.  

 

                                                
17 There are visible decorative lintels at Prasat 4, Prasat 2, and to the east of the Prasat group 12, 13 and 
14. Only the complete lintels of Prasat 4 and 2 are considered in this study. The Northeast angle shrine 
also retains decoration upon the sandstone facing of the prasat terrace. A number of these satellite 
prasats also retain pedestals. It is hoped that future study will investigate the potential of pedestals as 
diagnostic markers (see Chapter 8.d.) 
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Figure 6.16: Bakong MH476, 3
rd

 enclosure. After Glaize 1943, EFEO Plan CA1963. 

 

Although the arrangement of the Bakong ensemble (Figure 6.16) appears 

geometrically consistent and ordered, the construction of buildings in permanent 

materials occurred in numerous stages.  A PCA plot of a sample of 8th and 9th century 

lintels associates the Bakong 3rd enclosure Prasat 4 lintel with a cluster including 

those from Trapeang Phong MH475, Kôk Svay Pream MH471, and Kôk Pô B 

MH487. Visual assessment confirms a similarity in overall form and finish. Because 

material culture does not transform at a continuous and regulated rate it is difficult to 

ascribe precise dates according to the relative comparison of decorative elements.18 

Stern (1927, 1938a, 1965) and Coral-Rémusat (1940, 1951) found it necessary to refer 

to epigraphic dates in the formulation of their generalist stylistic classifications.  

 

                                                
18 See Chapter 2.f. for a discussion of non-linear change. 
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Figure 6.17
19

: A cluster of lintels measured by the similarity of their motif combinations 

positions the Bakong 3
rd

 enclosure Prasat 4 lintel amongst lintels from Trapeang Phong 

MH475, and Kôk Svay Pream MH471, and Kôk Pô MH487 Prasat B. This suggests a 

creation date earlier than 857 CE. The bottom left shows the whole distribution in miniature. 

 

To consider the date of Bakong 3rd enclosure Prasat 4 and lintel, it is possible to refer 

to an inscription from Kôk Pô MH487 Prasat B (K. 256). This inscription is undated 

but commemorates the establishment of an image of Vi��u by Nivāsakavi, vrah guru 

to Jayavarman III in 857 CE. This date can be associated with the construction of 

Prasat B and its decorative lintel (Cœdès and Dupont, 1937: 382, 390, 392, Marchal, 

1937b: 376, Parmentier, 1919: 43 – 44). In combination with the PCA cluster above, 

the Prasat 4 Bakong 3rd enclosure, the Trapeang Phong MH475 central shrine, and 

Kôk Svay Pream MH471 central shrine lintels are considered slightly earlier than the 

Kôk Pô B example, and therefore were carved no later than 857 CE. These findings 

are in opposition to Stern (1938a: 147, 1938c: 187 – 188) who considered that the 

lintel of Kôk Pô B was very similar but earlier to those from Trapeang Phong and Kôk 

Svay Pream. Other decorative elements of the Bakong 3rd enclosure also suggest a 

multi-stage building program. The complete lintel on the eastern façade of Prasat 2 of 

the 3rd enclosure has proved difficult to place in the relative chronology. It is unique 

                                                
19 This is a plot of the 1st (7.8%) and 2nd (5.7%) Principal Components calculated from the correlation 
matrix of motif assemblages of 98 lintels from the 8th and 9th centuries CE. 
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among the lintels of Bakong 3rd enclosure Prasat 4, Kôk Svay Pream, Kôk Pô, and 

Trapeang Phong in that it possesses divergent makaras with bodies on its extremities, 

in addition to a dikpāla seated upon the common central kāla motif. It can, however, 

be associated with the lintels of the central sanctuary of Trapeang Phong on the basis 

of the central kāla motifs’ similarity of sculptural finish.20 Therefore it too was most 

likely sculpted sometime before the Kôk Pô inscription dated to 857 CE, but is 

distinct and possibly earlier than the lintel of its neighbour at Prasat 4. The 

combination of motifs in the Bakong 3rd enclosure Prasat 2 lintel presents an anomaly 

in the mid 9th century, but it anticipates the motif assemblages of Preah Kô and 

Bakong 1st enclosure lintels of the late 9th century. Further evidence of a 

heterogeneous building program is attested by the South-West angle foundation, 

which MAFKATA have suggested pre-dates the ‘Phase 1’ Bakong ensemble 

construction entirely (Pottier et al, 2004: 8 – 9, 41). Sandstone facing of the terrace on 

the North-East angle prasat (Figure 6.18) is consistent with renovations on the Preah 

Kô terrace and Bakong 1st enclosure brick prasats, and therefore probably dates to the 

last decades of the 9th century (see Pottier, 1999: 151 – 154, Pottier and Lujàn-

Lunsford, 2005: 470, 473 – 474).21   

 
Study of the Bakong 1st enclosure shrines has 

usually been made in reference to the 

construction of the Preah Kô temple MH477 

(see Stern, 1954: 649 – 687, Groslier, B-P., 

1979: 161 – 202, Pottier, 1996: 315 - 325).22 

The progression, as understood from the 

inscriptions supposed that the Bakong in 881 

CE followed Preah Kô founded in 879 CE. 

Pottier’s analysis of aerial photographs has 

confirmed that the enclosure of Preah Kô 

post-dates the first form of the Bakong. 

Scrutiny of the decorative lintels may 

illuminate the persisting questions that relate 

                                                
20 See below Chapter 6.h. for a description of the central kāla motifs in the Transition A ‘style’ lintels. 
21 Pottier (2007, pers. comm.). 
22 See Figure 7.12 for a plan of Bakong MH476, 1st enclosure. 

 

Figure 6.18: Sandstone facing on the 

Bakong 3
rd

 enclosure Northeast angle 

prasat. 
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to the relationship between the structures at the centre of the moats. Before his 

fieldwork of 1936, Stern postulated that the lintels of the Bakong prasats at the foot of 

the pyramid pre-dated those of Preah Kô. The apparent peculiarity of sheets of 

rinceaux falling from a central arch, present at both Damrei Krap MH450 and Bakong 

are not represented at Preah Kô or Lolei (Stern, 1932: 519 - 520). Stern’s conjecture 

was made before he had seen the monuments and cites his lintel dataset derived from 

the photos reproduced in Album de Fournereau, les ruines d’Angkor, and the 

collection of the Trocadéro (Stern, 1932: 519).  

 

In the meantime Trouvé had found what was considered to be the 

Bakong 881 CE foundation inscription (Cœdès, 1937a: 31 – 36, 

Pottier, 1999: 153).23 When Stern visited Hariharālaya and 

conducted a detailed analysis of the decoration his working 

hypothesis could not be verified (Stern, 1932: 521, 1938c: 194). 

Pottier (1999: 153 – 154) proposed that Stern’s original 

photographic dataset and subsequent conclusions were limited to 

the Bakong prasat eastern façade lintels. In 1999 Pottier (1999: 

149 – 154) wondered if false-doors and colonnettes, notably in 

the western façade of Prasat 5 had been reinstalled or modified in 

the prasats at the base of the pyramid.24 The inference is that 

perhaps the eastern lintels are the work of earlier craftspeople 

contemporary with the first phase of the monument. This analysis 

of this thesis cannot comment upon an earlier phase for the brick 

structures themselves, but the similarities between the eastern 

and western façade lintels of each prasat are too compelling to 

conceive different dates of creation potentially spanning one 

hundred years.25 

 

                                                
23 K. 826. 
24 Pottier has since revised this speculation (Pottier, 2007, pers. comm.). 
25 The distinctiveness of the eastern and western façade lintels is discussed in Chapter 7.h. 

Figure 6.19: seated 

devatas on lintels 

from Bakong 

MH476 and Preah 

Kô MH477.  
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PCA Plot - Kulen 'Style' to Preah Kô 'Style' (n=79 displayed of 367)
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Figure 6.20
26

: When ordered according to the correlation of their motif combinations the 

lintels of Preah Kô MH477 temple are interpreted as chronologically later than those of the 

Bakong 3
rd

 enclosure, but earlier than Bakong 1
st
 enclosure. 

 

The sequence of the decorative lintels at Hariharālaya may be illuminated by 

consideration of a Principle Component Analysis (PCA) of the transformation of 

lintel motifs. The PCA plot (Figure 6.20) represents the relatedness of each lintel 

expressed as a combination of motifs and statistically expressed as a xy coordinate, 

relative to every other lintel expressed in the same way. Although there are ‘blurred 

edges’ and crossovers between the lintels of specific sites, styles and temporality, they 

nevertheless tend to cluster together according to these groups. The PCA plot can be 

read as dynamic non-linear time series with the lintels represented in Kulen ‘style’ at 

the far right as the earliest. From the late 8th century the lintels generally become more 

similar across time moving towards the centre of the plot, at around 850 CE with 

those of Trapeang Phong MH475, Kôk Pô B MH487, and the Bakong MH476, 3rd 

enclosure Prasats 2 and 4. In the late 9th century the combination of motifs in the 

                                                
26 This is a plot of the 1st (4.4%) and 2nd (3.6%) Principal Components calculated from the correlation 
matrix of motifs combinations of 367 complete lintels (no fragments). It displays only those lintels 
from the 8th and 9th centuries CE at Mahendrapavarta and Hariharālaya. See Appendix A.d. (Figures 
A.5, A.6., A.7 and A.8) and A.e. for the complete lintel dataset. 
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Preah Kô temple lintels becomes more heterogenous and dispersed progressing 

towards the upper left of the plot. Dispersal of motif permutations is also represented 

in the lintels from the Bakong that follow an analogous trajectory to the left of the 

plot. The PCA follows the conventional trajectory of stylistic change from Kulen, to 

‘Transition A’ (including the Bakong 3rd enclosure examples), Preah Kô, and Bakong. 

Study of the PCA graph in combination with careful visual analysis suggests that the 

lintels of the Bakong brick prasats of the 1st enclosure could not occur before those of 

the Preah Kô. Pottier and Lujàn-Lunsford (2005: 473 - 474) point out distinct 

similarities between the construction techniques employed by Indravarman I at 

Bakong, and those of an adjunct second phase at Preah Kô. Coupled with particular 

stanzas common to the Bakong stele K. 713 and the Preah Kô stele K. 826, the brick 

prasats can be seen to have been constructed in close chronological succession. This 

is similarly observed in the decorative lintels. In addition to the shared pool of motifs, 

general arrangement and finish, the lintels on the two monuments share peculiar 

decorative representations. For example, an especially distinctive seated goddess 

appearing at Preah Kô (South East prasat, south façade, North-East prasat, north 

façade) and Bakong (1st enclosure Prasat 4, east and west façades) indicates that they 

were executed in close sequence, and perhaps the same group of artists worked on 

them. On the PCA plot of Figure 6.20, the Kulen and Preah Kô ‘styles’ show a 

considerable dispersion of values. This indicates a greater degree of motif variability 

under those particular ‘style umbrellas’, and in the case of Preah Kô ‘style’, between 

just a few sites. Hence the period that spans the transition from pre-Angkor to Angkor 

appears to exhibit experimentation and creativity of motif combination. Overall, the 

PCA illustrates a tendency for movement of stylistic combinations towards the centre 

of the plot and the area of most similarity. This movement is especially discernable in 

the subsequent Bakeng ‘style’ and has implications for our understanding of the 

nature of the specialisations that accompanied an enlarged economic foundation of the 

early 10th century.27 

 

                                                
27 This will be demonstrated in Chapter 7.g. Also see Chapter 8.e. 
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Figure 6.21: 8
th
 century lintels of Hariharālaya 

 
The community of Mahendraparvata on the Kulen has conventionally been associated 

with the coronation of Angkor’s founder Jayavarman II in 802 CE. The findings of 

Penny et al (2006) and Pottier et al (2005) that date the construction of the Bakong 

moat, embankments and ensemble layout at Hariharālaya to terminus ante quem of 

770 CE necessitate a review of the relationship between these two settlements. As 

there are no absolute dates from Mahendraparvata, either from inscriptional evidence 

or archaeological chronometric dating techniques, the decorative material from the 

numerous shrines on the Kulen range provide an indispensable, but relative, dating 

dataset.  

 

The ‘questionable’ date of 802 CE as coupled with Jayavarman II’s coronation is 

offered as the start point for the decorative and architectural material of Kulen style. 

But a review of the decorative lintels suggests that there was an active settlement at 

Mahendraparvata before the famous event occurred. Stern (1938a, 1938b) considered 

the art of the Kulen the ‘missing link’ between the decorative record represented by 

Kompong Preah style and the majority of architectural ornamentation at Hariharālaya. 

It is difficult to reconcile a contemporary artistic interaction between the plain and the 

Kulen range. They appear to be two separate episodes. Whilst there may have been 

some temporal overlap between the settlements, the decorative culture indicates a 

distinct chronological separation. Six inscriptions cite Jayavarman II as monarch in 

802 CE, but none expressly confirms that he established Mahendraparvata at this date 

(Vickery, 1998: 383 – 388, 2002: 58). In combination with the character of the 
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decorative material of the Kulen temples it is probable that a prosperous community 

already existed at Mahendraparvata in the late 8th century.  

 
The inscriptions document that after residing at Hariharālaya sometime after 781 CE 

the king relocated to the Kulen around 802 CE (Cœdès & Dupont, 1943 – 46, 1968: 

97 – 103, Jacques, 1972: 205 – 220). But the epigraphy does not explicitly contradict 

an earlier commencement date for the Kulen monuments or lintels. Jacques (1972: 

206, 1978: 281 - 317) cites the inscription of Trapeang Run K. 598 as the only 

inscription to mention a capital on the Kulen and a date. This inscription tells us that 

Jayavarman II ruled in 802 CE and established his capital on Mt. Mahendra. Neither 

K. 598 nor the other five inscriptions that reference 802 CE, however, declare that 

Jayavarman II established the Kulen settlement itself. In the absence of any other 

inscription on the Kulen during this period, other than the scant stanzas of Phnom 

Sruoch MH762, the identity of the Mahendraparvata founders currently remains 

veiled in mystery. If an earlier date is considered, the relationship between 

Mahendraparvata and Hariharālaya is crucial, especially in reference to the terminus 

ante quem 770 CE building program at the Bakong. The decorative lintels of this 

period contain significant overlap in motif combinations, but the Kulen examples are 

distinguished as a distinct episodic period of production. There are no decorative 

lintels on the Kulen before the mid to late 8th century, and none after the mid 9th 

century. Conversely during the period of artistic manufacture at Mahendrapavarta, 

there appear to be no or few lintels sculptured at Hariharālaya or on the Angkorian 

plain. Although, the dates suggested by Penny et al (2006) and Pottier et al (2005) 

indicate that there must have been significant activity at Hariharālaya to establish the 

Bakong’s earthen ensemble moats and embankments. In any case, when decorative 

culture is seen again at Hariharālaya sometime in the mid-9th century, production of 

temples and lintels appear to cease at Mahendrapavarta. 

 

The transition of pre-Angkorian to Angkorian art was somewhat problematic for Stern 

(1932: 507 - 524), but after his successful fieldwork in 1936 a connection between the 

Kulen and Hariharālaya was confirmed. The expedition led to the location of 

seventeen temples, seven other sites of archaeological interest, sixteen lintels, 

eighteen pairs of colonnettes or fragments of colonnettes, and numerous other pieces 

of sculpture and architectural decoration. This collection of material formed the basis 
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of Stern’s stylistic classification of Kulen style, of which nineteen temples are 

apparently attributable to Jayavarman II. Stern distinguished a pre-Mahendraparvata 

phase at Roluos represented by selected lintels at Kôk Svay Pream MH471, Trapeang 

Phong MH475, Olok MH752, and Prei Prasat MH731, and a post-Kulen phase that 

included lintels from Kôk Pô MH487, Trapeang Phong MH475, and Kôk Svay Pream 

MH47128 (Stern 1938a: 115, 141 - 143, 1938b: 151 – 173). 

 

 

Figure 6.22: The transition from early Hariharālaya to Mahendrapavarta and back to 

Hariharālaya is marked by episodic production of decorative lintels. 

 

The distinctiveness of these phases is represented by a PCA plot of the lintel motifs 

(Figure 6.22).29 As per Stern’s (1938a, 1938b) artistic phases of the late 8th and late 9th 

centuries CE, the plot illustrates the transition between early Hariharālaya 

(represented by Kompong Preah ‘style’), Mahendraparvata (Kulen ‘style’), and later 

Hariharālaya (Transition A/ Preah Kô ‘style’). Each period is represented by a series 

of clustered points with some overlap. The chronology and separation between the 

artistic episodes on the Kulen and at Roluos is represented in the PCA space where 

                                                
28 For an appraisal of the mid-9th century lintels of Kôk Pô MH487, Trapeang Phong MH475, and Kôk 
Svay Pream MH471, and their relation to the Bakong MH476 see above Chapter 6.g. 
29 This is a plot of the 1st (7.8%) and 2nd (5.7%) Principal Components calculated from the correlation 
matrix of motif combinations from 98 lintels from the 8th and 9th centuries CE. 
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the Kulen lintels are situated between the early Kompong Preah material and the later 

lintels from Hariharālaya. The overall exclusivity suggests that there was little activity 

in the sculpture of architectural decoration associated with temple building at 

Hariharālaya when Mahendraparvata was the seat of administrative power, and vice 

versa. It is significant that construction of the Bakong embankments and moat 

ensemble was occurring at the beginning of the Kulen period (see Penny et al, 2006, 

Pottier, 1996, 1999, and Pottier et al, 2005). Yet despite the construction of these 

ramparts and platforms there is no evidence of decorative material in permanent 

materials at Hariharālaya at least until the court returned to the southern plain 

sometime before 834 CE. 

 
Stern’s (1938a: 147) sequence of these monuments based upon their lintels and 

colonnettes remains valid. According to Stern (1938a: 113 – 114) the 

contemporaneity of these structures is confirmed by the archaic structural similarity 

and their colonnette decoration. The lintel of Prasat Chrei MH765 and its associated 

structure is cited as the earliest construction on all of the Kulen. This is based upon its 

recollection of motifs from Sambor Prei Kuk ‘style’ (Stern, 1938a: 138). The 

distinction and transition between the Kulen monuments and Stern’s (1938c: 179) 

‘second phase’ of decorative material at Hariharālaya is illuminated by looking at the 

relationship between the kāla as central motif and the makara on the extremities. The 

extremities of lintels at Mahendraparvata display combinations of the vong hien shape 

particularly characteristic of the Kompong Preah style, and both divergent and 

convergent makaras typically with bodies. Lintels considered later by Stern’s (1938a: 

147) schema, for example those of Bos Neak MH771, Krahâm MH447, and Daun 

Meas MH775 possess a composite of these motifs. The vong hien is supplemented by 

a pendant that usually hangs from the makara’s trunk, but now appears alone and 

representative of this mythical water creature (see Figure 6.23).  
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Transformation of the 

lintel extremities 

corresponds with 

variation in the central 

motif. The Kulen style 

introduces the kāla as a 

component of the central 

subject (Coral-Rémusat, 

1951: 44).30 In each 

lintel, occurrence of the 

kāla is usually alternated 

with either a deity or 

dikpāla. In the case of 

Koki MH774, Krahâm 

MH447, Daun Meas 

MH775, and O Pha-ong 

MH448 these characters 

appear together as the 

central foci. Observing 

the lintel of Prasat 4 

Bakong 3rd enclosure, and 

its contemporaries at 

Trapeang Phong MH475 (central prasat), Prasat 2 Bakong 3rd enclosure, Kôk Svay 

Pream MH474 (central prasat), and Kôk Pô B MH487 a particular broad faced kāla 

with fingertips has now achieved primary status (see Figure 6.24). The antecedents of 

these ascendant kālas must surely be the monsters at Anlong Thom MH770 and Thmâ 

Dap MH764. These two lintels are considered among the latest on the Kulen (Stern, 

1938a: 147), and were probably executed in the early decades of the 9th century CE. 

However, the Anlong Thom and Thmâ Dap lintels have only vong hien shapes on 

their extremities. At Hariharālaya the lintels establish a template that combines the 

practice of kālas as the primary central motif in addition to makaras on the periphery. 

Hence the reappearance of production of decorative material at Hariharālaya is 

                                                
30 See Chapter 5.f. for a brief description of Kulen ‘style’ lintels. 

 

Figure 6.23: details of Kulen style lintels. 
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marked by experimentation and the genesis of new motif assemblages. Rather than 

adhering to a simple linear progression it draws upon a diverse decorative milieu 

spanning time and space. 

 

 

Figure 6.24: Lintel of similar design of Mahendrapavarta and Hariharālaya. Kālas are their 

central motif. 

 

Long renowned for marking the historical transition from pre-Angkor to Angkor, the 

monuments of Mahendrapavarta and Hariharālaya demonstrate significant changes in 

the production of decorative sculpture. Construction of temples and sculpting of 

lintels on the Kulen is episodic and restricted to the late 8th to early 9th centuries when 

it is celebrated by inscriptional evidence as the residence of the king of the Kambuja, 

Jayavarman II. During the same period at Hariharālaya, despite significant existing 

settlement and the construction of the Bakong ensemble layout there appears no 

temporally analogous artistic decorative culture. Therefore, in the late 8th to early 9th 
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centuries the exclusive fabrication of decorative lintels31 was associated with the seat 

of sacred and administrative power. This suggests the existence of ‘attached 

specialist’ production units dedicated to lintel carving and temple building which 

followed the political administration wherever it happened to establish itself.  

 

6.h. Conclusion 

 

The stylistic categories devised by Stern and Coral-Rémusat furnished art historical 

studies of the Angkorian world with an invaluable tool-kit to assess the major 

developments of Khmer art. Whilst ‘the method’ followed the ‘evolution’ of discrete 

motifs, it did so to establish a sequence for the major monuments that could be 

corroborated with the inscriptions. Khmer art has since been viewed in terms of the 

stylistic categories that describe these large-scale sequential changes. Variation and 

difference were recognised, but as aberration or regional nuance which imperfectly 

interpreted the stylistic ‘norms’ of the period. Perceiving the trajectory of art as a 

series of large-scale transformations has not acknowledged the significance of the 

small-scale variations in generating these changes. The major developments in form 

and iconography developed over decades whereas the details of art were constantly 

changing with every new object. This thesis integrates the large-scale differences with 

the small-scale variations to form a richer perspective of change in medieval Khmer 

art that underscores the creativeness of the individuals who made it. 

 

Aided by a set of quantitative methodologies we can distinguish the broad-scale 

artistic transformations described by conventional textual descriptions. Moreover, it is 

now possible to incorporate the detailed variation and discern the magnitude and rate 

of artistic change from one period to the next. To appraise variation, this study 

measured the presence, duration and discard of discrete iconographic motifs. This 

data was visualised with the statistical technique of Principal Components Analysis  

(PCA) and simple histograms which charted motifs independently seen in relation to 

the pre-defined ‘styles’. These methods allow studies to express the richness of the 

decorative material and to consider the scale of the idiosyncratic artistic behaviour 

that was constantly occurring. Instead of decorative lintels being perceived in 

                                                
31 And by extension temples in durable materials. 
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reference to rigid categories, the PCA illustrates their transformation as a ‘continua’ 

where the edges of the stylistic periods ‘blur’ into those of their precedents and 

antecedents. Significantly, this method also recognises the dynamic difference 

between the artistic periods. Lintels which possess a great variation of motif 

combinations are dispersed on the plot (e.g. Prei Khmeng and Preah Kô ‘styles’), 

whereas those which possess relatively heterogenous sets of characters are tightly 

clustered (e.g. Transition C, and Banteay Srei ‘styles’). As well as appreciating the 

magnitude of difference and similarity between the decorative lintels, the 

quantification of artistic culture also provides a measure of the rate at which these 

transformations occur. Stern (1938a, 1938c) noticed that the decorative themes of 

Khmer art alternated between periods of ‘mechanical’ reproduction and rapid 

innovation. By measuring the incidence and time-span of iconographic motifs we can 

more accurately consider the detail of Stern’s observation. For instance, the Kulen 

‘style’ was accepted as a period of great artistic invention following the relative 

iconographic scarcity of Kompong Preah ‘style’. However, detailed analysis of the 

rate at which new lintel motifs appear suggests that this was the beginning of a period 

of sudden iconographic creativity and experimentation which endured into the 9th 

century. Reviewing change in the separate structural components of decorative lintels 

is indicative of the multiplicity of differing rates at which different elements of the 

artistic record transform. Just as the central motif and frieze of decorative lintels can 

vary independently, so do the diverse elements of medieval Khmer artistic culture that 

were embraced by the project of temple production.  

 

When the detail of change is appraised, ‘styles’ which were considered ‘transitional’ 

between periods of more significant artistic merit are perceived as vital in their own 

right. The re-employment of iconographic elements can be quantified to provide a 

relative measure of archaism, suggestive of how medieval Khmer artisans selected 

and adapted from their own artistic traditions. Studies which chart change in 

Angkorian art should necessarily be highly defined and contextual, as broad stylistic 

categories have difficulty in accounting for the multiplicity and richness of artistic 

transformations. In this manner, the themes of variation and unique artistic invention 

are played out in the decorative lintels of the late 8th and 9th centuries associated with 

the administrative centres of Mahendraparvata and Hariharālaya. The task of 

discerning an applicable but sufficiently flexible artistic sequence during this period is 
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difficult because of the diverse motif assemblages and scarcity of diagnostic 

epigraphic material. Nevertheless, the study of artistic difference via PCA facilitates 

the integration of recent research dating the original Bakong ensemble over one-

hundred years earlier, and existing artistic chronologies which reference the 

conventional inscription dates. These findings imply that in the mid to late 8th century 

there was concurrent building activity on the southern plain and in the Kulen hills. 

But the study of iconographic detail indicates fabrication of decorative lintels, and 

probably construction in permanent materials were discrete sequential episodes 

between Mahendraparvata and Hariharālaya. When lintels were sculptured at 

Mahendraparvata they do not appear at Hariharālaya and vice versa.  

 

Whereas the focus of this chapter has been the character of artistic variation and how 

it affects change, the next chapter will apply the study of detail to address the artists 

themselves. Similarly, appreciation of difference in iconographic detail allows us to 

reconsider artistic participation in the process of Indianisation. Because individuals 

and workshops generated change in artistic culture, we can appraise the medieval 

Khmer artisans as creative agents in the selection and adaptation of Indic 

iconographic elements. 
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Chapter 7 – Lintels, Workshops, and Artisans 

 
7.a. Introduction 

 
“…the statistical basis of our studies must be extended, and in this way we may 
hope on the one hand to be able to define the characteristics of the different 
styles more closely, and on the other to distinguish personal styles or local 
schools which may be of great interest.” (Groslier, B.-P. 1966: 233). 

 

In the process of understanding the artistic chronology of the medieval Khmer empire 

the authors of the works have not been systematically considered. From the 

foundation of modest village shrines to the construction of gargantuan state temples, 

the 7th to 13th century venture of temple building by the Khmer entailed the 

employment of a variety of specialists. This chapter will consider the expert sculptors 

of the architectural decoration. It will begin with a general discussion of the 

organisation of artisans in India and Southeast Asia, investigate the evidence for lintel 

fabrication as an example of craft specialisation in medieval Cambodia, and conclude 

with case studies of how labour was divided at specific sites. Lintel sculptors were a 

division of the workforce that included architects, stonemasons, bricklayers, general 

labourers, carpenters, metal workers and painters. Based on the importance of the 

physical position of the lintels, the harmony of artistic composition, and the fineness 

of carving, it is safe to suppose that the most skilled and experienced craftspeople 

carved the most important lintels. One of the first researchers familiar with decorative 

lintels, Lunet de Lajonquière (1902: lxxxiv) supposed that there was a particular 

category of craftsman or worker engaged in their carving. He noted that occasionally 

all other sculptures upon a monument were finished whereas the decorative lintel was 

not even outlined, and alternatively no other sculptures were accomplished while the 

lintel was completed to the last detail (Lunet de Lajonquière, 1902: lxxxiv). The 

organisation of the artisans who created these objects has not been the primary focus 

of any major study of Khmer art. This is in part due to the scant mention of artists and 

architects within the epigraphic record. The artists were undoubtedly of considerable 

importance to the court and to broader Khmer society, yet they remain largely 

anonymous. Custodians of an established profession, the responsibility of adorning 

temples of the gods was executed with the sentiment of devotees, and the expertise of 

highly skilled craftspeople. 
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This thesis proposes that lintel sculptors were part of a network of ‘attached’ craft 

specialists. The temple builders and decorators provided products at the command of 

the governing authorities on which they depended for payment in land, paddy and 

other subsistence staples. Temples were vital symbols of religious and political 

authority, and also the focus of economic activity. The resources necessary to 

construct them denote their commission and foundation as the domain of the political 

elite. But what can we learn about the people who built the temples by studying the 

temples themselves? Using Costin’s (1991: 9) flexible nomenclature, the work teams 

engaged in constructing temples can be classified as members of ‘retainer 

workshops’. In this description, temple builders and decorators comprise a large-scale 

production unit with full-time artisans working on behalf of the elite political 

authority within the segregated and specific location of the temple site. In the study of 

craft specialisation this thesis is not concerned with the factors that led to its 

development in Cambodia, as by the time shrines were committed to permanent 

materials many objects in early historical Southeast Asia were being produced by 

specialists, including ceramics, metalwork and textiles. The beginnings of craft 

specialisation are often associated with the development of complex societies, and in 

this view are considered significant in the early historic polities of mainland Southeast 

Asia.1 Wheatley’s (1983: 327) conception of Indianisation supposed the emergence of 

a ritual and administration complexes were also a focus of craft specialisation. The 

recovery of abundant earthenware ceramics indicated to Malleret (1960a: 92) that Oc 

Eo was a centre of craft specialisation.2 Nevertheless no studies of ‘classical’ 

Southeast Asian temples have made dedicated studies of the makers of the buildings 

as participants in the array of craft specialists. 

 

Because this subject has barely been considered in Khmer archaeology and art 

history, reference to analogous enquiries in India and Southeast Asia are beneficial. 

These studies suggest possible methodologies, and also provide potential explanations 

                                                
1 See 4.c. for a brief discussion of metal production as an example of societal complexity in ‘pre-
Indianised’ Thailand. 
2 For the emergence and origins of craft specialisation is not considered see Wailes (1996: 3 – 16), 
Brumfiel and Earle (1987: 1 – 5). The emergence of craft specialisation is presented as an example of 
Southeast Asian sociopolitical complexity before Indianisation in Chapter 4.c. For examples of early 
craft specialisation in mainland Southeast Asia see Bronson (1996: 177 – 184), Mudar and Pigott 
(2003: 149 – 160), Nguyen, Pham, and Tong (2004: 189, 201), White and Pigott (1996: 151 – 175), 
Wilen (1982 – 1983: 63 – 81). Also see Chapters 7.c. and 7.e. below. 
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for the organisation of the medieval Khmer artistic community. The dearth of relevant 

visible debris, construction and fabrication tools, or archaeological landscape 

signatures suggestive of artistic intensification means that information about artistic 

labour in the Angkorian world must be drawn directly from the artistic output.3 

Decorative lintels were a vital component of the medieval Khmer shrine and were a 

consistent feature of them from the genesis of architecture in permanent materials 

until the last buildings of the Angkor period, and as such are appropriate illustrations 

of artistic output. By looking at how decorative lintels change over time it is possible 

to appraise the transformations in the production units that made them. In this study 

lintels are compared with each other by quantifying their different combinations of 

motifs. The magnitude of difference and similarity in the lintels is assessed using 

Principal Components Analysis. The results of this analytic procedure show that there 

was an increasing standardisation in motif assemblage between the 7th and 11th 

centuries. Tendency towards overall motif assemblage uniformity suggests that 

artistic workshops became larger in scale and more formalised in their management 

and organisation consistent with broader developments of the Angkorian political and 

economic milieu. 

 

By default it has been assumed that the work groups were structured into guild-like 

organisations, like those known from Brahmanical temple construction in medieval 

India (see Michell, 1988: 55). According to Dagens (2003: 232), the key difference 

between the organisation of workshops in India and Cambodia, was that the project of 

medieval Khmer temples was directed by an elite connected to the administrative 

authority, but independent of the workshop. In India the construction undertaking was 

headed by the ‘guild’ paramount. This thesis argues that whilst temples and their 

decorative elements were constructed under the patronage of the political elite, 

                                                
3 These matters have recently been given consideration by the MAFKATA project team of the EFEO 
and APSARA. In the excavation of Prei Khmeng MH484 and surrounds, little evidence of occupation 
was found in the vicinity of the modern village. Guérin (2003: 26 – 27) suggests that the abandonment 
of this zone close to the temple was made in order to install workshops for the craftspeople of the 
building site. However in the six surveys, no conclusive evidence of installations associated with 
finishing brick and stone were found. In the same excavation, Pottier et al (2000: 26 – 27) deliberate 
upon curious hearths with brick fragments, and occasional terracotta ‘stoves’ on a mound south of the 
Prasat. The configuration of these hearths and their non-correspondence with known rural modes of 
cooking suggests possible use by artisans. In the EFEO excavations at Oc Eo, Malleret (1960a: 243) 
found hammers and tools presumably for bronze and goldsmithing. Additionally, at Phnom Dei I 
MH498 the numerous unfinished 12th century sculptures of Avalokiteśvara indicate that this site may 
have been the location of a sculpture workshop. 
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artisans as social actors had significant influence on the transformation of medieval 

Khmer art. Evidence can be gleaned from the incessant variation in the artworks. The 

medieval Khmer artistic record possesses a myriad of unique combinations of 

iconography and forms that transformed at dissimilar degrees and rates. The degree to 

which the variation is repeated or discarded influences the transformation and 

trajectory of the art. Decorative lintels adhere to compositional and motif norms, but 

not in a rigid or mechanical manner that suggests application of a declared ideal 

design would result in identical decorative material.4 The construction and 

ornamentation of medieval Khmer temples should be regarded as the combined effort 

of many individuals from different levels of the social hierarchy. Scrutiny of 

decorative lintels as the artistic output of social individuals permits consideration of 

the production units responsible for the manufacture of medieval Khmer temples. 

 

 

Figure 7.1: Sandstone waste or ‘debotage’ from a contemporary sculptural workshop. Photo: 

Scott Hawken. 

 
 

 

                                                
4 See discussion of the ‘ideal’ in Chapter 2.d. and 8.c. 
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7.b. Artisans in India 

 
In addition to supposedly Indian cultural traits transported and transformed across the 

Bay of Bengal, Khmer temples themselves have been considered intimately linked 

with their Indian equivalents5. Indian temple inscriptions and texts provide substantial 

information regarding the organisation of labour and process of building, but there has 

been little consideration that these processes were analogous to construction programs 

in medieval Cambodia. In India, artists organised themselves into guilds or śre�is. 

Over time the guilds turned into hereditary castes or sub-castes, whose members 

offspring would have been expected to follow the same profession. There were early 

references to possible guilds in the Vedic literature (c. 1500 BCE – c. 500 BCE), but 

certainly by the time of the Buddhist scriptures, guilds existed in every important 

Indian town (Basham, 1954: 217). Āryan ‘culture’ was accompanied by the 

intensification of craft production where the dominant institution of urban life was the 

guild. By the end of the 4th century BCE artisan and merchant guilds were customary 

components of the urban pattern. During the Mauryan period (322 BCE – 185 BCE) 

the superior financial standing of guilds created complications in the existing social 

configuration. Guild leaders became influential citizens controlling large economic 

resources, but in the caste-based society, the trader or artisan was not included 

amongst the most socially privileged citizens. As the guilds attained more power, the 

ruling castes hoped to curb their potency through legislation. Restriction of trade is 

evidenced by passages in the Arthaśāstra, a 4th century BCE treatise on statecraft and 

economic policy that favoured rigid control of guild activities. Every guild was 

required to register with the local administrators, and no guild was allowed to move 

from its location without prior permission (Thapar, 1975: 40 - 41). 

 

The first images of the Buddha were created by a single workshop. Schopen (1988 – 

89: 162) argues that the first monumental Buddha images at the end of the 1st century 

BCE were co-ordinated, produced, and distributed from a central point. Crafted in 

Mathurā these images were transported over three hundred kilometres away to the 

sites of Kauśāmbī, Śrāvastī and Sārnāth. Artists from many disciplines appear to have 

been collectively organised into similar corporations. Coomaraswamy (1956: 54 – 56) 

                                                
5 See especially Chapter 2.d, and also Chapter 3 and 4. 
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quotes from historical records and political texts that record hierarchical craft lists. 

The professions documented include blacksmiths, silversmiths, carpenters, turners, 

damasceners, ivory carvers, cabinet makers, stone cutters, jewellers, arrow makers, 

painters, and founders. A 15th century Sinhalese text, the Janava�saya, records that 

the best of the higher craftsmen, the goldsmiths, silversmiths, and painters, worked 

directly for the king, and formed a close, largely hereditary corporation of craftsmen 

called the Pa��al-hatara. The aristocratic families had considerable standing, owning 

land granted by the King on the occasion of their first settlement, or as a reward for 

subsequent services. In addition to land, other payments typically included rice, cloth, 

cattle, gold and silver. The guilds had fixed wages and standard prices, and explicit 

regulations that governed the production of work. These rules had the force of law, 

and guild members risked expulsion if they breached them. Additionally the guild 

exercised control over the social life of members, ordaining who could be married to 

whom and acting on occasion as guardians of widows and orphans. The guild was 

headed by a chief, usually called the ‘elder’, or jye��haka who was assisted by a small 

council of senior members. The office was hereditary and held by one of the richest 

members of the guild, additionally with influence at the palace (Basham, 1954: 217 - 

218). With the accumulation of wealth in the hands of guilds and merchants, 

patronage of the arts was no longer limited to royalty. Some of the most magnificent 

monuments from the 3rd century BCE owe their existence to the donations of wealthy 

guilds and merchants, for example the stūpas of Sānchī, Bhārhut, and Amarāvatī 

(Thapar, 1975: 45). The guilds must have had sizeable finances to make large 

donations. These were procured by member subscriptions and fines levied on those 

who transgressed guild laws (Basham, 1954: 218). 

 

Artisans and craftspeople were typically drawn from the vaiśya or the mercantile 

class. According to Sinopoli (2003: 5, 230) craft producers of Vijayanagara between 

the 14th and 16th centuries were members of hereditary groups: castes, subcastes, and 

lineages. Each group enjoyed a unique social identity, traditional occupation and 

social status. Temple construction and adornment was typically the hereditary 

occupation of the Viśvakarma sub-caste (Thapar, 1975: 45, Michell, 1988: 49, Parker, 

1992: 117, 2003: 125 – 140). It is less clear how such work groups were coordinated, 

provisioned or recruited. Artisans were often described as temple functionaries, 

receiving payments from temple donations. There was high division of labour with 
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many categories of skilled and unskilled artisans. Tasks assigned to large groups were 

probably subdivided under the authority of multiple ‘captains’ or leaders. Although 

the development of large scale centrally administered factories and imperial 

workshops were rare at Vijayanagara, there is some indirect evidence for the mass 

production of certain architectural elements. In numerous 16th century temples 

columns appear to have been prefabricated and modified to fit into the given structure 

on site. However, the dominant impression is still of groups of architectural sculptors 

moving from site to site (Sinopoli, 2003: 206 – 207, 211, 217, 230). 

 

The trades of 18th century Sri Lanka were likewise inherently hereditary 

(Coomaraswamy, 1909: 63 - 64). A system of apprenticeship and instruction fostered 

training in the actual workshop. Trainees were given easy and monotonous work at 

first, and then gradually trusted with more skilled duties, until the entirety of the 

practices were propagated. At no time were pupils instructed to draw from nature. 

Instead they were required to reproduce the traditional idealised forms handed down 

and transformed from generation to generation. This allowed the artist to imitate from 

memory certain well-known designs and figure subjects, making use of the traditional 

elements of design on whatever surfaces they were commissioned to decorate 

(Coomaraswamy, 1909: 66 - 67). Because it was their livelihood, the knowledge, 

skill, traditions, and techniques of each artistic guild were often jealously guarded. 

Hence the traditions of each guild were primarily preserved and transmitted orally 

(Michell, 1988: 55). There has been some authority ascribed to the rote learning of 

artistic practices from texts broadly encompassed in the category of Śilpaśāstras (see 

Kramrisch, 1946, Boner and Śarmā, 1966, 1972, Acharya, 1980, Dagens, 1984, 

1985a, 1985b, 1994, Dagens and Barazer-Billaret, 2000, Barazer-Billaret et al, 2004). 

Yet no temple in India appears to have been entirely constructed or sculptured 

according to the combination of prescriptions offered in these works. Artists probably 

regarded the śāstras as loose guides, rather than binding law. As in other fields of 

artistic expression such as music, theatre and painting, artists probably memorised the 

general outline, relying on improvisation to finish the works (Kaimal, 2003: 30). 

Modern practice as observed in a traditional workshop in Mahabalipuram, Tamil 
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Nadu reveals that students commit to memory images through repeated practice, 

rather than reference to models or texts (Mosteller, 1988: 25).6 

 

The brief investigation of collective artisan 

groups in India (and Sri Lanka) is 

significant because of the similar cultural 

and religious milieu shared between 

Southeast Asia and the sub-continent, and 

because it is possible to directly examine 

the task of temple building. There is 

limited information about how labour was 

recruited to build the temples. Inscriptional 

evidence suggests that the role of rulers 

was limited to funding, by the presentation 

of substantial donations of cash and tax-

free lands (Sinopoli and Morrison, 1995: 

87). Supplementary evidence of temple 

builders and sculptors provided in the 

corpus of ‘traditional’ architectural 

literature has been limited. Translations of 

Sanskrit texts related to architecture, 

including the Mānasāra, Mayamata, Śilpa 

Prakāśa, and numerous Āgamas (Raurava, 

Ajita and Dīpta) detail the occasional and incidental work programs of temple 

construction (Acharya, 1980, Boner, 1966, Dagens, 1984, 1985a, 1985b, 1994, 

Dagens and Barazer-Billaret, 2000, Barazer-Billaret et al, 2004). These include the 

processes of site selection, setting up of a provisional installation, determination of 

temple orientation, the ‘pegging-out’ of the building, and the installation of the linga 

and images. But they reveal little or nothing of the progress of the work or the 

individuals and divisions of labour that should, or might carry it out. 

 

                                                
6 See Chapter 2.d. for the influence of ideal declarations upon the outcome of artistic culture. 

Figure 7.2: ‘Chariot Wheel’ from the Sun 

Temple of Ko�ārka, 13
th
 century, Orissa, 

India. 
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An interesting exception was a text translated and interpreted by Alice Boner and 

Sadāśiva Rath Śarmā presented in 1972 concerning the famous 13th century Sun 

Temple of Ko	ārka. Boner was criticised for giving these Oryian texts inflated 

importance, and failing to question their reliability as historical documents (Behera, 

1976: 127 – 129, Begley, 1984: 615 – 616). The four manuscripts were in fact copies, 

one being transcribed as late as the 19th century. It is probable that errors have been 

made in this process, and one wonders if the temple itself may have been used as a 

reference point to authenticate the copied material, rather than a contemporary 

document. Nevertheless the palm leaves are worthy of note, and reveal remarkable 

information about the process of building a medieval Indian temple. In comparison to 

the sought after, but problematic association between text and temple form (Behara, 

1976: 127 – 129)7, the details of work teams and pragmatic methods of construction 

appear so mundane that they barely warrant falsification. The Baya Caka	ā copied 

from the original in 1859 in old Oriya in Karani script was the third of four 

manuscripts on the Sun Temple dedicated to Sūrya under Mahārāja Narasi�ha Deva. 

The manuscript reported the minute details of the temple’s twelve year construction 

period from the laying of the foundation stone in 1238 to the consecration of shrines 

and idols in 1258. This information was apparently not committed to palm leaf for 

posterity but for the pragmatic purpose of registering work contracts and documenting 

the amount of remuneration received for each task of the temple construction (Boner 

and Śarmā, 1972: xli – xlvi).  

 
The manuscript began by describing the division of work among more than seven 

hundred Śilpīs contracted to the project. The construction executive consisted of the 

chief architect, the superintendent of works, the head stonemason and the chief image 

maker who coordinated those responsible for the architectural and sculptural portions 

of the building. Everyone knew what was demanded from one stage to the next. Even 

those in the inferior ranks were well acquainted with the plan of the construction 

(Boner and Śarmā, 1972: xli – xlvi). In terms of the sculpture, there was a specialist 

for every kind of work. This included experts in the carving of architectural forms, in 

elephants, in lions, in portraiture, and even in ‘decorative creeper’ work (Boner, 1970: 

266). Dagens (1985b: 10) observes a similar precise division of labour in the 

                                                
7 See also Chapter 2.d for discussion of the relationship between material and ‘ideal’ text. 
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somewhat more esoteric Mayamata.8 The text specified that artisans were divided into 

specialists of each material. Master craftsmen worked on the most important images 

of the sanctuary, and though these were probably executed with the support of other 

artisans, the composition and combination of motifs were certainly the inspiration of a 

single artist (Michell, 1988: 56). The text does not tell if artisans were organised into 

fraternities or workshops. However, something of the nature of labour organisation 

may be revealed by the titles of key workers on the site. The chief architect went by 

the title Śilpi Nāyaka, literally hereditary leader of the artists. The head sculptor was 

called Pathuriā Parya�ga Kula Nāyaka, or Head of the sculptor community of 

Paryaga district (Boner and Śarmā, 1972: xliii). From these titles and the execution 

of labour it is probable that the artisans did have some kind of professional 

organisation, set up along patriarchal lines in the form of caste associations. It appears 

that whole families were on the work site. Whenever someone fell ill or died in the 

course of the construction there was always a relation on the spot responsible for 

dealing with the matter (Boner, 1970: 263). 

 

 

Figure 7.3: A priest places offerings to the navagraha of the Sun Temple of Ko�ārka. 

 
The Baya Caka	ā also revealed how technical problems were mastered. From the 

transportation of quarried stone, to the methods of scaffolding, the manuscript 

detailed the elaborate system of pulleys by which the stones were put into position. 

An array of equipment was required to build the temples including hundreds of 

chisels of all descriptions, mallets, and right-angled measuring rods. The architects 

constructed machines like the jāhpakas, a crane with pulleys worked by winding 

wheels. The uthaliphassa consisting of intersecting iron frames on wheels, hinged like 

scissors in the middle, lifted big weights by pulling the bases closer together from 

                                                
8 See Chapter 2.d. for a brief description of this text. 
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opposite sides (Boner, 1970: 260 – 261).9 Architectural and sculptural work was 

assigned on the basis of contracts for separate operations, each contract probably 

having a different leader for each task. Payment of the workmen was related to these 

contracts. For example Palm Leaf XLV advises that employment of “Twelve 

śilpīs…for carving the 1½ hasta high Navagraha panel for the southern, and having 

completed the Navagraha panel for the northern portal of the mukhaśālā received: 10 

mā	ha”. Payment was additionally made in gold, silver, money, clothing, textiles, 

rice, and land (Boner and Śarmā, 1972: 133, 48 - 174). 

 

 
 

Figure 7.4: Khmer builders using ‘machines’ to lift sandstone blocks into position, as 

represented at the Bayon (short raised gallery between towers 29 and 30
10

).  

 

7.c. Artisans in Southeast Asia 

 
Moving closer to Cambodia, the lives of artists in medieval Southeast Asia has been 

partially investigated. In Indonesia the rulers of the Majapahit kingdom (1292 – c. 

1500) made use of the services of skilled artists and guilds who settled together in 

villages or village districts near the courts. Miksic (2004: 245) noted that metalsmiths 

of the ‘middle classic period’ in Java were classified according to the type of metal 

with which they worked. Moreover, the most elaborate achievements of Indonesian 

art were often associated with the power and privilege of the royal patronage. 
                                                
9 Some research has been made of like construction processes in the temples of Angkor (see Groslier, 
G., 1921: 159 – 179, 1935: 177 – 206). 
10 Per Parmentier’s (1927b) numerical classification of the Bayon’s towers. 
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Indonesian courts possessed the authority and economic means to preserve, 

encourage, and cultivate the indigenous arts such as kris manufacture, painting, gold 

and silversmithing, and paraphernalia associated with puppetry and theatre. 

Draughtsmen and painters in the service of the Gèlgèl and Klungkung Balinese kings 

of the 16th and 17th centuries were given land whose agricultural yield belonged to 

them. This land was not available for sale, and the artists must be available in order to 

obey the ruler’s summons if there was work to be done at the palace. Sculptors and 

architects did not appear to live and work in occupational associations or territorial 

communities close to the palace. Palaces and villages were required to send for one of 

these specialists from far away when commissioning a work (Ramseyer, 1977: 60 – 

67, Jessup, 1990: 25 – 26). The exchange of rice paddy and irrigated land in kind, a 

common form of exchange in Ankgor, was a probable form payment for artistic 

services in medieval Cambodia. 

 

The Burmans of 12th and 13th century Pagan were amongst the most prolific temple 

builders in all Southeast Asia. More than four thousand temples were dedicated in a 

short period of approximately 200 years, with the ‘making of merit’ the principal 

motivator of temple founders. Temples employed numerous skilled artisans, 

craftsmen, and labourers who were required for the extraction, production, and 

finishing of building materials. Lodging and food, including paddy, husked rice, areca 

nuts, black pepper and salt were usually provided for the workmen. Apart from the 

cost of the materials, wages were also given, but more often artisans were paid in 

clothing. Special gifts of elephants, horses, or cattle were made to the leaders of each 

group (Pe Maung Tin, 1936: 429, Luce, 1940: 340 - 341). The amounts they received 

differed according to their number and duration of their work. The remuneration 

appears to be based on social custom and status, not on strict economic calculation. 

Some artists were remunerated with specific goods befitting individuals of esteemed 

status. A 13th century foundation inscription dedicated by a government minister 

records payment to a master mason and a master painter in the form of elephants, an 

animal generally associated with an eminent social position (Aung Chain, 2005: 4, 14 

- 15). The status of artisans in Pagan appears at a fleeting glance to be quite variable. 

At the low end, an inscription of a wealthy Burmese noble chronicles the donation of 

a whole family of goldsmiths who had previously been bought for 140 klyap of silver. 

The seven individuals were mentioned in the same context as slaves and cultivators 
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who were traded for comparable amounts. As in other geographical areas of early 

historical civilisations the artisans of Pagan tended to be grouped together in families. 

According to Aung Thwin (1981: 41) commoners were grouped consistent with their 

ethnic and occupational background and were required to live in the same village. 

Artisans and their specific component groups fell into this category. This meant that 

occupations, especially those intimately connected to the crown, as was usual of 

artists, were hereditary. Furthermore, apparently, individuals were inscribed with 

tattoos designating their profession, thereby ensuring hereditary continuation and 

preventing individuals from changing occupations. 

 

The comparative study of workshops, guilds and the status of artisans in the pre-

modern historical civilisations of India and Southeast Asia is useful to appraise 

analogous traditions in medieval Cambodia where evidence is negligible. The 

arrangement of workshops in the Angkorian world was certainly unique, but it is 

practical to consider the fundamental structures of craft production common to the 

operation of specialists in different times and places. At Angkor, in order to produce 

the array of goods and services which supplied the state and its population it is logical 

to speculate that artisans were organised into groups based upon specialisation and 

along hereditary lines. Across the breadth of the arts complex social stratification was 

likely. Artisans associated with craft industries such as ceramic and pottery 

production were probably of lower status compared to artists such as painters and 

chief architects. Hence it is to be expected that such high status artists were 

congregated around, and organised by the administration. Because, as at Pagan, the 

payment for goods and services at Angkor was made by barter and in kind, 

remuneration for construction of temples was doubtless made with irrigated land and 

other goods. The builders and sculptors of temples may also have been compelled to 

provide their services in exchange for accommodation and food, or as a form of 

religious or regal obligation. Inscriptional evidence, although scarce, allows limited 

estimation about the structure of artistic administration familiar to the state’s 

executive. Information gleaned from studies on Cambodian medieval ceramics and 

other workshop based ‘industries’ may also be of some assistance to appraise the 

organisation of artistic workshops engaged in decorating temples. The material 

product itself however, is the pre-eminent source from which suggestions may be 

offered on the subject of labour organisation and the status of the artist at Angkor. In 
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the absence of relevant excavated material, analysis of transformation in temple 

ornamentation across time and space has to be the key source of information on the 

administration and organisation of artistic labour. The design, composition, and 

combination of motifs in decorative lintels provide an excellent lens through which to 

examine these phenomena. 

 
7.d. Epigraphic evidence of workshops 

 
In the medieval Khmer epigraphic record there are few references to artisans, let alone 

any indications about the organisation and direction of their work. Other than 

references to food growing, weaving and leaf-work, there are no mentions of crafts or 

other artistic activity in the pre-Angkorian inscriptions. Vickery (1998: 234 – 235, 

313) suggests that smiths, carpenters and other craftspeople may have been included 

amongst a group called ca�dak attached to the temples. The evidence in the 

Angkorian period is equally sparse. Mabbett and Chandler (1995: 183) observe many 

biographical details for ministers, administrators and courtiers, with inscriptions of 

Sūryavarman I listing as many as four hundred officials.11 Yet there are scant 

allusions to the existence or work of artisans. Fortunately the few citations of artists, 

architects and var�as that exist allow some assessment of the organisation, 

recruitment and remuneration of artistic labour. There is undoubtedly more 

information contained within the inscriptions, yet it will remain veiled until such 

matters come to the attention of a specialist. 

 

In India, crafts and artisans were primarily based within the realm of castes or var�as. 

Whilst the var�a system operated in Cambodia, there is some contention about what 

this actually was, and how it operated in the Angkorian context. For Mabbett (1977a: 

432) var�as were essentially ceremonial and not descriptive of actual work groups or 

indicative of labour organisation. The names of the var�as were not representative of 

the professions of the largely agricultural Khmer populace. Rather they were 

privileged orders to which favoured individuals were appointed by the king. Var�as 

may not have encompassed the ‘common’ Khmer, but nonetheless were professional 

designations of occupations within the sphere of the court. What people in the var�as 

                                                
11 The most famous being Sūryavarman I’s ‘oath of allegiance’ K. 292, recorded on the walls of the 
eastern entry gopura of the Royal Palace MH367,02. 
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actually did is obscure. It is clear that certain var�as probably carried out duties 

unrelated to the arts, such as palace service, keeping flies away from the court, or 

tending sacred bulls. Other inscriptions present a strong link between artistic 

professions and var�as. Im Proum (quoted in Mabbett, 1977a: 431) believes that the 

title of one var�a suggests that it was engaged in painting and sculpture. Another 

inscription sees the king appointing a var�a of goldsmiths to ‘the people’ of 

Devīpura12 (Mabbett, 1977a: 434 – 436). Chakravarti (1970 - 71: 156) was of the 

opinion that land and paddy was granted collectively to a var�a at the time of its 

establishment, to be later distributed amongst its members. 

 

The fragmentary information about artisans tends to mention the individuals or the 

administrative hierarchy under which they worked. For instance an 11th century 

inscription of Wat Baset MH91 near Battambang, praises the official 

Gu	apativarman.13 This inscription declares the bestowal of land and title upon 

Gu	apativarman. Gu	apativarman was referred to as Viśvakarman, architect of the 

cosmos, and in this instance ‘chief of the artists’14. Land was granted to 

Gu	apativarman due to his hand in the completion of the Western Baray and the 

Baphuon. Additionally this architect was appointed to the var�a of the golden cups. 

From this inscription it was probable that the chief of the artists who had himself 

directed groups of artists in construction at Angkor, was now admitted into a 

privileged ceremonial order which took the golden cup as its emblem (Cœdès, 1951: 3 

– 24, Mabbett, 1977a: 435, Dumarçay and Royere, 2001: 6). Building projects were 

supervised by spiritual advisors, who ensured that the project fulfilled and was 

conducted under the requisite ritual conditions. Still in Battambang, the 11th century 

inscription of Wat Ek MH90 named Yogīśvarapa	�ita, an official of Sūryavarman 1st 

as Ācārya sthapāka, the priest charged to guide the architects (Dagens 1985a: 25).15 

                                                
12 K. 717. 
13 K. 205. 
14 Viśvakarman is described in the Mahabharata [1(7)60: v25 – 28] as “…progenitor of the crafts, 
creator of the thousands of crafts, and carpenter to the Thirty Gods; greatest of all craftsmen, he created 
all ornaments and fashioned the divine chariots of the Gods…” van Buitenen, ed. (1973: 187). 
According to Coomaraswamy (1909: 79) the Indian craftsmen conceives of his art not as the 
accumulated knowledge of ages, but as originating in the divine skill of Viśvakarman, and revealed by 
him. There are numerous examples of Viśvakarman sculptured in stone and bronze in medieval 
Cambodia (Cœdès, 1923: 23, Boisselier, 1966: 292). See also Bhattacharya (1961a: 145, 166 – 167). 
15 K. 211. 
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There is no indication about how much influence the religious consultants had upon 

the building or decorative program. 

 

A 12th century inscription of Sūryavarman II provides some information about the 

organisation of production units. In the text Sūryavarman II ordered a group of royal 

artisans to establish the village of Vnur Dna.16 According to the text these 

craftspeople were divided into four different independent but unknown orders. With 

the aid of the habitants of the district, the artisans were to lay out the village and a 

sanctuary, construct a tower (probably the prasat), to dig a pond, and to surround the 

village with an enclosure (Cœdès, 1954: 272, Cœdès and Dupont, 1992 [1943 – 46]: 

264 – 265, Dagens, 2003: 139-140). This inscription seems to indicate that artisans 

were indeed ordered into a hierarchy, presumably by status. Also the process of 

village establishment was likely to draw upon the whole gamut of the artisans’ diverse 

skill set. The different orders of the royal artisans would include town planners, 

architects, builders, carpenters and labourers. According to Dagens (2003: 140) the 

division of artisans into four categories was without doubt Indian. The partition of a 

broad group of artisans into specialised units does occur amongst Indian artistic 

workgroups, yet this trait of labour organisation was not categorical. In this edict 

Sūryavarman II appears to have bypassed the standard process of establishing a 

village. The king demonstrated his absolute power by ignoring the district 

administration, in this case administered by the vrah guru himself Divakarapandita 

(Dagens, 2003: 140). Another indication that the King and court had a group of 

artisans at their disposal is presented in K. 413 from the Khmer outpost at Sukhothai. 

The 14th century old Khmer Buddhist text describes the, perhaps, independent 

sovereign sending artisans to prepare the building of monastic ‘cells’ or kutis and of a 

vihāra (Lunet de Lajonquière, 1907: 317 – 318, Pelliot, 1904: 257 – 258).17 Finally, a 

different inscription from the 14th century appears to be the only example of payment 

for artistic services in the entire inscriptional corpus. K. 470 of the Bayon cites the 

payment of gold to artisans and master architects in return for services rendered 

(Cœdès, 1942: 187).18 

 

                                                
16 K. 383. 
17 For kuti see also Pou, 1992: 102, and Vickery, 1998: 402 – 404. 
18 With thanks to Eileen Lustig for pointing out this inscription. 
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7.e. Analogous workshops and the organisation of production 

 
The organisation of analogous Angkorian workshops may reveal details of the 

organisation and operation of the production units engaged in temple building. From 

comparative study of craft specialisation there appears little doubt that there was 

generally a hierarchy of artists. Potters were usually at the lower end of this ‘ladder’ 

and provide a useful case study to perceive the masons’ workshops. Arnold (1985: 

168 – 201) suggests that pottery production for exchange forms an alternative 

economic strategy for land-poor farming communities. Contemporary ethnographic 

analogy may provide some clues, yet Cort and Lefferts (2000: 50) are eager to point 

out that given the current state of ceramics material analysis it is not possible to 

extrapolate from contemporary 

production into the past with 

any degree of certitude. The 

study of ceramics in medieval 

Cambodia is beginning to gain 

momentum. B.-P. Groslier’s 

(1981) landmark essay on 

Khmer ceramics established an 

approximate chronology of 

forms and glazes. In addition, 

archaeological material and 

ethnography were combined to 

postulate uses for certain vessel 

types. But the combination of 

the ‘necessity’ to establish a 

chronology and the prevalence 

of a traditional object-oriented 

approach has meant that 

scholars have initially preferred 

to identify types and categorise 

collections as with lintel 

design. Although some research  

Figure 7.5: Ceramics from Anlong Thom kilns, Kulen 

Hills. 
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has been made on the technical nature of ceramic production, little consideration has 

been given to the organisation of the labour that serviced the kilns (see Sasaki et al, 

2000, Brown, 2000, Richards, 1995, Rooney, 1984, UDAYA, 2000). However, 

scholars have remarked how earthenware production appears to have remained 

unchanged for centuries and the study of these traditions offers potential analogy with 

the masons’ workshops. B.-P. Groslier commented that a chronology of these types of 

Angkorian ceramics might never be deduced as they are still produced in the same 

manner as medieval times (Groslier, B.-P., 1981: 10 – 14, Rooney, 1984: 122 – 132, 

Richards, 1995: 52, see also Miksic, 2003). In the mid 1950s Delvert (1961) 

enumerated more than ten specific earthenware pottery-making villages then 

operating in Cambodia. Today Khmer pottery-making villages are concentrated in 

central and southern Cambodia, with Kompong Chnnang the most famous 

manufacturing province. High population concentrations play a major role in the 

village and household adoption of pottery making as a livelihood. Centres of 

manufacture developed around the source of raw materials, often with every 

community household becoming involved in the production. The fabrication was 

familial based, with the techniques being practiced, today, exclusively by women, 

except for the collection of clay (Kojo and Marui 2000: 14, Shippen, 2005: 15, B.-P. 

Groslier, 1981: 10 – 11). It must be noted that contemporary ceramic production is 

limited to earthenware for everyday domestic use, and not high-fired glazed ceramics 

that are also observed in medieval Cambodia. B.-P. Groslier (1981:11) tentatively 

proposed a possible anthropological phenomenon at Angkor where women were 

responsible for earthenware, whilst men for the glazed ceramics meant for temples. 

Richards (1995: 48) noted that both men and women were engaged in the production 

of high-fired ceramics at the only continuous site of manufacture in Southeast Asia, 

Bat Trang, south of Hanoi. 

 

In relation to temple building itself Dumarçay (1973: 8) suggests that in addition to 

bricks, the architectural ceramics such as glazed and unglazed roof tiles and finials 

were probably made on or near to the actual temple site. Pottier’s (1994: 298) 

research, excavation and restitution of Phnom Wan on the Khorat Plateau in Thailand 

confirmed traces of tile and brick kilns. Specific work-teams of a similar status to 

potters were those engaged in the manufacture and laying of bricks. Burnt brick 

manufacture sometimes took advantage of the excavation of soil that accompanied the 
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foundation of temple platforms, moats and embankments. Temporary kilns were most 

probably assembled on, or very near to the site of temple construction (see also 

Dumarçay, 2005: 50 – 54). There are indications that the brick laying of prasats was 

done by different work groups. Pottier and Lujàn-Lunsford (2005: 462) show from a 

close analysis of brick coursing at Preah Kô that different teams with unequal know-

how worked on the structures.  

 

Ea Darith (2002: 26) has speculated on the association of location to the quality of 

ceramics produced by each kiln. He suggests that a different social clientele were 

recipients of the products from Tani compared to Anlong Thom. Those produced on 

the Kulen were associated with the sites’ establishment to supply court requirements, 

whereas those at Tani were for everyday use. Eventually, the difference of one site to 

another, put together will enable us to discern the community of potters as a whole 

and the organisation of the industry across time. Particularly when glazed wares are 

considered, the organisation of labour and transmission of knowledge at the medieval 

Cambodian kilns remains veiled in mystery. Earthenware manufacture in 

contemporary Cambodia is organised on a familial basis. In addition, production tasks 

are divided according to gender. It is difficult to ascribe familial connections or 

gender specific roles to the production of lintels and temples, however, the 

earthenware example might suggest that certain aspects of the temple construction 

project were organised in this manner. By extrapolating from contemporary 

earthenware production and what is known of medieval ceramics, the craft of temple 

ornamentation was most probably familial based, organised on a village basis, and the 

relatively high in the hierarchy of artistic trades. 

 
7.f. Process 

 
The lintels themselves yield the most reliable and significant information regarding 

the probable composition and practices of the medieval Khmer artisan workshops. 

The process of carving the decorative lintels can be reconstructed by reference to 

comparable decorative carving at Angkor, and also the great many unfinished lintels 

in the decorative record. The sculpting in situ of decorative lintels was among the 

final tasks of temple construction and adornment. Interestingly, the numerous blank, 

tentatively marked out, and partially carved lintels suggest that the foundation could 
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operate without the completion of 

these sculptures. In addition to 

occasional re-use, the incomplete 

lintels reveal that the practice was 

expensive, time consuming, and 

conducted by specialised 

craftspeople. There is little 

indication why each lintel was not 

finished, but the deficit works are 

a window into the process of 

sculpture manufacture, and thus 

into local labour organisation. 

Even on the smallest village 

prasats the carving of 

architectural ornament was a 

process that engaged many 

individual craftsmen. The 

decoration of the temple 

complexes must have employed 

many teams of these groups. 

George Groslier’s analysis of the numerous pilasters of Angkor Wat, the Bayon and 

Banteay Chmar concluded that more than one artist must have worked on the same 

piece at any given time. Each ‘section’ was the combined effort of at least two 

persons; a tracer, and a sculptor. Many similar pilasters carved by many artists 

indicate that artisans possessed common knowledge, and similar technical practices 

and abilities, which were informed by consistent and standardised training (Groslier, 

1921: 224 – 226, 1921 – 23: 206 – 208). Marchal (1951: 34) believes that 

Cambodians were not accustomed to working according to texts and that the oral 

traditions were enough in the majority of the cases to be used as starting point from 

which imaginative ardour could take over. In reference to the lintels of Kompong 

Preah style, Boisselier (1968: 113) observed that the artists respected the basic outline 

of the design, but were not held to reproducing a standard composition without 

variation. 

 

Figure 7.6: Contemporary Khmer artisan carving a 

wooden decorative door. 
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Figure 7.7: The process of creating deep carving is seen here on the bottom right corner of 

an unfinished lintel from Wat Baset MH91, now in the Musée Guimet (MG18218). Photo: 

Damian Evans. 

 
Scrutiny of the unfinished lintels indicates that the process of sculpture was not 

consistent through time or space. Yet general consistencies allow reconstruction of the 

overall process. Akin to George Groslier’s conclusions upon sculpting pilasters, there 

were at least two different tasks in carving a decorative lintel. It appears however, that 

usually only one person worked the stone at any one time, as the final finishing moves 

from one half of the lintel to the next. The act of swinging a mallet would also prevent 

more than two people working in close proximity to each other. An approximate 

description of lintel sculpture begins with the stone being fixed into position and 

prepared for carving. The lintel face was roughly finished into structural divisions,  as 

seen at Phnom Bok MH437. At this point the lintels’ characters, motifs, and 

composition were delineated onto the sandstone face with charcoal or chalk. Nothing 

remains of these drawings, but the commitment to preliminary light carving of the 

final lintel form could not have occurred without such sketches. At Chhuk MH439 

(Figure 7.6) light engravings show the beginnings of a central foliage arch. This 

carving could not have occurred without the final symmetrical composition of the 

work being already copied onto the stone. As indicated the next task consisted of light 

carving of the details. Examples from Pre Rup MH390, Kravanh MH388 and the 

North Khleang MH372,02 indicate that the shallow engraving was completed in its 

entirety before deep carving and finishing began. Lintels from Trapeang Totung 

Thngay MH470, Trapeang Srangè (Dei Dom) MH728, and Kutisvara MH716, 

however, retain totally blank segments offset by completed sculpture on the same 

lintel.  
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Figure 7.8: Incomplete lintels show the process of carving a decorative lintel. 

 
The incisions on numerous decorative lintels were very deep, and required the precise 

removal of small localised pieces of the lintel. Haendel (2004: 82) suggests that this 

was done with the use of a small drill that created holes to break elements of the 

sandstone away. Because lintels were carved in situ the application of this technique, 

and indeed the whole act of lintel carving must be carried out with the utmost skill 

and care by the most experienced carvers. The remains of this procedure can be seen 

in the near complete lintel of Wat Baset MH91 (Figure 7.5), now in the Musée 

Guimet (18218). Vong hien shape rinceaux below the foliage band to the right of the 

central motif show the beginnings of the deep incisions. The final task of lintel 
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sculpture was the detailed and refined carving which brought the work to completion. 

Different artists may have completed the various tasks described above. Additionally, 

different structural components of the lintels were perhaps the responsibility of 

specialised artists. Of the incomplete lintels, friezes were either finished in their 

totality, or left vacant. They were never partially completed.19 

 
7.g. Workshops and lintel standardisation 

 
The reorganisation of political, economic and religious institutions from the pre-

Angkorian to Angkorian periods, between the 8th and 9th centuries are events largely 

investigated by the analysis of epigraphic material (e.g. Vickery, 1998: 33, 1999a: 

49). Vickery (1999a: 72) has argued that the inscriptions associated with the Roluos 

foundations of Hariharālaya in the late 9th century show an impressive increase in 

central control over both territory and population. This period also included 

noteworthy changes in the character of the material culture, including an extension of 

large-scale hydraulic management, increases in the scale of building, changes in 

construction techniques, the manufacture of glazed ceramics, differences in settlement 

pattern, and significant transformations of artistic culture. Additionally, decorative 

lintels exhibit a tendency towards the standardisation of motif combinations. 

Standardisation can be recognised in the decorative record with a visual assessment. It 

is, however, difficult to accurately appraise the magnitude of difference or similarity 

between styles and periods with written descriptions. By making a tally of the 

combination of motifs in each decorative lintel, standardisation can be quantified via 

the statistical method of Principal Components Analysis (PCA). This technique 

simplifies the many variables on each lintel into two variables for ease of comparison 

whilst retaining as much variation in the original data as possible.20 PCA augments 

what is known of the artistic changes in medieval Khmer art with a quantification of 

the degree of transformation. Moreover, this analysis leads to alternative questions, 

for instance the changing organisation of production units engaged in building and 

decorating the temples. Increased uniformity in motif assemblages suggests an 

                                                
19 Completed friezes on uncompleted lintels: Phnom Bok MH437 (South Prasat, North façade), 
Kravanh MH388 (Prasat 1, East façade), Kutisvara MH716 (South Prasat, East façade). Uncompleted 
friezes on uncompleted lintels: Phnom Bakheng MH414 (unknown prasat provenance), Pre Rup (many 

prasats), Chhuk MH439 (South Prasat, North façade), Trapeang Srangè MH728 (North Prasat, East 
façade) 
20 See Chapter 6.b. for a detailed description of PCA. 
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application of decorative models that did not consistently correspond with declared 

ideals, but were continuously variable because of the creativity of workshops and 

individuals. The standardisation of lintel design between the 7th and 11th centuries will 

be assessed in terms of changes in the composition and administration of the work 

teams responsible for their manufacture.21 

 

Numerous studies have considered the presence or absence of specialisation through 

measures of standardisation.22 Because standardisation is an object characteristic that 

can develop historically, it must be considered contextually (Costin, 1991: 35, 2001: 

301 - 303). In medieval Cambodia the primary employer of temple builders and 

decorators was usually the monarch or one of their favourites. Temples legitimised 

the political and spiritual authority of the founders, whilst serving as an economic and 

administrative focus of local settlement clusters. Therefore to maintain this symbolic 

and real power base the production of temples and lintels were necessarily ‘attached’ 

to the political authority. As the composition and administration of production units 

changed over time it is necessary to understand the factors that are associated with 

standardisation. Specialised systems can produce standardised objects because they 

contain fewer producers. A limited number of artisans results in less individual 

variability caused by unconscious motor habits and skills, and conscious decisions 

about form and decoration. Small production units also tend to have limited access to 

raw materials, meaning that the material can act to restrict or standardise their output. 

Standardisation can also occur when production and training were closely regulated 

and controlled, either within the workshop itself, or from an influential administrative 

or political authority. Efficiency, or economising behaviour is a relative measure of 

the time, energy, and raw materials expended in the production per unit of output, and 

can be another cause of object uniformity. An increase in efficient behaviour is likely 

to produce standardised objects. Consumers and patrons may demand consistent 

products, or conversely, in some ‘attached’ systems where economic factors are not 

                                                
21 This thesis considers a sample of decorative lintels primarily from central and greater Angkor dating 
from the early to mid 8th century to the beginning of the 11th century. It is hoped that future analysis of 
7th century decorative material, primarily at Sambor Prei Kuk, will provide evidence of standardisation 
and early ‘attached’ production units. See Chapter 2.g. for discussion of the theory of craft 
specialisation. 
22 For example see, Arnold, D. E., 2000: 333 – 375, Arnold, P. 1991: 363 – 370, Arnold and Nieves, 
1992: 93 – 114, Benco, 1988: 57 – 72, Blackman, Stein, and Vandiver, 1993: 60 – 80, Longacre, 1999: 
44 – 58, Rice, 1991: 257 – 279, Sinopoli, 1988: 580 – 597, Stein and Blackman, 1993: 29 – 59. 
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an issue, unique distinct items may be commissioned. The scale at which the 

production output is analysed may also affect recognition of standardisation. At a 

workshop or community level standardisation may not be discernible, but at the 

regional scale similarity and uniformity of object groups may be more apparent 

(Costin, 1991: 33 – 35, 2001: 301). Because changing standardisation in the medieval 

Khmer decorative lintels can be a combination of these factors, uniformity of design 

must be appraised contextually. 

 

Several object characteristics can be proffered as evidence of standardisation. Reliable 

indicators of standardisation include quantitative evaluations of variability that can be 

associated with conscious and unconscious motif selection. Standardisation of 

production outputs are measured in this thesis by the correlation of motif 

combinations analysed with multivariate statistical analyses. In this regard PCA is an 

appropriate measure because it has the capacity to quantify the rate and extent of 

similarity or difference between the decorative lintels. When the dataset of complete 

lintels is subjected to PCA, distinct patterns of similarity and difference appear that 

are structured through time.23 Because the PCA measures the similarity of motif 

combinations, and lintels that have analogous compositions tend to date from the 

same period, the PCA plot can be read as a non-linear time series of changing 

standardisation. Lintels that exhibit a consistency of design cluster together, and those 

that are dissimilar are dispersed. The breadth of a given cluster indicates the variation 

of motif combinations in that grouping of lintels. 

 

                                                
23 See Chapter 6.b. for a description of the PCA analysis of the lintel data. 
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Figure 7.9: The PCA arranges the decorative lintels measured as motif combinations into 

three distinct clusters. The plot illustrates a tendency over time towards standardisation.  
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The series of PCA plots in Figure 7.9 illustrates the lintels grouped into three 

principal clusters of motif combinations. The transformation from the first two loosely 

dispersed groups into the third tightly bound group represents the increasing 

standardisation of lintel motif assemblages across time. The variation in the lintels of 

the first group from the mid 7th century until the mid 8th century suggests that 

architectural decoration was created by ‘attached’ but tenuously connected individual 

artists, or groups of artists probably contracted for specific jobs. As the groups of 

artisans became more centralised around the principal seats of power at Hariharālaya 

and Mahendraparvata the lintel motif assemblages became more consistent. During 

the period of political consolidation in the late 8th century at Angkor, the increased 

prosperity at the capital was accompanied by additional spending on temple 

construction from royal and private founders. The new building projects called upon 

specialised labour that was concentrated around the principal source of the 

employment. Because the principal customers of artistic and architectural services 

were usually the political and administrative authorities, the settlement of the 

workshops was now permanently established around these centres. The distribution of 

the PCA during the second phase illustrates significant diversity in motif combination. 

These lintels are associated with a limited number of monuments and suggest small 

production units demonstrating considerable creative and artistic proficiency. In the 

late 9th century climate of political and economic stabilisation the temple production 

units were in the process of formalising their organisational structures of training, 

recruitment and supply of output to the governing institutions. The early 10th century 

is represented on the third phase of the PCA where there is a tight clustering of lintels 

in the centre of the plot. The dense agglomeration of points demonstrates that the 

decorative lintels were similar in their combination of motifs and had attained an 

increased level of standardisation. During this period, the lintel uniformity is 

indicative of an expansion in the scale of the production units that were required to 

supply the administrations’ command for construction. The workshops were attached 

to the centre of administrative power irrespective of changes in monarch or 

movements of the capital. 
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Figure 7.10: Decorative lintel output in the data set between the 7
th
 and early 11

th
 centuries. 

Combined with the measure of standardisation from the PCA (Figure 7.7), the increased 

output in the late 9
th
 and mid 10

th
 centuries suggests an increase in the scale of production 

units. 

 
A measure of lintel output is potentially informative about changes in the arrangement 

of temple production workshops (see Figure 7.10). Although, Costin (2001: 291) 

cautions against the singular use of output as an indicator of organisation particularly 

in the absence of detailed knowledge of technology, the degree to which specialists 

were engaged in producing goods, and approximations of the number of work groups. 

Because a direct correlation between output and the way production was organised is 

unlikely, it must be considered in addition to other evidence. To this end, PCA and 

historical context augment interpretation of the lintel output, and can be applied in 

concert to the late 9th century rise in lintel production at Hariharālaya. Figure 7.10 

shows the number of lintels produced in twenty-five year ranges from the dataset 

appraised by this study. The period between 875 CE and 900 CE sees a three-fold 

increase in the number of lintels carved from the preceding twenty-five years. During 

the same time the PCA distribution illustrates substantial variation in the combination 

of motifs. The majority of these sculptures were from the ‘state’ monuments of 

Bakong MH476 and Preah Kô MH477 constructed primarily under Indravarman I. 
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The combination of increased lintel output and motif diversity suggests a large degree 

of workshop and individual creativity in the production units. Because they were 

concentrated upon a few ‘central’ monuments it was likely that the workshop was 

geographically concentrated. The high quality and diverse work suggests a production 

unit that was well provisioned in time and resources, sufficiently remunerated, and 

afforded considerable freedom for artistic creativity consistent with the period of 

economic and political consolidation. The lintels of the late 9th century demonstrate 

that output and standardisation were not inevitably correlated. In the mid 10th century, 

however, a rise in production output is associated with design consistency. Increased 

standardisation and output corresponds and the return of the capital from Koh Ker to 

Yaśodharapura under Rājendravarman II in 944 CE. The ‘state’ constructions of the 

East Mebon MH395 and Pre Rup MH390, between them, contain 97 extant lintels and 

are represented in the class interval between 950 CE and 975 CE on Figure 7.10.24 In 

this instance product standardisation and a probable tripling of output suggests a 

substantial increase in the overall scale and formalisation of the production units. 

More artisans were engaged, more divisions of labour were involved in carving lintels 

of different sizes, and a highly structured hierarchy of control was required to manage 

the work schedule. Whilst the artisans applied their craft with beauty and skill, 

increased standardisation was necessary to meet the output requirements of large 

temple complexes. This level of production in the 10th century required the 

commitment of significant surplus resources and indicates considerable prosperity and 

confidence that the investment would continue to reap economic and spiritual wealth. 

 

The artists who created the decorative lintels were part of a network of ‘attached’ 

specialists engaged in the construction of medieval Khmer temples. Costin (1991: 34 

– 35) argued that generalist formal or stylistic correspondences were not good 

measures of standardisation because large, small, specialised and unspecialised 

production units can create them. Therefore the conventional stylistic classifications 

of medieval Khmer art were inadequate for this purpose because they do not 

effectively describe the relative magnitude of variation between different periods and 

styles. By recording each lintel as a combination of motifs and submitting this data to 

the statistical method of Principal Components Analysis it is possible quantify the 

                                                
24 The building program at Koh Ker was likewise substantial. It is hoped that supplementary fieldwork 
at this site can augment the data set and advance understanding of the transition between these periods. 
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difference between lintels, sites and periods and therefore appraise the change in the 

organisation of production units which fashioned them. The workshops are considered 

via measures of standardisation and production output in combination with historical 

context. Temple builders and decorators fundamentally existed to construct the 

religious foundations that serviced the symbolic and economic requirements of the 

political authorities. As they were likely attached to the administration, the builders 

were probably accommodated in close proximity to the major construction sites of the 

state, usually around the state executive. The consistency of design during the 

movement between Koh Ker and Angkor suggests that the workshop followed the 

court wherever it happened to travel. The artisans were most likely paid in land, rice 

paddy, and other staples to ensure the obligation of their labour and skills. The overall 

increase in standardisation from the 7th to the early 11th centuries suggests that control 

and administration of production units became more structured over time to meet the 

demand of the political authorities. By the late 9th and early 10th centuries (and 

probably earlier) the lintel sculptors were part of a complex, formally organised 

hierarchy of artisans whose sole purpose was to construct temples. The prosperity and 

expansion of the Angkorian Empire was echoed in the formalisation and output of the 

decorative lintel, and the persistence of centrally organised artistic labour. 

 
7.h. The Artists of Bakong 

 
As well as observing motif consistency and a tendency toward centralised artistic 

administration, it is possible to consider decorative standardisation in terms of the 

division of labour on a case study and site-by-site basis. Lintels from a sample of two 

large sites (Bakong MH476 and Banteay Srei MH468) and two small sites (Kôk Chak 

MH420 and Khdong MH522) demonstrate an overall decorative design for the lintels 

of each monument. Closer scrutiny of lintel motif combinations indicates how specific 

artisans and work teams were allocated to structures. The lintels of Bakong MH476 

provide an excellent early example of the capabilities of decorative production units. 

The lintels of the 1st enclosure brick prasat, erected sometime in the late 9th century 

adhere to well-defined decorative designs. The four lintels of each prasat can be 

separated into two distinct pairs that were created with near identical designs. Of the 
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lintels that remain, there are four pairs of associated lintels.25 It appears that one 

highly skilled person was allocated two lintels per prasat, each on opposite façades. 

Prasat 4 comprises two very similar lintel designs distributed on four lintels. Whilst 

the lintels are characterised by a central kāla face and ‘supporting’ composite animals 

on the extremities, the minute details of the pairs are very different. For example the 

central foliage arcs of the east and west lintels support busts of elephants with wings, 

whilst those of the north and south façade depict terrestrial elephants ridden by 

celestial beings with weapons. It is probable that once one lintel had been designed 

and completed the process was replicated on the opposite side. 

 

 

Figure 7.11: Lintel ‘pairing’ on Bakong MH476, 1
st
 enclosure Prasat 4 suggests that each 

artist, or discrete group was allocated a pair of lintels at opposite cardinal directions. 

 
Prasat 5 has two lintel designs, which are considerably more diverse than those on 

Prasat 4. The same motifs, composition, and overall finish were implemented on both 

the east and west façades, and again for the second design on the north and south 

façades. The marked correspondence between each of the lintel pairs strongly 

suggests that they were carved in close temporal succession. The brick sanctuaries 

have been associated with Indravarman I and the 881 CE date from inscriptional 

                                                
25 Prasat 2 (North and South façades), Prasat 4 (East and West façades), Prasat 4 (North and South 
façades), Prasat 5 (East and West façades), Prasat 5 (North and South façades). There are also 
indications of at least two more pairs in the extant lintels, specifically at Prasat 3. 
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evidence.26 The Bakong denotes Indravarman’s second major state building 

foundation after Preah Kô ascribed to 879 CE.27  

 

 

Figure 7.12: Plan of Bakong MH476, 1
st
 enclosure (after Jacques, 1997: 68). 

 

Recent archaeological research has brought these dates and sequences into question 

(see Penny et al, 2006: 599 – 614, Pottier, 1996: 318 – 326, 1999: 150, Pottier et al, 

2005: 15) but evidence of decorative ‘pairing’ at Bakong suggest that the lintels of the 

temple were carved at the same time, probably corresponding with the conventional 

epigraphic date. Stern (1932: 519 – 520) originally hypothesised that the Bakong 

lintels predated those of Preah Kô, but after Trouvé’s discovery of the foundation 

stele and on-site fieldwork Stern (1938c: 194) abandoned these conclusions in favour 

of the epigraphic chronology, which placed the dedication of the Bakong prasats at 

881 CE after those of Preah Kô 879 CE. In order to unravel the complex sequence of 

building Pottier (1999: 149 - 154) tentatively wondered if Stern’s (1932: 519 – 520) 

initial thesis might have been correct. In making his initial conclusions, Stern had 

only analysed lintels from photos reproduced in the Album de Fournereau, les ruines 

d’Angkor, and the collection of the Trocadéro. These were probably restricted to the 

                                                
26 K. 304 – K. 308, K. 826. 
27 K. 310 - K. 313, K. 315 - K. 322, K. 713. 
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eastern façades only. In addition to observing different construction phases on the 

same prasat at Trapeang Phong MH475 and Preah Kô, Pottier (1999: 149 – 154, 

Pottier and Lujàn-Lunsford, 2005) discerned possible different phases of construction 

for the brick towers at Bakong, particularly in regard to the installation of sandstone 

false doors. The speculative implication was that perhaps the eastern lintels were 

created during the first phase of the monument, and the additional sandstone 

decorative material, including the remaining lintels were installed in the other cardinal 

directions at a later date. Pottier (2007, pers. comm.) has since reconsidered the issue 

of Stern’s (1932: 519 – 520) first proposition and the lintel sequence of Bakong and 

believes that the complex traces of modifications related to the false doors are not 

conclusive of a later addition. In any case, the pairing of lintels with near identical 

motif assemblages and sculptural finish is a compelling argument for their 

contemporaneity. It was unlikely that the eastern lintels constituted a template that 

was followed at a significantly later date to maintain consistency. When the Bakong 

lintels are considered in regard to variation in the entire lintel corpus, and even those 

of the mid to late 9th century, such a replication indicates that the lintels were carved 

at the same time. Whilst there is evidence for different construction stages of the 1st 

enclosure brick prasat, probably beginning with the first form of the Bakong, the 

lintels were almost certainly installed and carved at the same time. 

 

 

Figure 7.13: Lintel ‘pairing’ on Bakong MH476, 1
st
 enclosure Prasat 5 indicates a consistent 

allocation of labour for each prasat of the first enclosure. 
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7.i. The Artists of Banteay Srei 

 

 

Figure 7.14: Lintel allocation at Banteay Srei MH468 suggests a predetermined work 

program for the distribution of decorative labour. 
 

Appraisal of the Bakong lintels suggests an explicit division of labour in the 

decoration of a temple in the mid to late 9th century. In the 10th century divisions were 

apparently still in operation,28 and from an assessment of Banteay Srei MH468 the 

decorative projects were organised in much the same fashion. As at Bakong MH476, 

a division of labour is evident at Banteay Srei MH468 by the analogous pairing of 

lintels on opposite sides of the same prasats. Additionally, the exceptionally well 

preserved lintels at Banteay Srei allow the work of specific craftspeople employing 

specific designs to be observed in subsidiary buildings. Of the thirty-four lintels that 

remain at the site, among the numerous artisans that created them, six different lintel 

sculptors can be distinguished by the repetition of design. The distribution of these 

designs throughout the temple permits insight into the allotment of decorative tasks, 

presumably by the project superintendent or head sculptor. A clear example of an 

idiosyncratic design assigned to specific similar edifices, are the lintels of the 2nd 
                                                
28 See analysis in Chapter 7.l. below. 
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enclosure annex buildings. These lintels of matching design possess makara and 

dikpāla as their central motif, with vong hien shapes and fleuron chalices at their 

extremities. Their position at the inward facing entrances of the 2nd enclosure annex 

buildings presents an example of considered design placement. The peculiarity of 

motif grouping and parallel execution strongly suggest these lintels were the work of 

one, or the same small group of artists assigned to showcase their particular design on 

these buildings. The implementation of specific designs are similarly seen between 

the east façade of the south library and the east façade of the 2nd western gopura, and 

also the opposite north and south lintels of Banteay Srei’s ‘mandapa’. 

 

 

Figure 7.15: Lintel ‘pairing’ on the central prasats at Banteay Srei MH468. The allocation of 

lintels is similar to the process employed at Bakong MH476 over eighty years earlier. 
 

The combination of motifs and the quality of carving on the lintels of Banteay Srei’s 

central three prasat present noteworthy aspects regarding the distribution of design, 

and hierarchy of the workforce. As distinguished at Bakong the same lintel design 

appears on the opposite corresponding prasat façade. At Banteay Srei the central 

characters change whilst the all other aspects of the lintel remain the same. The north 

prasat, customarily associated with Vi�	u, displays lintels on the north and south 

façades depicting aspects of the life of his incarnation as K��	a. The central prasat 

illustrates episodes from the Rāmāyana on the matching north and south lintels. 

Finally, the south prasat shows a dikpāla on the north lintel, and Yama atop his 

buffalo vāhana on the south lintel. Whilst each lintel presents a novel central subject, 

every other motif detail on the corresponding three pairs is identical. The eccentricity 

of motif combination, and the striking quality of craftsmanship denote each of these 

pairs as the work of one, or a small group of sculptors. George Groslier (1921 – 23: 
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206 – 207), familiar with the process of the medieval and early 20th century Khmer 

artisan observed that the surfaces most visible to the temple visitors were reserved for 

the most elaborate pieces executed by the most skilled artists. This hypothesis is 

consistent with the identification of design pairs of exceptional quality on the central 

prasat lintels at Banteay Srei. When considering mid to late 10th century decorative 

lintels, in addition to the entire dataset of lintels appraised by this thesis, the lintel 

pairs of Banteay Srei can be viewed as the work of a finite group of artists. The 

combination of select correspondence between specific lintels, and variation across 

the decorative corpus denote these sculptures as the effort of particular master 

craftsmen. Furthermore, the Banteay Srei example demonstrates a hierarchy of 

artisans, with the most observed façades the reserve of the most accomplished and 

experienced masters.29  

 

 

Figure 7.16: Lintel ‘pairing’ on the central prasats at Banteay Srei MH468. Modified after 

Dumarçay, 1988, pl: XVIII. 

 

                                                
29 Incidental examination of other Khmer temples notes parallel examples of the key symbolic and 
visual aspects of temple complexes being adorned with relative sculptural work of the highest calibre. 
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7.j. The Artists of Kôk Chak and Kduong 

 
If the examples of Bakong and Banteay Srei describe the division of decorative labour 

at large temple complexes, what structural patterns in decorative culture can be 

distinguished at smaller sites? At Kôk Chak MH420 and Kduong MH522, while there 

is a marked consistency in design, the lintels are too few in number to recognise 

pairing, nor do they share the idiosyncratic sculptural uniformity indicative of a single 

artist. Variation in lintel design and process, it seems, was generated by the 

workshops, project superintendents, and individual artists, not by adherence to rigid 

rules of style or obligatory procedure. The overall labour required, and time taken to 

complete small foundations was clearly less than large complexes. Yet at Kduong 

even though the lintel designs were nearly identical, each sculpture appears the work 

of a different craftsperson, or at most a small group of dedicated craftspeople. Kôk 

Chak offers lintels of corresponding design, but the artistic process is difficult to 

discriminate because the lintels seem to date to different periods. 

 
The inscription of 

Kôk Chak was 

translated by Cœdès 

(1952a, 167 – 170) 

who noted two closely 

connected texts 

written in the same 

hand.30 Inscribed in 

the 11th century after 

the reign of 

Sūryavarman I, the 

inscriptions were 

probably written later 

than initial 

construction of the 

sanctuaries. The inscription on the southern doorjamb of the southern tower reports 

the foundation of the sanctuary in 850 CE by the donor, Śakavrāhma	a. This official 

                                                
30 K. 521. 

 

Figure 7.14: Lintels of Kôk Chak MH420 . 

 

Figure 7.17: Lintels of Kôk Chak MH420 . 
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acted on the orders of Jayavarman III who received a divine dream that a foundation 

should be made on the site. After clearing the site in 1944, Glaize noted, based upon 

the decorative lintels that the structures appear to date to the 9th or 10th centuries.31 

The breadth of Glaize’s date attribution was perceptive as certain features on the 

lintels indicate that they were of a separate date. The lintel of the north prasat appears 

to date to the last quarter of the 9th century, whilst the unfinished lintel of the south 

prasat is a copy of the north prasat ‘template’ and was probably carved in the first 

quarter of the 10th century. Dumarçay (2003: 38) claims that when a building has a 

complex structural history, for example at Borobudur, the master builders successfully 

maintained a consistency in style through decoration. The example of Kôk Chak 

suggests that this process was also present in the medieval Khmer artistic corpus. In 

large temple complexes such consistency was important as projects took years to 

complete and often underwent modification.  

 
The Kôk Chak north prasat lintel can be attributed to the late 9th century due to its 

combination of motifs and fine quality of carving. Additionally the headdress of the 

central garu	a motif is consistent with late 9th century sculpture in the round.32 The 

south prasat lintel follows the design closely, but with notable iconographic absences 

that reveal its later date. At the bottom of the lintel the colonnette capitals and lotus 

leaf frieze were not reproduced, which indicates that this sculpture can be ascribed to 

the end of the first quarter of the 10th century.33 The Kôk Chak lintels show that 

homogeneity of design was not restricted to the individual artists, or group of artists, 

and can be viewed as part of a program of maintaining design consistency across the 

site. The lintels of Kduong MH522 show design uniformity, but unlike Kôk Chak 

MH420 were apparently produced at the same time, and unlike the Banteay Srei and 

Bakong examples, were fashioned by different artists. The mid 10th century sculptures 

display identical motif combinations and position, but the execution was remarkably 

different. The design consistency was tightly controlled in almost every detail, from 

                                                
31 RCA 02-08/44. 
32 For example see the Vi�	u from Tower 7, Bakong, now in the National Museum (Ka 1649). 
33 Of the 71 lintels recorded at an estimated date between 850 CE and 899 CE according to the 
conventional stylistic analysis, 65 lintels have colonnette capitals of some form. Furthermore, of all the 
remaining 6 lintels, the position where the capital would occur is indiscernible or unfinished. Of the 73 
lintels with some discernable elements below the arch dating between 850 CE and 899 CE, 52 have 
lotus leaf friezes. 14 of the 73 lintels are unfinished or indiscernible where the frieze would occur. 
Combined, there are no intact lintels between 850 CE and 890 CE that do not possess either a 
colonnette capital or a lotus leaf frieze. In short the lintel of Kôk Chak South Prasat was sculptured 
after the lintel of the north. 
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the distinctive makara to the foliage crosses upon the central unfolding arch. 

Differences in the overall sculptural finish of the lintels were produced by the varying 

degrees of chisel skill. The dissimilarity between the lintels is especially marked in 

the execution of the ‘goose tail’ and vong hien shapes above and below the central 

arch. Although the lintels possess like designs, the overall rendering suggests that they 

were carved by different hands. Shapes such as the ‘goose tail’ and vong hien shape 

were probably among the first drawings that the apprentice was shown. Committing 

these common shapes to memory required achieving the necessary control of the hand 

to draw the subtle curve. The Kduong lintels share the same design, perhaps created 

by the project superintendent, who conveyed it outline the artists who imitated from 

memory the well-known designs that their artistic training had equipped them to 

reproduce. 

 

 

 

Figure 7.18: Lintels of 
Khdong MH522 . 
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7.k. 9th and 10th century workshops? 

 

Looking at homogeneity of design on a site-by-site basis demonstrates the process by 

which artists and workgroups decorated an individual temple. Examining motif 

standardisation across space brings to light the milieu of decorative motifs in use at a 

particular time. Moreover it substantiates the prevalence of particular workgroups 

which were being commissioned for different sites. On the whole scholars have not 

analysed the similarity and difference in medieval Khmer decorative material to 

investigate the existence of workshops. Stern’s assessment that similarities in certain 

lintels of the Kulen should tentatively be delimited as “…plus ou moins divers 

«ateliers» de sculpteurs”34 (Stern, 1938a: 130) was not developed beyond this 

observation. 

 

 

Figure 7.19: ‘Celestial Beings’ with weapons on late 9
th
 century lintels at Hariharālaya. 

 

There was significant standardisation of lintel content and composition during the mid 

and late 9th century. This period heralds the formal organisation of workshops at 

Hariharālaya.35 Common motifs were used across sites, yet lintel uniformity was 

generally confined to each temple complex. An exception is noted in a lintel fragment 

from the site of O Ka-aek LL589,07. Cleared and photographed by Trouvé between 

1934 and 193536 the bottom part of the smashed decorative lintel reveals a design and 

finish identical to four Preah Kô MH477 lintels. It depicts aśvins with weapons riding 

three headed crowned nāgas. The position, pose, details and composition of these 

figures are so close to the design of the Preah Kô examples that it is possible to 

envisage the exact position of the fragment on the original lintel. The distinctiveness 

                                                
34 “more or less various "workshops” of sculptors” (Stern, 1938a: 130). Specifically Stern refers to the 
lintels of Rup Arak MH768 and Khting Slap MH763 which both have architectural arches as their 
central bands and divergent makaras. Additionally the lintels of O-Pha-ong MH448 and Koki MH774 
have certain affinities with those of Rup Arak MH768, Andông E Thbong MH451, and Chrei MH765. 
35 As argued earlier see Chapter 7.g. above, and also Chapter 6.g. 
36 Trouvé (1934: 765, 1935: 479 – 480). 
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of this design indicates that the same artist from the same workshop who worked upon 

Preah Kô also fashioned the O Ka-aek lintel. Stern (1938c: 183 – 189) and Pottier 

(1999: 157) tentatively suggested that this site could have pre-dated Indravarman I, 

but based on this decorative analysis it appears to be contemporary.37 The distance 

from Preah Kô to O Ka-aek is less than two kilometres, so in this instance the artistic 

workshop did not have to move far for another commission. The pervasiveness and 

frequency of certain motifs in the 10th century indicates that artists and workshops 

travelled beyond Angkor to other regions of Kambuja to fulfil their professional 

obligations. 

 

 

Figure 7.20: Location of 9
th
 century workshop commissions at Hariharālaya. 

 
During the early to mid 10th century the number of monuments constructed in durable 

materials increased markedly and a proliferation of homogeneous lintel designs 

emerged that identified these foundations. Uniformity of motifs and composition are 

predominantly observed on the lintel friezes, which illustrate the implementation of a 

design repertoire that had apparently been committed to memory in a workshop 

environment. Not confined to Angkor, evidence of this workshop begins in Koh Ker 

and is also witnessed in a re-used lintel from Wat Banon MH94 in Battambang. 

 

 

                                                
37 During the course of his 1958 – 1959 surveys of the southern part of Angkor, B.-P. Groslier 
comments upon a colonnette at the site of Kouk Kreu (Kok Kris) identical to those of O Ka-aek (B.-P. 
Groslier, 1959: 53). This is additional evidence of the same artistic workshop operating at Hariharālaya 
during the mid to late 9th century. 
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Figure 7.21: ‘Celestial Beings Praying’. This motif appears in numerous stylistic and motif 

incarnations from the early 7
th
 century. In the figure above it is represented on lintel friezes 

as a discrete motif (Preah Kô MH477, Trapeang Srangè MH728, Kravanh MH388), in an  

architectural arch ( Phnom Bok MH437), in an architectural arch with chakachan shape 

flower (Bakong MH476), and in an inverted polylobe arch with chakachan-shape flower 

(Olok MH752). 
 
From the combination of three or four distinctive motifs that characterise the work of 

this particular workshop, the ‘celestial being praying in a fleuron’ was perhaps the 

most idiosyncratic. The ‘beings’ appear on lintels from the 7th century, for instance on 

a ‘Sambor Prei Kuk style’ lintel from Kôk Svay Pream MH471, and on friezes from 

the mid 9th century. The first examples on friezes at Hariharālaya are seen at the sites 

of Olok MH752, Bakong MH478, Preah Kô MH477, Trapeang Srangè MH728, and 

also at O Ka-aek LL589,07. These figures, however, exhibit a significant degree of 

differentiation in terms of composition and sculptural finish. Coral-Rémusat (1951: 

46) commented that after the fantasies of the exceptional lintels of Lolei MH480, the 

lintels of the early 10th century were more mundane, with the only variation occurring 

in the central motif. Rather than merely an artistic stasis, this design formalisation 

suggests the expansion and reorganisation of artistic workshops. The pervasiveness of 

the ‘celestial being praying in fleuron’ is representative of this transformation. 

 

Figure 7.22: ‘Celestial Beings Praying in Fleurons’. This discrete and recognisable form is 

repeated on lintel friezes over a fifty-year period. It suggests the consistent operation of the 

same production unit that trained its artisans in the application of this flexible decorative 

model. 
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Uniformity of the lintel friezes is characterised by the emergence of the near identical 

‘celestial beings praying in fleurons’, a form that was repeated over the next fifty 

years. The particular celestial being makes its first appearance at Koh Ker (Chok 

Gargyar). Jayavarman IV reigned there between 928 CE and 941 CE, but significant 

building had commenced as early as 921 CE (Cœdès, 1931b: 12 – 18). Some ninety 

kilometres northeast of Angkor, the construction program at Koh Ker required an 

enormous workforce which the lintel carvers would have formed one specialised 

division. The celestial beings in fleurons are seen at Dei Chnan LL281, Chen MH261, 

and Daung Kuk MH264.38 Jayavarman IV died in 941 CE and was succeeded by his 

son Har�avarman II, who only ruled for two or three years. It is unclear whether he 

died or was overthrown. Jacques (1997: 93) proposes that Har�avarman II’s short 

reign was characterised by continual civil disputes, and there is every reason to 

suspect that he met a violent end. Rājendravarman II (r. 944 – 968 CE) seized the 

throne in 944 CE and mounted the triumphal return of the court to Yaśodharapura 

(Cœdès, 1931b, 1968: 115, Briggs, 1951: 122 – 123). The lintels of this period show 

no interruption in the appearance of the ‘celestial being praying in fleurons’. It would 

seem that the same artistic workshop that contributed to the foundations of 

Jayavarman IV followed the new sovereign back to Angkor. This is significant 

because despite political instability the artisans shadowed the centre of power, but 

were not tied to a particular administration. No doubt the temple builders and artistic 

workshops well understood who their biggest employer was, and conversely the 

administration understood it must utilise the wealth of artistic knowledge to maintain 

and symbolise its power. 

 

 

 

                                                
38 It is hoped that recent de-mining at Koh Ker will allow a wider group of temples and lintels to be 
examined in the future. 
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Figure 7.23: Fleurons were a common motif on 10
th
 century lintels indicative of a discrete 

production unit. 
 
At Angkor the ‘celestial being praying in fleuron’ motif appears at numerous sites 

spread across the medieval landscape, including Bei MH412, Phum Pô MH463, 

Kutisvara MH716, Kralanh MH513, Kuk Trapeang Ropeou MH434, Bat Chum 

MH389, Leak Neang MH392, Kôk Ta Ro MH431, Kôk Kuk MH492, and Banteay 

Srei MH468. The workshop artists were not just commissioned for the ‘state’ temples 

of Pre Rup MH390 and East Mebon MH395, but also for smaller foundations 

established by private donors and officials connected to the court. During the reign of 

Rājendravarman II there were a greater number of inscriptions dealing with the 

foundation of temples by officials rather than kings. Cœdès (1968: 116) accounts for 

this development in contrast to previous reigns by proposing that officials and high-

ranking Brahmins took advantage of the tender age of the king to assure themselves of 

privileged positions at the court. In any case the significant increase in ‘private’ 

temples rendered in durable materials must have meant considerably more work for 

the artistic workshops that provided uniform, well executed decorative lintels. As well 

as the recognisable praying celestial being, the artists of the 10th century friezes 

utilised a wider corpus of motifs. Of highest frequency in the data set are fleurons and 

inverted fleurons, which are occur independently, in combination, and with the 

praying celestial beings. Consideration of the different combinations and permutations 

of these counterpart motifs multiplies the influence of this workshop.39 

 

                                                
39 In total 24 sites have been identified in the dataset which belong to this 10th century group. 
Additional sites not yet cited include Neang Khmau MH258 (Koh Ker), Damrei MH260 (Koh Ker), 
Prasat Thom MH266 (Koh Ker), Prasat Kraham MH266 (Koh Ker), Cedei MH424, Kôk MH462, 
Prasat MH481, Preah Enkosei MH419 and Wat Banon MH94. 
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Figure 7.24: Inverted Fleurons. In combination with standard Fleuron and the ‘Celestial 

Beings Praying in Fleuron’ motif, the Inverted Fleurons are representative of a 10
th
 century 

workshop. 
 
During this period, the mention of particularly noteworthy personalities in the 

epigraphic corpus has provided a case for the personal authority of a temple’s founder 

having an influence upon the artistic character of a monument. Inscriptions at Baksei 

Chamkrong MH41340 and Bat Chum MH38941 identify Kavīndrārimathana, the chief 

architect of Rājendravarman II. He was credited for building of the temples of Bat 

Chum MH389 and East Mebon MH395, and also the royal palace of the reinvigorated 

Yaśodharapura (Cœdès, 1908: 226 – 252, 1909: 467 – 510, Briggs, 1951: 124, 126, 

Dagens 2003: 229). The beauty of Banteay Srei is often attributed to its founder and 

the vrah guru of Rājendravarman II, Yajñavarāha, who took his lineage as grandson 

of Har�avarman I. The inscriptions of Banteay Srei42 attest to his complete familiarity 

with the Hindu doctrines, the nature of elements, Buddhism, medicine, astronomy, 

music, and theatre. In his construction endeavour, he was assisted by his younger 

brother Vi�	ukumāra, a grammarian who made copies of Śaivite texts (Briggs, 1951: 
                                                
40 K. 286. 
41 K. 266 – 268. 
42 K. 568 – 575. 
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135, Dagens, 2003: 231 – 232, 303). How much influence these or other temple 

founders had upon the decorative schema is tempered by the illumination of artistic 

workshops that drew upon decorative templates of well known designs.43 Yet the 

inherent Khmer creativity in decorative lintels did not preclude the artist from acting 

on the request of a patron, whilst at the same time observing the standardised rules of 

the conventional design. 

 

 

Figure 7.25: Geographical distribution of 10
th
 century workshop activity in greater Angkor. 

 
The frieze from a reused 10th century lintel from Wat Banon MH9444 provides some 

indication that this 10th century workshop was active outside Angkor and Koh Ker. 

Study of ‘peripheral’ sites will no doubt bring to light additional information about 

                                                
43 K. 690 of Kuk Trapeang Ropeou MH434 and K.682 of Prasat Thom of Koh Ker MH266 records the 
same founder, Vāp Śikhāvindu (Cœdès, 1937: 50, 1964a: 91, 1966a: 63, 182 – 185). Although the sites 
have analogous mid 10th century lintels, there is not an overly significant correlation, or any indication 
for that matter that this individual had any influence over lintel design or artist choice.  
44 Photo: XXXIII-5-F-69, Coffin Photographic Collection, National Library of Australia. This lintel 
was not included in the specific ‘data-set’ of this thesis compiled to conduct the quantitative analysis. 
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the operation of medieval Khmer artistic workshops. The time period under 

investigation delineates the emergence of workshops specifically in the 9th and 10th 

centuries at the royal capitals of Angkor and Koh Ker.45 These centuries were on the 

whole characterised by the expansion and agglomeration of the Angkorian economic 

base, which in turn required and resulted in the building of many temple foundations. 

Temples require teams of artisans to build and adorn them. Hence, the growth of the 

medieval Khmer empire is associated with the establishment and extension of artistic 

workshops. The workshops are recognised not only by the increased frequency of 

decorative material including lintels, but also in the increased homogeneity of 

decorative design. Commencing at Angkor in the late 8th century there was a 

significant change between the lintels of the Kulen and Hariharālaya. The Kulen 

lintels exhibit much greater variation in terms of motifs, composition, and overall 

quality of finish. Those from the north-shore of the Tonle Sap at Hariharālaya 

illustrate greater design consistency. The distinction in decorative culture marked 

another break between the pre-Angkorian and Angkorian periods. Additionally, the 

differences of temple construction and ornamentation denoted a change in the 

organisation of labour towards more formalised production units. 

 

 

Figure 7.26: A visualisation of the PCA distribution of a 10
th

 century workshop of 124 lintels 

from 24 sites. Each highlighted point represents lintels with a combination of all, or two of 

the distinctive ‘Fleuron’, ‘Celestial Beings Praying in Fleuron’ or ‘Inverted Fleuron’ motifs. 

                                                
45 Study of the earlier decorative material from Sambor Prei Kuk, and post-10th century material (see 
Woodward, 2003: 128, 146, 159) will illuminate the workshop question further. 
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7.l. Conclusion 

 
Similarity and differences in the decorative lintels of medieval Cambodia provide an 

indication of the structure and organisation of the workgroups charged with their 

creation. The lintel sculptors were part of a network of craft specialists engaged in the 

specific task of temple manufacture. Over time, it is apparent that the process of 

temple building and decorating changed leading to a conclusion that the organisation 

of the production units also changed. Standardisation of motif combinations on 

decorative lintels between the 7th and 11th centuries suggests an increase in the scale 

of the production units, and corresponding changes in their organisation and internal 

management. Because the commission of temples was a political, religious and 

economic requirement of the medieval Khmer elite, the temple builders were 

necessarily attached geographically and financially to the administrative centres of the 

state. The elite authorities required the skills and knowledge of temple builders and 

decorators to construct the buildings which symbolically authenticated their power, 

and pragmatically established a physical centre for the administrative and economic 

focus of the society. Artisans supplied the products of their labour to the political 

authorities for remuneration in land, paddy and other subsistence necessities. Despite 

the symbiotic relationship between maker and patron, from the incessant small-scale 

artistic variations, the transformation of the material transpired as a result of the 

behaviour of the artists themselves. 

 

It is uncommon to learn the names of individuals associated with the sculptures and 

structures, even when the quality of the work was exceptional. The few epigraphic 

references to artists tend to single out personalities of the administrative elite who 

were conferred ceremonial titles associated with their control or leadership of these 

groups. This might offer some indication about the social status of the artists who 

were not recognised within the specific epigraphic records often associated with each 

particular foundation. Nevertheless, the numerous unfinished works suggest that this 

component of temple adornment required dedicated artisans trained in the specific 

processes and artistic conventions of the decorative lintel. The artists were most likely 

accommodated around the central administrative authority, which was the primary 

source of demand for artistic services. Like the organisation of craft specialisation in 

contemporary Cambodia, and the construction of Brahmanical temples in medieval 
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India, the production units were likely to have been established on familial lineages. 

The simplest way to explain continuity is by a system of kin relationships where 

skills, technology and knowledge were passed from one generation to the next.  

 

There is little indication that the arrangement of the workgroups in the Angkorian 

world was based upon any Indian system. Dagens (2003: 232) believed that the 

fundamental difference between medieval Khmer and Indian production organisation 

was found in the direction of the building program. The Khmer projects were directed 

by a member of the elite, whereas Indian projects were administered by the guild 

supervisor. Despite the division of artisanal professions outlined in one 12th century 

inscription, a hierarchy of labour would have been a practical necessity of any large 

production unit, and not particularly an imitation of Indian organisational 

arrangements.46 In India, temple builders and decorators were organised into sub-

castes and specific artisanal guilds, which appeared to have self-determination over 

their organisation and conditions of employment. It is unclear how the var�a system 

operated in the Angkorian world, but there is no doubt it was distinct from its 

namesake in India (Mabbett, 1977a). The var�as of Kambuja were less likely 

‘commoners’ grouped by caste, and were probably ceremonial designations bound to 

the political authority.47 It follows from the broad operational similarities of building 

temples in Kambuja and India that comparisons between the two regions are 

beneficial in understanding the process of construction and organisation of labour. 

However, a direct correlation between these technical and organisational structures 

was unlikely because of the distinct cultural settings in which the monuments were 

built. Moreover, in the Angkorian world, the composition of the builders and 

decorators engaged in the manufacture of monuments developed historically in 

relation to the social, political and economic milieu, and according the requirements 

of the construction projects. 

 

Despite a tendency towards lintel standardisation and a probable associated change in 

workshop organisation, these developments should not be considered as absolutes or 

historical inevitabilities. Studies must be careful to qualify and contextualise the 

implicit trajectory which associates these developments with socio-political 

                                                
46 See 7.d. above, K. 383, and Dagens (2003: 140). 
47 See 7.d. 
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complexity. For example, the lintels of Khdong MH522 illustrate the possibility of 

production units operating outside the view or control of the state. The Khdong artists 

selected from the motifs and compositions available to them from training and 

tradition, but were not limited to representations apparently prescribed by workshop 

decorative models. When the data-set is appraised in its totality the overall 

consistency of lintel design and motif combinations suggests the operation of some 

form of decorative ‘model’. But the manifestation of these models was neither 

mechanical nor consistent. Because the ‘ideal’ is individual and contextual, even if it 

is declared in text, there is no single coherent model. Conversely, there is not a state 

of chaos as the standardisation of decorative lintel demonstrates. Within the large-

scale changes from one period to the next, there were constant small-scale differences. 

The intrinsic variation illustrates an inconsistent correspondence between this 

supposed model and the artistic outcomes with which it is related. The range of 

variation is most succinctly ascribed to individual action that forms a pattern in its 

own right. By charting transformation of motif assemblages it is possible to quantify 

the degree of variation and shift from the conception of rigid artistic ‘ideals’ to 

flexible and changeable models that have difference built into them. It is now 

practical to credit the marvel of the Angkorian monuments to the medieval Khmer 

artists and workshops into which they were organised. 
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Chapter 8 – Models, Transformation and Creativity 

 

8.a. Introduction 

 
 “La variation n'est cependant pas générale. C'est dans la décoration pure que 
 l'aspect reste le plus constant; et le fait s'explique: si les conditions de l'emploi 
 d'un motif ne changent pas. Celui-ci demeure immuable, surtout en Orient.”1 
 (Parmentier, 1919: 83) 
 

In contrast to Parmentier, it is argued here that the decorative record displays 

significant variation which can be observed in each aspect of temple building and 

ornamentation. The variation in artistic culture was the consequence of active human 

behaviour, and it is what allows studies to connect the architecture and art to the 

people who created it. Evidence is offered through careful analysis of the decorative 

lintel. No two examples are exactly alike in combination of motifs or quality of 

carving. The decorative lintels are an appropriate illustration of the transforming 

medieval Khmer artistic culture and of the output of artisans and specialised 

production units engaged in temple manufacture. The high quality of their 

craftsmanship combined with instances where the other sculptural elements are 

completed, but the lintel remains bare, and conversely where the lintel was finished, 

but few other decorative elements were begun, suggest that the decorative lintel 

required the skills and knowledge of dedicated craftspeople. Additionally, the 

sandstone in which the decorative lintels were carved has ensured that the sculptures 

are among the most enduring elements of medieval Khmer artistic culture that remain 

in the material record.  

 

Describing the transformation of medieval Khmer art through the eponymous stage 

classifications developed in the first half of the 20th century is incompatible with 

contemporary historical and archaeological studies of the Angkorian world which 

tend to look at detail and context (e.g. Pottier, 1999, 2000a, in press, Vickery, 1998, 

2003 – 2004). The stage categories inhibit scholars from understanding the process of 

artistic change as one of continuous, multi-directional and dynamic development. 

Recognition of variation in material culture is the unifying theme of the thesis and 

                                                
1 “Variation is not universal. It is in pure decoration that art remains most constant; and this is 
explained because the conditions of use for each motif do not change. This is especially unchangeable 
in the Orient.” (Parmentier, 1919: 83). 
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especially vital to understand the process of Indianisation. Indic iconographic and 

decorative elements in medieval Khmer and Southeast Asian artistic culture have 

been conventionally perceived as application of abstract ‘ideals’ by artists who 

adopted them from ‘outside’. The different rates and degrees of variation suggest that 

transformation in Khmer art was a process of unique artistic experimentation and 

creativeness. Khmer artists selected and adapted Indic elements, making their own 

repertoire and creating their own transformations. Because artistic variation was the 

result of individual and work-team action, the medieval Khmer and Southeast Asian 

artists are acknowledged as the active and creative agents of their artistic output. They 

were not detached or ‘obedient’ recipients awaiting instruction from texts, ‘ideals’, or 

sources of authority thought to be more legitimate and authentic generators of artistic 

output, but were social players in their political, social, economic and environmental 

circumstances. Rather than imagining declared rigid ‘ideals’ which create ‘erroneous’ 

plastic forms, evidence from the material shows that small-scale variation was 

incessant and integral to the large-scale transformations. The applied methodologies 

that discern different magnitudes of change have permitted an alternative examination 

of artistic transformation and suggest a new suite of questions that address the 

creativity and the organisation of the artists themselves. 

 

This chapter will review the findings of the thesis and suggest potential avenues of 

future research. The quantitative analysis of lintel motif assemblages employing the 

statistical method of PCA correlates with the overall trajectory of artistic change 

described by Stern and Coral-Rémusat. More significantly, the PCA distinguishes the 

detail and magnitude of these transformations, which the conventional descriptions 

overlook and inadequately describe. Perception of variety discriminates the actions of 

individual artists in historical context in which they operated. Because elements of the 

artistic culture change at different rates, future examination of other diagnostic 

elements of decorative culture such as colonnettes and pedestals promises to be 

informative. By perceiving the degree of difference in motif combinations it is 

possible to discern change in the production units responsible for their manufacture. 

Potential research will investigate the transformation of artistic culture of the 

periphery and the potential of artistic workshops to travel across the landscape. 

Review of the organisation of craft specialisation associated with temple building can 

in due course be assessed in relation to the political and economic transformations at 
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Angkor. The theoretical and methodological program presented herein is equally 

applicable to architectural form and measurement. A case study of the pre-11th 

century medieval Khmer temple pyramid investigates how this might be applied. Like 

decoration, the detail of variation in the architectural record tells us more about the 

builders of the temples than any imagined declared ‘ideal’. Whether or not artists and 

architects referenced a declared ‘ideal’, makes little difference to material outcome 

because the words and actions operate as distinct ‘systems’. 

 

8.b. Architectural dimensions and the patterning of space 

 

The phenomenon of variation appraised in the examples of decorative lintels can be 

applied to architectural models2 and the entire dimensional structure of the medieval 

Khmer monuments. A brief review of the measurement patterns in a sample of 

Angkorian temples indicates that human behaviour creates variation at many levels of 

material culture. Some studies have reduced the spatial patterning of the monuments 

to the operation of a single unit of measurement or a definable ‘cubit’ (e.g. Mannikka, 

1996, Morón, 1977, Stencel, Gifford and Morón, 1976). This however, expresses the 

measurement patterns of the medieval Khmer monuments as a single note, whereas 

these great assemblages of built space were something more like a symphony of 

distances and dimensions. Humans pattern and order their built space in relation to 

their cultural context. Akin to architectural models and decorative lintels, the 

patterning of medieval Khmer space was not consistently predetermined. But at the 

same time it was not random. Each community produced a spatial world in which 

particular distances were more frequent than others, independent of any deliberate or 

overt intent. Because communities generate their own distinct material spatial 

messages, we find consistency in the metrical nature of their built space even when 

the form and function of the space differs (Fletcher, 1995: 28 – 29).  

 

                                                
2 See 8.c. below for a discussion of variation in the temple pyramid ‘model’. 
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The range of measurement variation indicates how the builders and architects of 

Kambuja operated as part of a physical, verbal and conceptual milieu that acted to 

produce a built environment. Architects and builders played creative and elaborate 

games with measurements and proportions in the construction of the temples. Like 

decorative lintels and architectural models, myriad combinations of distances were 

produced by human spatial patterning in the context of perceived ritual requirements, 

topographic and economic restrictions of the site, construction error and innovation. 

Each temple and group of temples display consistent patterning, including the 

variation in its metrical values. As no two sites are exactly alike in their metrical 

patterning, this approach allows us to appreciate similarity, difference and diversity in 

the unique creativeness of the Angkorian builders and architects. 

 

At the scale of overall ‘temple site’ magnitude Figure 8.1 shows the myriad array of 

distances used in the construction of temples in the Angkor area. Assembled from 

Pottier’s (1999: 272 – 384) Carte archéologique de la région d'Angkor Zone Sud 

 

Figure 8.1: The 

frequency of distances 

used for each discrete 

side of rectilinear 

Angkorian temple 

mounds, moats and 

outer enclosures site 

(site n=366). The inset 

plot illustrates the 

frequency of distances 

from discrete sides of 

Trapeang (trapeang 

n=257). Data 

assembled after 

Pottier’s (1999: 272 – 

384) map of the 

southern region of the 

Angkor urban 

settlement. 
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Figure 8.1 charts the frequency of measurements from each side of the perimeter of 

the raised earth platforms, moats and outer enclosures typical of Angkorian period 

temple foundations. The lower graph shows the measurements from the perimeters of 

the human made water tanks or trapeang in the Angkorian region. We can see an 

overall distribution pattern in both graphs, but they are not simple or discrete. The 

graphs show that the most frequently used distances in both site and trapeang 

perimeter layouts were somewhere between 40 and 70 metres. Despite their distinct 

formal and functional differences, an overall association between the site and 

trapeang measurements suggests a community and cultural specific construction of 

built space. Trapeang measurements show additional measurement frequency spikes 

characteristic of the usual larger size of these structures as compared to the temple 

sites.3 

 

As well as at the scale of the site and trapeang, variation of constructed distances can 

be perceived in the internal measurements of the temples themselves. The floor-plan 

dimensions of temple complexes and building ‘types’ display an array of distances. 

Figure 8.2 illustrates the internal prasat floor-plan dimensions of a selection of sites 

dating between the 8th to early 11th centuries in the Greater Angkor region. The 

prasats of the Angkorian period were constructed with an approximate square ‘one to 

one’ proportional relationship between the internal length and width dimensions, 

whereas the majority of earlier prasats from sites like Sambor Prei Kuk were 

rectangular (see Dumarçay, 2003: 10). The graph shows clusters of values where 

individual sites have prasats of the same size, but there is no universal consistency in 

all sites. Logically the architects and builders of Kambuja employed a variety of 

methods when establishing a prasat floor plan. Furthermore it is unlikely that a 

standard unit of measurement or cubit was used across time and space. Irrespective of 

the supposed existence of a cubit of consistent value, or a standard unit of 

measurement derived via a universal method, the builders and architects created 

numerous and varied dimensions to produce consistent spatial patterns. 

 
                                                
3 The measurement frequency of rice fields may also correlate with the measurement distributions of 
temple sites and trapeang in the Angkor region. Measurement analysis through remote sensing data 
would provide a useful method to investigate this question. The INRAP and APSARA excavation of 
the Siem Reap airport has shown that the extant surface rice buns can be associated with the layout and 
dimensions of their medieval predecessors (Bâty, 2005). See also Pottier (2000b: 99 – 119) regarding 
the directionality and functional arrangement of rice fields south of the West Baray. 
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Figure 8.2: The Lengths and Widths of the internal dimensions of prasats from the Greater 

Angkor region dating approximately between the 8
th
 and early11

th
 centuries

4
. The edifices 

typically possess a square ‘one-to-one’ ratio, with the exception of the Ta Keo prasat 

‘anterooms’ which embody a new spatial signal. 

                                                
4 Data for this analysis was collected on site and from published and unpublished EFEO plans. Ak Yum MH748 (Bruguier, 1994: 
274 – 290, plan by Pottier), Andông E Thbong MH451 (Polkinghorne Survey Mar 2004), Bakong MH476 (EFEO Plan 2017, Oct 
1944, 2178, Oct. 1943, Polkinghorne Survey, Jan 2005), Baksei Chamkrong MH413 (EFEO Plan 1530, Nov 1954), Banteay Srei 
MH468 (Dumarçay, 1988: pl. XVIII, EFEO plan 2574), Bat Chum MH389 (EFEO Plan 1819), Bei MH412 (Dumarçay, 1988: pl 
XVI, EFEO plan 1608), Cedei MH424 (Polkinghorne Survey Feb 2005), Chamrieng MH466 (Polkinghorne Survey Jan 2005), 
Char MH488 (Polkinghorne Survey Jan 2004), Chhuk MH439 (Polkinghorne Survey Feb 2004), Damrei Krap MH450 
(Parmentier, 1927a: pl. LX, Polkinghorne Survey Apr 2004), Daun Diu MH459 (Polkinghorne Survey Feb 2005), Dot Sdach 
Kamlong MH443 (Parmentier, 1927a: pl. LV), Khpôp MH497 (Polkinghorne Survey Jan 2005), Kôk MH462 (EFEO Plan 
2151A), Kôk Chak MH420 (EFEO Plan 1838, 1839), Kôk Kuk MH492 (Polkinghorne Survey Jan 2004), Kôk Pô MH487 
(Marchal, 1937b: 362), Kôk Ta Ro MH431 (EFEO Plan 1806), Kôk Trapeang Ponlei LL607 (Polkinghorne Survey Feb 2004), 
Krahâm MH447 (Polkinghorne Survey Mar 2004), Kravanh MH388 (Dumarçay, 1988 pl. IX, EFEO Plan 1507), Krol Kô 
MH465 (Polkinghorne Survey Jan 2005), Kuk Trapeang Ropeou MH434 (Polkinghorne Survey Mar 2004), Kutisvara MH716 
(Marchal, 1937a: pl. LV), Leak Neang MH392 (Polkinghorne Survey Mar 2004), Lolei MH480 (EFEO Plan 2293, Polkinghorne 
Survey Jan 2005), East Mebon MH395 (Dumarçay, 1988: pl. XXIV, EFEO Plan 2399A, 2399B), O Pha-ong MH448 (Dumarçay, 
1988: pl. IV, EFEO plan 1683), Olok MH752 (Polkinghorne Survey Feb 2005), Phimeanakas MH367,02 (Polkinghorne Survey 
Jun 1999, Jan 2005), Phnom Bakheng MH414 (Dumarçay, 1971a: pl. I), Phnom Bok MH437 (Polkinghorne Survey Feb 2005), 
Phnom Dei I MH498 (Polkinghorne Survey Jan 2005), Phnom Dei II MH499 (EFEO Plan 1869), Phnom Krom MH423 (EFEO 
Plan 1308), Phnom Roung MH486 (Polkinghorne Survey Jan 2004), Phum Pô MH463 (EFEO Plan 1840, 2150) Phum Prasat 
MH460 (Polkinghorne Survey Feb 2005), Prapis MH427 (Polkinghorne Survey Feb 2005), Prasat à l’est du Khleang Nord 
LL480,06 (Dumarçay, 1988: pl XXXII, EFEO plan 1339), Pre Rup MH390 (EFEO Plan 1377, 1399, 1409), Preah Enkosei 
MH419 (EFEO Plan 3164), Preah Kô MH477 (Fajcsák and Renner, 1996: pl. II), Prei Khmeng MH484 (EFEO Plan 2064A), Prei 
Monti MH474 (EFEO Plan 2179), Prei Prasat MH731 (EFEO Plan 1926, Polkinghorne Survey Jan 2004), Rông MH440 
(Polkinghorne Survey Feb 2004), Sanlong MH457 (Polkinghorne Survey Jan 2005), Snay La-â MH515 (Polkinghorne Survey 
Jan 2006), Sralao MH494 (EFEO Rapport Mai 1934), Ta Keo MH383 (Dumarçay, 1971b: pl. III), Thma Bay Kaek MH411 
(EFEO Plan 746 748, 754, 1987), Thmâ Dap MH764 (Polkinghorne Survey Apr 2004), Thnu MH490 (Polkinghorne Survey Mar 
2004), Trapeang Phong MH475 (Polkinghorne Survey Mar 2004), Trapeang Phtôl MH596 (Polkinghorne Survey Mar 2004), 
Trapeang Srangè MH728 (EFEO Plan 1760), Trapeang Totung Thngay MH470 (EFEO Plan 2220). 
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The internal dimensions of prasat can also be considered with histograms that chart 

the frequency, or the number of times a finite measurement range (e.g. 1.2 – 1.4m) 

was employed at a particular site. Figure 8.35
 shows the frequency of internal prasat 

measurements from a small sample of large ‘royal’ temple complexes dating between 

the first half of the 8th century and the late 10th – early 11th century. The histograms 

indicate the use of a metrical series of values. In addition, the charts show significant 
                                                
5 Data for these histograms was collected on site and from published and unpublished EFEO plans. Ak Yum MH748 (Bruguier, 
1994: 274 – 290, plan by Pottier), Preah Kô MH477 (Fajcsák and Renner, 1996: pl. II), Bakong MH476 (EFEO Plan 2017, Oct 
1944, 2178, Oct. 1943, Polkinghorne Survey, Jan 2005), Phnom Bakheng MH414 (Dumarçay, 1971a: pl. I), East Mebon MH395 
(Dumarçay, 1988: pl. XXIV, EFEO Plan 2399A, 2399B), Pre Rup MH390 (EFEO Plan 1377, 1399, 1409), Ta Keo MH383 
(Dumarçay, 1971b: pl. III). 

 

Figure 8.3:The number of times specific 

distances occur in the internal dimensions 

of prasats. The sites are ordered in 

approximate chronological sequence. 

Bakong MH476 measurement frequencies 

also include the extant shrines of the 3
rd

 

enclosure. 
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variation in the operation of prasat dimensions, both within a single site and between 

different sites. There are correspondences between sites, but the medieval Khmer 

architects and builders did not consistently action a rigid standard measurement for 

the internal dimensions of a prasat across time. Preah Kô MH477 and Bakong 

MH476 appear to show some correlation between the highest frequency of prasat 

dimensions which spike around the 2.8 and 3.8 metre marks respectively. This 

correspondence is possibly characteristic of their close foundation dates. The Bakong 

MH476 graph indicates that there can be an intense focus on some dimensions, but 

also a range of values around these dimensions. The histogram of Bakong MH476 

includes values from the prasats of the 3rd enclosure, whose many different 

dimensions are the primary source of this variation. The difference in dimensions can 

be associated with the diverse foundation dates of the 3rd enclosure shrines that were 

constructed earlier than those of the 1st enclosure.6 The prasat dimensions of the East 

Mebon MH395 and Pre Rup MH390 of the mid 10th century point to a ‘tightening up’ 

of distances used in the manufacture of shrines. The concentrated employ of specific 

measurements at Ta Keo MH383 similarly suggests that greater attention was directed 

towards this construction detail. Beginning with Ta Keo MH383 in the late 10th and 

early 11th centuries, and also perceptible at the Baphuon MH366 and Angkor Wat 

MH418, was the introduction of new and highly discrete spatial signals. An increased 

number of highly precise applications of specific dimensions and proportions suggests 

highly regulated control over design, and over the individuals and groups of 

individuals who constructed the temples. It can also perhaps be viewed in terms of the 

increased use of standard measuring tools as part of greater levels of control exercised 

by project superintendents or other principals with the authority to oversee these 

aspects of design and production. 

 

Visualising difference in the dimensions of the Angkorian built environment 

acknowledges that material variation occurs at a multitude of different scales. If the 

architects and builders had rigidly applied a consistent standard of measurement, we 

would expect the dimensions and the proportions of medieval Khmer temples to be 

highly discrete and uniform. Instead we see a considerably richer record of 

dimensions and proportions that are not restricted to simple multiples of standards, 

                                                
6 See Chapter 6.g. above and also Pottier (1996: 339 – 348, 1999: 151 – 154), Pottier and Lujàn-
Lunsford (2005: 470, 473 – 474), Pottier et al (2004: 8 – 9, 41). 
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values or cubits. The medieval Khmer constructed their spatial world according to 

recognisable and repeated distances elaborately integrated with the specific cultural 

and social contexts. The myriad of metrical patterns were not the consequence of a 

prescribed ‘rule book’ or a singular proportional unit, but were much more elaborate. 

The monuments enjoyed many different and changeable possible associations with 

verbal meanings. Despite the authority and perceived universality of the Indian śāstric 

tradition and opined textual equivalents in the Angkorian world7, the immense 

diversity that exists in Angkorian art is far more complex than verbal categories or 

textual declarations can represent. 

 

8.c. Ideals, Indianisation, and architects 

 

The proposition that variation in medieval Khmer art was the result of the creativity of 

the Khmer artisans would similarly be illustrated by an examination of architectural 

form and measurement. A way to consider the builders and architects of the medieval 

Khmer temples is to look at the similarities and differences of measurement and 

proportional patterns of architectural ‘types’ or ‘models’. Based upon the prevalence 

of iconographic motifs and deities that took their origin in India and an attested 

knowledge of Sanskrit literature, scholars have commonly supposed that the metrical, 

proportional and compositional forms of medieval Khmer temples were derived from 

Indian texts (Dagens, 1985a, 1985b, 1994, 2003, Gaucher, 2002, 2004). The 

substantial corpus of Indian literature that deals with architecture prescribes that in 

order for a temple to fulfil its role as a conduit between the divine and secular, it must 

adhere to the metrical, proportional and compositional formulae laid out in its ślokas.
8 

Despite the difficulty in even identifying examples in India that can be directly 

attributed to these prescriptions (Bose, 1926: 28), the particular symmetry and ‘spirit’ 

of Khmer temples is proffered as evidence of their reference to the Indian treatises 

(Dagens, 1985b, 1994, 2003, Gaucher, 2002, 2004). Whilst certain temples are 

remarkably symmetrical, and indicate execution of well-planned building programs, 

the incessant variation in form, measurement and proportionality of the entire 

medieval Khmer temple corpus demonstrate that speculative declared ‘ideals’ were 

                                                
7 See Chapter 2.d. and 8.c. 
8 See Chapter 2.d. for a detailed discussion of the Indian śāstric tradition as it applies to art and its 
notional influence upon medieval Khmer material culture. 
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more inventive and flexible than consistent and rigid application would produce. A 

declared ideal and a proportional or metric standard are not necessary for ordered 

spatial patterns. Fletcher (1995: 28 - 29) argues that the consistent patterning of space 

is a basic characteristic of human behaviour. Planning is merely a special case of 

declared patterning, and not a condition to an otherwise unordered human spatial 

world. The way that communities organise their space is culturally specific and highly 

repetitious. The articulation of specific and defined measurement or proportional units 

were usually restricted to special instances and do not repeatedly manifest themselves 

in the material record. Therefore, the difference and similarity in the measurements 

and proportionality of Khmer medieval temples developed historically and resulted 

from the behaviour of artisans as social actors.  

 

To consider variation in the architectural record it is necessary to distinguish between 

the form of an edifice and the metrics of its composition. The shape and 

measurements of buildings are related but not dependent upon each other. They 

change at different rates and for different historical and social reasons, yet the nature 

of spatial patterning means that measurements are more amenable to the 

quantification of variation. Dumarçay’s (1998, 2003, 2005, Dumarçay and Royère, 

2001) compelling but problematic conception of ‘collective intelligence’ and 

proportionality does not separate these aspects of architectural structures. ‘Collective 

intelligence’ is a shared conceptual ideal that dictates the form and proportionality of 

the structure. This concept does allow for variation, but only as a result of economic 

and technical constraints, or the ‘anticipation’ of a new form independent of the 

collective memory.9 Alternatively, variation is an inherent component of human 

spatial patterning and because the ‘ideal’ is individual and contextual, it does not 

consistently appear in the material record. Whilst there is not a single consistent ideal 

in every individual mind, conversely neither is there chaos in the community of 

minds. An acknowledgement of non-correspondence between the declared ‘ideal’ and 

the material does not argue that there is no model in terms of form, but that the metric 

outcome is variable and not a single rigid pattern derived from a single template. For 

example the ‘3-prasat aligned north-south on a common terrace’ form was utilised 

                                                
9 See Chapter 2.d. for a discussion of Dumarçay’s ‘collective intelligence’. 
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numerous times without the same metrical result.10 Conversely, Ta Keo and Angkor 

Wat appear to be highly specific applications of tightly controlled rigorous 

architectural plans, but because variation is ubiquitous across the corpus it is 

problematic to construct an imagined ‘text’ from the measurements of a few 

symmetrically consistent monuments.11 Surely an alternative approach is to appreciate 

the difference in medieval Khmer monuments as a function of the creativity of Khmer 

artisans operating within their own spatially consistent, but internally variable 

tradition, and not the rigid operation of texts with origins in India. 

 

 

Figure 8.4: Selection of pre-11
th
 century temple pyramids. 

 

The temple pyramid is acknowledged to be an original invention of the Khmer 

architectural milieu, and according to Stern (1936: 83) surpasses the architectural 

creations of both north and south of India. Pyramids in some form were consistently 

employed by medieval Khmer architects and builders from the first half of the 8th 

century CE (Ak Yum MH748) until the supposed last monument of Angkorian 

architecture in the final years of the 13th century CE (Mangalārtha LL487). The 

                                                
10 The ‘3-prasat aligned north-south on a common terrace’ is considered a subject of future 
investigation below. 
11 See Chapter 2.d. for a discussion of potential architectural or planning texts and analogies with 
Indian models and meanings. 
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association between mountains and sacred space is fundamental in Indian and 

medieval Khmer cosmology. The connection is attested in inscriptions, the 

geographical location of the sites, and the architectural structures themselves. The 

temple is conceived as the plastic representation of Mount Meru, the abode of the 

gods. The principal Indian religious traditions cite Mount Meru as the axis of the 

world rising in the centre of the terrestrial worlds and around which the stars revolve. 

According to Filliozat (1954: 532 – 534) the Purā�as provide the orthodox 

description. Meru rises from the continent of Jambūdvīpa and is flanked by four 

mountains positioned in the cardinal directions. At Koh Ker, Boisselier (1992: 273) 

observed an association of the Prang MH266 with Mount Kailāsa, the mountain home 

of Śiva. Cœdès (1952b: 51 - 53) tentatively suggested that Angkor’s royal temple 

mountains were derived from altars dedicated to China’s god of the soil.  

 

 

Figure 8.5: pre-11
th

 century temple pyramid measurements. Each point marks the height and 

width of each pyramid stage. 
 

Dumarçay (2003: 97) believed that the Khmer pyramids were constructed according 

to the same model, with only slight differences in plan. Whilst the Khmer builders 

frequently utilised the symbolism of the pyramid structure, the prevalence of a rigid 

metrical or proportional model is unlikely. A brief analysis of the measurement 
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patterns of the pre-11th century Angkorian temple pyramids shows that the 

measurement and proportional systems were not fixed and changed with every 

monument (Figure 8.5). Just as the creation of decorative sculpture was not the 

combination of universal ‘ideals’ and material alone, the structure of the medieval 

Khmer temple pyramid changed according to the actions of architects and builders as 

social actors. The medieval ‘ideal’ of the architectural pyramid was incessantly fluid, 

changing from monument to monument.  

 

The pre-11th century temple pyramids all possess different measurements,12 but there 

appears no direct correspondence between the raw measurements of these structures. 

The Khmer architects at this time were therefore not referencing or actioning one 

static metrical model. It is not surprising that there is little correspondence between 

the measurements of the pyramids given that they span a period of approximately 250 

years. Nor is there much reason to believe that the master builders adhered to a 

metrically consistent standard unit of measurement (cf. Dumarçay, 1981, Mannikka, 

1996: 18, Stencel et al, 1976: 285). Dumarçay (2005: 20) suggested that there was no 

universal measurement system, but rather a proportional one, that existed specific to 

each structure. The combination of the proportional ideal and Dumarçay’s (1998, 

2003, 2005, Dumarçay and Royère, 2001) conception of ‘collective intelligence’ 

describes variation as the result of site constraints, whereas, it is argued here that 

variation is an intrinsic aspect of cultural behaviour and created by the creative 

actions of Khmer architects and artists. Scrutiny of the pyramid measurements in 

terms of their proportionality allows the magnitude of variation in these architectural 

forms to be appraised.  

 

For Dumarçay (1983, 1998, 2005, Dumarçay and Royère, 2003) the proportionality of 

the Khmer temple and its prasats were governed by the master builders’ grasp of 

perspective techniques. In comparison, Boisselier (1966: 121) cannot be certain of the 

                                                
12 Data for this analysis was collected on site and from published and unpublished EFEO plans. Baksei 
Chamkrong MH413 (Polkinghorne Survey Feb 2004, EFEO Plan 1523, Dumarçay, 1983. pl. XIV), 
Bakong MH476 (EFEO Plan 1978 [Nov 1940], 2097A, 1988, Polkinghorne Survey Feb 2004), 
Phimeanakas MH367,02 (Dumarçay, 1988: pl. XXXIII, XXXIV, EFEO Plan 1433, 1464), Phnom 
Bakheng MH414 (Dumarçay, 1971a, pl. I, V), Pre Rup MH390 (EFEO Plan 1377, 1391), Rong Chen 
MH449 (EFEO Plan 826, Boulbet and Dagens, 1973: fig. 18), Ta Keo MH383 (Dumarçay, 1971b: pl. 
II, VIII), Prang (Koh Ker) MH266 (Parmentier, 1939: pl. XV), Ak Yum MH748 (Bruguier, 1994: 274 
– 290, plan by Pottier). 
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deliberate use of perspective, proposing that the technique was initially the application 

of simple proportional rules of reduction. A systemized arithmetic progression will 

create a visual effect irrespective of an express intention of the architect. Parmentier 

(1935b: 278 – 279) observed that the layouts of the medieval Khmer structures were 

not precise and considered that significant errors in alignments were caused by 

inadequate construction techniques. Specific design techniques, however, were 

certainly used to create visual effects. For example on the step pyramid of Phnom 

Bakheng MH414 the sculptures of lions which flank the ‘string walls’ become smaller 

at each successive stage which has the effect of augmenting the impression of height 

(Dumarçay, 1971a). The perspective effects are sometimes in error, for instance, 

‘incorrect’ proportions are used for the ‘false door’ ornamentation of the consecutive 

reduced prasat stages of Prasat Bei MH412 (Dumarçay, 1983: 27). The difference and 

similarity in ‘stage’ proportions of temple pyramids across time suggest that the 

manufacture of these structures did not adhere to a rigid ‘ideal’ of perspective or 

prescription, but a flexible and general architectural model that contributed to the 

construction of these edifices. 

 

To review the changing character of ‘proportional models’, nine temple pyramids and 

three discrete chronological pairs of pyramids are considered. Beginning with the 

structures of Ak Yum MH748 and Phimeanakas MH367,02, each pair displays 

proportional correspondence with each other, but over time the form of temple 

pyramids changed and the proportional models varied. Ak Yum MH748 and 

Phimeanakas MH367,02, like Rong Chen MH44913 were proffered as the first 

examples of the ‘temple-mountain’ architectural form, emblematic of the future 

Angkorian monarchy (Dagens, 2003: 27). Located by Trouvé in 1933 under the south-

western embankment of the Western Baray, Ak Yum MH748 is considered to be the 

first temple pyramid, dating to the first half of the 8th century (Bruguier, 1994: 273 – 

290). The temple forms part of a group of monuments including Khnat MH482, Kôk 

                                                
13 Analysis of Rong Chen MH449 did not produce any metrical or proportional correlation with other 
temple pyramids. Although the accuracy of obtainable measurement data for this temple (Boulbet and 
Dagens, 1973: Fig. 18) is questionable, not surprising given the remoteness and poor condition of this 
site. The three-step laterite pyramid atop the Kulen is significant as it is tentatively regarded to be the 
location of the establishment of Khmer sovereignty in CE 802 as recorded in the Sdok Kak Thom 
inscription (Aymonier, 1900: 428, Cœdès, 1968: 100 – 101, Cœdès and Dupont, 1943 – 46: 56 – 134). 
As Rong Chen is the only monument on the small mountain range that resembles a pyramid the 
assumption is that the edifice corresponds to the first sanctuary of the devarāja (Stern, 1938b: 156, 
Cœdès, 1968: 101). 
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Pô MH487, Phnom Roung MH486, and Prei Khmeng MH484. Based upon the 

decorative material of these sites Stern (1938c: 180) believed the monuments were the 

remains of Indrapura. Cœdès (1968: 98 – 99) considered the settlement as evidence of 

either Indrapura or Amarendrapura, a capital of Jayavarman II. B.-P. Groslier (1998 

[1958]: 44, 1979: 166) agreed with Cœdès’ Amarendrapura, but later described the 

settlement as Banteay Chhoeu. Since the precise identification of the monuments with 

an epigraphic equivalent has been so problematic, Pottier (1999: 136) has preferred 

the reserved label of ‘La ville du baray’ for the group of sites under and around the 

West Baray.14 When the central prasat is considered with the four towers at the sub-

cardinal points on the second terrace, the monument can be recognised as possessing 

the quincunx configuration seen at Bakheng MH414, East Mebon MH395, Pre Rup 

MH390 and Ta Keo MH383 (Jessup, 2004: 64). There is some speculation as to 

which ruler’s reign the pyramid belongs. Judging by its ornamentation it pre-dates the 

monuments on the Kulen, and such a pyramidal temple structure is therefore thought 

to be independent of the devarāja cult established by Jayavarman II on Mount 

Mahendra. The dating of Phimeanakas MH367,02 has been particularly problematic. 

Containing decorative material from the late 9th, early 11th, and 13th centuries, 

architectural forms of the late 10th century and epigraphic evidence from the 10th and 

13th centuries15, this monument held an important role in the symbolism of the 

Angkorian state and underwent numerous structural modifications (Dagens, 2002: 19, 

Dumarçay, 2003: 9, 21, 74). The majority of the decorative material dates to the early 

11th century, though there is a re-used 9th century lintel on the central sanctuary (see 

Appendix A.e.). The continuous gallery of Phimeanakas is regarded at the first 

example of this structural feature vaulted entirely in sandstone and attributable to the 

late 10th century (Boisselier, 1966: 82 – 84, Polkinghorne and Fletcher, 2001: 6 – 7). 

Dagens (2002: 16) believes that Phimeanakas was probably begun in the late 8th 

century. Though difficult to test, Dumarçay (2003: 9, 21) suspects an earlier date of 

the original Phimeanakas foundation. Based upon the observation that Funanese 

architecture preferred an oblong or rectangular plan for its shrines, the laterite 

pyramid can be considered representative of an original plan executed in wood 

                                                
14 See also Pottier et al (2001: 17 – 27). 
15 K. 291, 484, 485. 
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(Dumarçay, 2003: 9, 21).16 An association with the proportional schema of Ak Yum 

hesitantly corroborates an 8th century foundation for the laterite pyramid of 

Phimeanakas. 

 

 

Figure 8.6. The total height of each pyramid step (1, 2, and 3) is divided by the height of the 

first step (1) to produce analogous proportional ratios between the temple pyramids. The 

same process of calculation was employed at Ak Yum MH748. 

 

Analysis of the proportional relationship of the pyramid steps suggests a 

correspondence between the architectural models of Ak Yum and Phimeanakas. There 

is little similarity between the dimensions of the two monuments. The first terrace of 

Ak Yum is over 95 metres wide, whereas Phimeanakas measures just 30 metres (see 

Figure 8.5). But when the total height of each pyramid step is divided by height of the 

first step there appears to be a correlation between the proportional heights of the 

pyramids (see Figures 8.6, 8.7).17 

                                                
16 I did not obtain measurement data for the last terrace on which the central prasat sits, however for the 
purpose of comparing temple pyramids, the available data is representative of  the first speculative late-
8th century form of Phimeanakas. 
17 This data can also be appreciated in tabular form. The table below containing the height proportional 
comparison ratios clearly identifies the pronounced correlation between the monuments, where the 
height of the bottom terrace (1st stage) is divided into the successive heights of the terraces above. 
 

 Ak Yum MH748 Phimeanakas MH367,02 
1st stage 1:1 1:1 
2nd stage 1:1.938 1:1.867 
3rd stage 1:2.627 1:2.586 
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Figure 8.7: Ak Yum MH748 and Phimeanakas MH367,02. Proportional height comparison. 

 

The detection of these analogous ratios is noteworthy on two points. Firstly, it 

suggests that the same architectural proportional arrangement is being used at the two 

monuments. Not only is the three-step model repeated, but a height proportionality 

model is also instituted. It is a remarkable example of architectural transformation and 

modular flexibility given the different arrangement of shrines atop the pyramids of 

these two monuments. Secondly, the proportional union between Ak Yum and 

Phimeanakas tentatively suggests an early date for the laterite pyramid of the latter, 

which has thus far been dated on largely anecdotal evidence concerning the 

architectural form of the monument. The pyramid proportionality is appraised on the 

height of the first terrace, and this phenomenon is repeated in subsequent monuments 

investigated. It provides a template for analysis of other pre-Baphuon step pyramids, 

but the proportional ratios themselves were not static and universal, and by the mid to 

late 9th century an entirely different relationship between the stages is perceptible. The 

Bakong MH476 and Phnom Bakheng MH414 monuments demonstrate a 

correspondence between not just three pyramid stages, but a total of six. 
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Figure 8.8. Bakong MH476, 1
st
 enclosure central pyramid. The total height of each pyramid 

step (1, 2, 3, 4, 5, and 6) is divided by the height of the first step (1) to produce analogous 

proportional ratios between the temple pyramid of Phnom Bakheng MH414. The same 

process of calculation was employed between Ak Yum MH748 and Phimeanakas MH367,02. 

 

The second pair of monuments have a substantive chronological association, yet 

precise dates for the construction of the Bakong MH47618 and Phnom Bakheng 

MH414 pyramids remains elusive.19 At the Bakong, the pyramid superstructure was 

probably raised to six sandstone levels and completed under Indravarman I around the 

inscription foundation date of CE 881 (Cœdès, 1937a: 31 – 36).20 Review of the 

measurements (Figure 8.5) suggests a linear connection between the height and width 

of the pyramid which ascends at regular intervals. Without reference to the specific 

measurement data Boisselier (1966: 122) too observes this balance between the 

horizontal and the vertical.21 The date of Phnom Bakheng has conventionally been 

attributed by epigraphy to the reign of Yaśovarman (Cœdès, 1911: 398 – 400). 

                                                
18 For a detailed discussion of the decorative lintels of Bakong MH414 see Chapter 6.g., 6.h. and 
Chapter 7.h. 
19 See the discussion of the Bakong and Hariharālaya chronology in Chapter 6.g, 6.h.. See particularly 
Penny et al (2006), Pottier (1996, 1999), Pottier and Lujàn-Lunsford (2005), and Pottier et al (2005). 
Dumarçay (2001: 50, 2003: 13) ‘intuitively’ proposes a much earlier date for the pyramid of the 
Bakong than the conventional CE881 of the foundation stele. Based upon Glaize’s restoration reports 
Dumarçay believes that a first laterite pyramid with coursing similarities to Phimeanakas dates from 
the last quarter of the 8th or the beginning of the 9th century. 
20 The prasat which sits atop the pyramid is considered by structural and iconographic analysis to 
represent a later renovation, and could be no earlier than the Baphuon in the second half of the 
11th century (Glaize, 1998:200). 
21 Dumarçay (1998: 18) argues that the Bakong was heavily influenced by the Javanese Buddhist stupa 
of Borobudur. Aside from the general layout of the structure and the distinctive pyramidal shape, 
association between the two monuments can be seen between the small portico type gopuram at the 
base of the Bakong pyramid stairs and those on the third gallery of Borobudur. 
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Dumarçay (2001: 21, 2003: 79) and Dagens (2002: 17) indicate that the reign of this 

particular monarch was relatively short (CE 889 – c. CE 900), too brief to complete 

such a major construction project as Phnom Bakheng. Hence his father, Indravarman 

I, probably began the foundation. Yaśovarman wished to claim the construction for 

himself by modifying it. The possibility that Indravarman I initiated the building 

using the same architects and builders who worked on the Bakong is noteworthy, as 

there is a proportional correlation between the pyramids of Bakong and Phnom 

Bakheng. Placed atop a small hill (phnom) the Bakheng was cut directly into the 

sandstone bedrock. Its construction is unique, as the pyramid up to the fourth terrace 

is not built upon infill as elsewhere, but upon the bedrock itself (Dumarçay, 1971a: 5, 

Dumarçay and Royère, 2001: 55). Jean Filliozat (1954: 527 – 544) presented Phnom 

Bakheng as an extraordinary venture of architectural symbolism, uniting three distinct 

cosmological programs. The temple simultaneously represented Mt. Meru, the ‘thirty-

three gods’, and astronomical data based on the numbers sixty and one hundred and 

eight. In the comprehensive 1971 survey of the monument Dumarçay (1971a: 14) 

suggested an arithmetical progression of the respective terrace heights. According to 

Dumarçay (1971a: 14) each successive ascending terrace is reduced by approximately 

35cm. Table 8.1 reproduced from Dumarçay (1971a: 14) shows the actual terrace 

heights in the right-hand column, the supposed ‘anticipated’ heights in the left. 

 

 Anticipated (m) Actual (m) 

1st stage   3.39 3.39 

2nd stage 3.04 3.05 

3rd stage 2.69 2.74 

4th stage  2.34 2.26 

5th stage 1.99 1.99 

6th stage 1.64 1.58 

 
Table 8.1: Actual and ‘anticipated’ terrace heights at Phnom Bakheng according to 

Dumarçay(1971a: 14). 

 
Although the mean reduction in height according to Dumarçay’s (1971a: 14) data is 

actually 36.2cm (not 35cm) there is no linear consistency to the value of the reduction 

in height. Further, there is substantial variation between the values of height reduction 

from one terrace to the next. For example, from the 3rd to the 4th terrace stage the 

difference in height is 48cm, whilst from the 4th to the 5th it is 27cm. At this scale 

there is a significant range of variation from Dumarçay’s (1971a: 14) supposed 
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‘anticipated’ arithmetical progression. Rather than proposing a set of ‘anticipated’ or 

‘intended’ values and observing the difference in the material outcome, the variation 

is assessed on its own terms independent of imagined intent. When the successive 

heights of the terraces of Bakong and Phnom Bakheng are divided by the height of 

their respective first terraces, the proportional ratios between the temples show a 

distinct correspondence (Figures 8.8, 8.9, Table 8.2). 

 

 

Figure 8.9: Bakong MH476 and Phnom Bakheng MH414, proportional height comparison. 

 
Whereas this method of calculation was applied to only three terraces at Ak Yum 

MH748 and Phimeanakas MH367,02, at Bakong and Phnom Bakheng the 

correspondence is made with six terraces. Bakong and Phnom Bakheng which have 

been established as temporally sequential via epigraphic and stylistic analysis, now 

also appear to share a proportional relationship between their successive pyramid 

heights. 
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 Bakong MH476 Phnom Bakheng MH414 

1st Stage 1:1 1:1 

2nd Stage 1:1.739 1:1.759 

3rd Stage 1:2.385 1:2.421 

4
th
 Stage 1:2.901 1:2.947 

5th Stage 1:3.438 1:3.450 

6th Stage 1:3.872 1:3.852 

 

Table 8.2: Comparison of the proportional height ratios of Bakong MH476 and Phnom 

Bakheng MH414. 

 

The correlation of vertical proportionality at Bakong and Phnom Bakheng is 

additionally striking because the temples possess different shrine configurations on 

their summit. Bakong, a sandstone faced laterite pyramid with earth infill is crowned 

with but one prasat, whilst the Bakheng, directly carved from the bedrock seats a 

quincunx of towers representing the five peaks of Mt. Meru. Hence the pyramid is 

based on a proportional model independent of its horizontal dimensions or the design 

and arrangement of its structures.22 Jessup (2004: 81) suggested that the steep descent 

of Bakheng is probably due to it being carved from sandstone bedrock, rather than 

any kind of perspective requirement. Boisselier (1966: 122) believed that the 

symbolic program suggested by Filliozat (1954: 527 – 555) resulted in an imperfect 

manifestation of perspective effects at Phnom Bakheng. On the contrary, Dumarçay 

and Royère (2001: 57) suggested that the vertical measurements were calculated at 

Phnom Bakheng for their perspective effects so that the tiers would be perceived by 

the viewer as being equal in height. The proportional evidence, however, cautiously 

suggests that this distinctive abrupt angle of incline was required to incorporate the 

quincunx configuration of prasats and the cosmo-numerical program, at the same 

time as utilising the proportional model outlined at the Bakong. In any case, the 

spatial patterning of medieval Khmer architecture was not exclusively the result of a 

simple relationship between a knowable fixed ‘ideals’ and constraints, or outside 

‘ideal’ based in speculative texts. 

 

                                                
22 It is unlikely that ritual circumambulation or pradak�i�ā had consistent influence on the vertical 
structure of the pyramids. Whilst circumambulation is possible at Bakong, this ritual is physically 
unachievable at Phnom Bakheng due to the sixty periphery prasats which orbit the principle 5 shrines. 
Neither is it possible at Baksei Chamkrong MH413 do to the imposition of the string walls obstructing 
a safe path. 
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Figure 8.10: Comparison of the height proportionality of Baking MH476, Phnom Bakheng 

MH414, Baksei Chamkrong MH412, and the Prang (Koh Ker) MH266. Although Baksei 

Chamkrong is only three stages, there appears to be a possible  association between its 

proportionality and Bakong and Phnom Bakheng. The ‘Prang’ however, does not display the 

application of a successive reduction of terraces. 

 

The next temple pyramid of the architectural sequence is the small shrine of Baksei 

Chamkrong MH412 at the foot of Phnom Bakheng. Founded some time in the first 

two decades of the 10th century, there is evidence to suggest possible correspondence 

between this step pyramid in three gradins, and the proportional schema of the 

Bakong and Phnom Bakheng pair. The inscription records that the monument was 

erected by Har�avaraman I, son of Yaśovarman, and that Rājendravarman II restored 

the structure upon his return to Angkor in CE 947 (Cœdès, 1909: 500).23 According to 

Dumarçay and Royère (2001: 57, 60), after the construction of Phnom Bakheng the 

medieval Khmer master builders devised a system of perspective that emphasised the 

sense of ‘flight increasing’ as the visitor ascended the pyramid steps. At Baksei 

Chamkrong these techniques are employed with particular success, exhibiting a 

substantial concern for consistency. When the consecutive heights of the stages are 

divided by the height of the smallest stage, the proportional relationship of the 

pyramid is reminiscent of the first three stages of both Bakong and Phnom Bakheng 

(see Figure 8.10). After the short reign of Har�avaraman I’s brother, Īśānavarman II, a 

new king Jayavarman IV left Yaśodharapura to claim the throne at the site of Chok 

                                                
23 K. 286. 
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Gargyar, ninety kilometres northeast of Angkor (Cœdès, 1931b: 12). At Chok 

Gargyar (Koh Ker) Jayavarman IV founded the gargantuan temple mountain known 

to modern scholars as ‘The Prang’ MH266 (see Parmentier, 1939: 39 – 41, pl. XV). 

This pyramid is over thirty metres tall and sixty metres wide with one projecting 

stairway.24 Unlike the other step pyramids this monument did not possess diminishing 

terraces. Each successive stage consistently measures just over five metres, and in this 

regard it is unique (see Figure 8.5). The Prang is an anomaly amongst the 

proportionality of temple pyramids (see Figure 8.10). There appeared no need to defer 

to perspective techniques to trick the eye because of the enormous size of the 

structure. It is significant because it shows that the model was not fixed and was 

changed according to the actions of the builders and architects, and in this case 

probably the will of the monarch. The abnormality of the Prang demonstrates that 

temple construction did not rigidly act out a supposed text or an imported reference of 

strict proportionality. 

 

The last pre-Baphuon temple pyramids considered by this overview as examples of 

the variable Khmer patterning of space, and application of flexible models are those 

of Pre Rup MH390 and Ta Keo MH383. After the Koh Ker ‘episode’ the 

administrative centre of Khmer power once again returned to Yaśodharapura under 

Rājendravarman II. In CE 961 this ruler founded the temple of Pre Rup MH390. At 

the centre of the monument in a representation of Mt. Meru the pyramid was capped 

by a quincunx of prasats. The focus of worship was a linga dedicated to 

Rājendrabhadreśvara, a combination of the king and a particular form of Śiva (Cœdès, 

1968: 66, 116, Dumarçay and Royère, 2001: 62 – 70, see also Haendel, 2004). The 

proportionality of the Pre Rup MH390 pyramid is similar to that of Ta Keo MH383 

completed in its current form approximately forty years later during the first years of 

the 11th century. Like Pre Rup this temple possessed a quincunx of prasats at its 

summit, but its decoration remained ‘unfinished’ either due to external circumstances 

                                                
24 Measurement data for the Prang has been sourced from Parmentier (1939: Pl. X). By Parmentier’s 
(1939: 11) own admission, the plans reproduced in L’art khmer classique are not definitive statements. 
Often they are only formalised sketches of the plans found in Lunet de Lajonquière’s three volumes 
with a little more attention to metric accuracy than when they were first published. Jean Boisselier 
commented after an EFEO mission to the Koh Ker monuments in 1952 that Parmentier’s plans were 
notable for their precision, requiring only minor corrections (Dossier Scientifiques du Personnel EFEO: 
Boisselier, Jean [Carton 1 Dossier 5 - activites scientifiques: Sousdossier – rapport sur la mission 
execute dans le groupe de Koh Ker et les groupes d’Angkor Roluoh entre le 1er et 19 avril 1952]). 
With thanks to Damian Evans for sourcing this information. 
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or because of the inordinate hardness of the sandstone (see Coral-Rémusat, 

Goloubew, and Cœdès, 1934, Dumarçay, 1971b, Dumarçay and Royère, 2001: 67 – 

70). The proportionality of these step-pyramids suggests a correspondence in both the 

height and width of the terrace stages. The 3-step central pyramid forms of these 

monuments are comparable, but the overall temple compositions are substantially 

different. The variation in the arrangement of the ensembles indicates there was not a 

universal model that governed the planning and construction of these buildings, but 

the architects and builders used a combination of variable components. Khmer 

builders and architects selected elements from a repertoire of metric relationships, 

some of which were used simultaneously and were not a universal standard set. 

 

 

 

The pyramid of Ta Keo MH383 possessed a remarkable proportional consistency. The 

pyramid was comprised of three main terraces. Each terrace was divided into two 

smaller terraces by a ‘string wall’, a total of six terraces altogether (see Figure 8.11). 

Dumarçay (1983: 26) proposed a proportional relationship between each pair of these 

string wall terraces that possessed a consistent ratio of 1: 1.36 between them. A 

 

Figure 8.11: The 3 

terraces of the Ta Keo 

MH383 central 

pyramid divided by 

‘string walls’. 
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similar relationship is found between the two base terraces of the temple and their 

string walls, producing a ratio of 1: 1.19. This relationship is not perceived at Pre 

Rup, which does not have ‘string walls’ dividing the terraces. From the identified 

ratios Dumarçay (1983: 26) makes a tentative claim to the unit of measurement used 

to construct the pyramid at 32cm. Dumarçay and Royère (2001: 68) offer a 

proportionality correlation between Ta Keo and Pre Rup. By looking at the central 3-

step pyramid only, the relationship between the height of the third terrace and the 

eastern length of the base is approximately 1:4 for Ta Keo, “which is similar to Pre 

Rup”. A table of this analysis is found below, but reveals that Pre Rup is in fact not 

similar to Ta Keo, casting doubt upon the significance of this observation. The 

relationship of the height of the third terrace and the eastern width of the pyramid 

base is highlighted in red. 

 

 Pre Rup MH390 Ta Keo MH383 

1st Stage 1: 5.438 1: 4.322 

2nd Stage 1: 4.061 1: 3.248 

3rd Stage 1: 3.312 1: 2.713 

 

Table 8.3: 1
st
 terrace eastern width divided by successive terrace heights. Based upon 

Dumarçay and Royère’s (2001: 68) proposition that Pre Rup MH390 and Ta Keo MH383 

shared  a 1:4 ratio in this calculation.
25

 

 

 

 Pre Rup MH390 Ta Keo MH383 

1st Stage 1: 1 1: 1 

2nd Stage 1: 1.339 1: 1.331 

3rd Stage 1: 1.642 1: 1.593 

 

Table 8.4: Comparison of the proportional height ratios of Pre Rup MH390  and Ta Keo 

MH383. Calculated by dividing the successive total height of each terrace by the height of the 

bottom terrace. 

 

                                                
25 These proportions may suggest that the pyramid of Ta Keo begins at one increment less than Pre Rup 
when the terrace height is measured in proportion to the 1st terrace width. Although when the other 
temple pyramids of the corpus are considered, little consistency is apparent from this analysis. The 
table below represents in approx chronological order terrace height divided by the bottom terrace 
width, Pre Rup and Ta Keo are indicated in red. 

 
Ak Yum 
MH748 

Rong Chen 
MH449 

Phimeanaka
s MH367,02 

Bakong 
MH476 

Phnom 
Bakheng 
MH414 

Prang (Koh 
Ker) MH266  

Baksei 
Chamkrong 
MH413  

Pre Rup 
MH390 

Ta Kev 
MH383 

6th     1: 4.076 1: 4.822 1: 2.001    
5th     1: 4.591 1: 5.384 1: 2.389    
4th     1: 5.440 1: 6.304 1: 2.991 1: 1.656   
3rd  1: 13.880 1: 10.182 1: 2.359 1: 6.618 1: 7.675 1: 3.937 1: 1.954 1: 3.312 1: 2.713 
2nd  1: 18.810 1: 28.100 1: 3.267 1: 9.073 1: 10.564 1: 6.047 1: 2.627 1: 4.061 1: 3.248 
1st  1: 36.462 1: 152.292 1: 6.099 1: 15.782 1: 18.577 1: 11.663 1: 4.623 1: 5.438 1: 4.322 
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 Pre Rup MH390 Ta Keo MH383 

3rd Stage 1: 1 1: 1 

2nd Stage 1: 1.153 1: 1.161 

1st Stage 1: 1.418 1: 1.352 

 

Table 8.5: Comparison of the proportional terrace width ratios of Pre Rup MH390  and Ta 

Keo MH383. Calculated by divided each eastern terrace width by the shortest 3
rd

 stage 

terrace width. 

 
There is a proportional correspondence between Pre Rup and Ta Keo that is 

distinguished when the total height of each terrace is divided by the height of the first 

terrace (Table 8.4, Figure 8.12). Additionally at Pre Rup and Ta Keo there appears to 

be a proportional correlation between the width of the topmost terrace and those of the 

terraces below it (Table 8.5, Figure 8.12). This ‘double’ proportional correspondence 

is unique in the pre-Baphuon temple pyramids. The association of the proportional 

ratios at Pre Rup and Ta Keo suggests that the same principles of architectural 

composition were employed at the two monuments separated by approximately forty 

years. Although both are three step pyramids, the terraces differ in form and size. 

Dumarçay (2003: 97) argued that the pyramid of Baksei Chamkrong was not different 

in composition from those of Pre Rup or Ta Keo. In Dumarçay’s (1998, 2003, 2005, 

Dumarçay and Royère, 2001) conception of ‘collective intelligence’ the master 

builders adapted a universal model to the requirements of the site. These monuments 

do possess central pyramids in three gradins, and at that particular scale they do 

reference the same shape and form model, but it is problematic to reduce their 

similarity to the product of an ‘ideal’. From the individuality and fluidity of ‘meaning’ 

it follows that the ‘ideal’ is not same in the community of Khmer minds, nor is 

‘locked in place’ by a text. Appraisal of the proportional relationships between temple 

pyramid terraces illustrates the operation of a hitherto unrecognised template that 

could not be expressed in its entirety by a declared textual ideal.  
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Figure 8.12: The proportional relationship between the Pre Rup MH390 and Ta Keo MH383 

temple  mountains is distinguished in the relative height, and relative width of the pyramid 

terraces. 

 

If the Khmers were employing proportional models the examples presented by 

analyses of temple pyramids demonstrate that the interaction between a proposed text, 

variable behaviour and material was flexible. The proportional relationships were not 

fixed, changed over time, and transformed between temple forms and compositions. 

Overall, there appears to be a proportional association between the height of the first 

stage and the total height of successive stages. Despite a possible proportional 

correlation between monuments, the pyramid dimensions and ensemble compositions 

are distinct and different. The proportional ratios themselves appear limited to two 

pairs of monuments (possible three monuments in the case of Bakong MH476, Phnom 

Bakheng MH414 and Baksei Chamkrong MH412). The abnormality of the ‘Prang’ 

MH266 indicates that there was not one rule for manufacture of these structures. 

Considered together, the similarity and difference of temple pyramids, like the 

variation in decorative material illustrates the experimental and inventive behaviour of 

Khmer artisans who were not bound to a rigid declared ideal to ensure the ritual and 

social function of the temple. Future scrutiny of temple pyramids in the later artistic 

sequence will provide significant detail about the relationships between monuments. 

Of particular interest will be the proportionality of the pyramids of Baphuon MH366 
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and Angkor Wat MH418. This raises the key issue of the degree to which variation 

was controlled in the Angkor Wat ‘style’ monuments, but not later. 

 
Whilst imposing and conspicuous, the temple pyramid is not the only distinctly 

medieval Khmer edifice that has repeated forms across time and space. Another 

recurring form is the ‘3-prasat aligned north-south on a common terrace’ which makes 

its first appearance at on the Kulen in the early 9th century at Damrei Krap MH450 

and is repeated in numerous shapes and sizes until the mid to late 10th century.26 A 

discrete architectural form worthy of revisiting after Trouvé’s (1932: 113 – 126) 

original analysis are the laterite stele buildings associated with Yaśovarman’s aśrama 

and epigraphic foundations around the East Baray (see also Pottier, 1999: 176 – 183. 

2003: 199 – 208).27 There are numerous structures of the 12th and early 13th century 

under the reign of Jayavarman VII that are particularly suitable for appraising 

medieval Khmer variation from the measurement patterns. Designated by Dagens 

(2003: 138 – 139) as ‘repetitive foundations of state architecture’, these include the 

highly defined architectural forms of ‘rest houses’, ‘houses of fire’, and ‘hospitals’ 

which are distributed across the landscape at Angkor and throughout the Khmer 

empire (see Hendrickson, 2007).28 By appraising the variation in these classes of 

buildings it may be possible to consider the nature of the artisans who manufactured 

them. For instance were the buildings created by the same work teams of the same 

composition, and how closely did they maintain a consistency of design? These 

questions seek to integrate the study of medieval architecture into an understanding of 

artistic culture as the material outcome of the creativity of medieval Khmer artisans 

operating within their political, economic, social and environmental circumstances. 

 

 

 

 

                                                
26 For example, in the central and greater Angkor region; Bat Chum MH389, Bei MH412, Damrei Krap 
MH450, Kuk Slaket MH432, Kuk Trapeang Ropeou MH434, Kutisvara MH716, Olok MH752, Phnom 
Bok MH437, Prei Monti MH474, Trapeang Srangè MH728, Phnom Krom MH423, Char MH488, Kbal 
Romeas MH502, and Snay La-â MH515. 
27 Komnâp MH747, Ong Mong MH394, Prei Prasat MH720, and the stele building of Pre Rup MH390, 
possibly an earlier structure incorporated into Pre Rup during its construction in the mid-10th century. 
28 The repetitive shrines in each corner of Angkor Thom (Chrung MH364, 01, 02, 03, and 04) might 
also provide a useful parallel study. 
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8.d. Transformations of medieval Khmer artistic culture  

 

Consistent with philological and epigraphic studies, resolving a chronology has been a 

fundamental undertaking of medieval Khmer art history. By the mid 20th century 

scholars had effectively accomplished the task of ordering the decorative material. In 

doing so, it was necessary to impose classificatory horizons that distinguished one 

group of artworks from another. Scholars did not believe that these categories were 

real, or knowingly adopted by Khmer artists. However, they were a good way of 

organising the material.29 Since their inception, the stylistic categories have become 

‘things’ in their own right, standards, which define the transformation of Khmer art. 

Objects are customarily discussed in terms of their relation to stylistic norms, which 

act to inhibit scholars from organising artistic culture in other ways. But the change 

from one style to another is not as clear-cut as the descriptions indicate. Transitions 

were often indistinct, variable and arbitrary. Actual artistic transformation is much 

richer than a generalised account or a broad categorisation can encompass. To 

demonstrate the complexity of medieval Khmer art, the decorative lintels are an 

especially appropriate example. Lintels have been used as a key diagnostic tool to 

chart long-term change, but they also incorporate small-scale variations, which for the 

most part have remained undocumented. Because artistic themes often begin as subtle 

motif recombinations or experimentations with form, the small-scale variations 

actually play an important role in the transformation of art. Moreover, the differences 

in every lintel are not reducible to a fixed ideal or rigidly applied textual model and 

are therefore evidence of the actions of individual artisans and workshops. Now that a 

practical sequence has been determined, the detail of the transformations can be used 

to outline a new set of issues, topics and problems. For example, standardisation of 

lintels provides noteworthy evidence of the coordination, provisioning and 

recruitment of the production units that created the monuments of Angkor.30 

Consideration of artist-driven variation additionally supplements perspectives of the 

Indianisation process that emphasises Southeast Asian initiative. Rather than 

application of ‘top-down’ directives or inflexible models, artists, workshops and 

                                                
29 Coral-Rémusat’s (1940, 1951) categories are used here to assess transition, archaism, and stylisation 
in Chapter 6.c. – 6.e. 
30 See Chapter 7 and below 8.e. 
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patrons historically selected and adapted Indian iconography and forms as part of the 

unique Khmer artistic process. 

 

Stylistic categorisations tend to order the decorative material as if it reached some 

kind of plateau in each successive time period. But the review of motif assemblages 

demonstrates that nearly every decorative lintel was different and that within each 

‘classification’ there was incessant change but at varying rates. The development of 

medieval Khmer art was an ongoing variable process. Although art historians have 

recognised variation within and between styles, by ordering the artistic corpus 

according to large-scale categories of similarity it has been difficult to comprehend 

the magnitude and character of this variation. As a result, anomalies and variation are 

appraised as ‘sideshows’ to the main act of uni-directional artistic change. Over long 

time periods motif and structural changes in decorative lintels are discerned without 

difficulty, and are those typically expressed by stylistic studies. Over shorter periods 

diversity can be considered by examining the small-scale changes. When lintels are 

assessed as combinations of both large and small-scale motifs, the boundaries 

between the artistic styles are incessantly blurred. The indistinct transitions and 

magnitude of variation in decorative lintels may be quantified with assistance of the 

statistical method of Principal Components Analysis (PCA). This systematic 

technique reduces complex sets of numerous variables to lower levels of expression, 

whilst retaining as much of their original variation as possible. In this way multi-

variable lintels may be compared with each other. Each lintel is recorded as a 

collection of its discrete motifs, which are then subjected to the PCA. The results 

plotted in Appendix A.d. (Figures A.5, A.6, A.7 and A.8, see also Figure 6.1) 

illustrate the indefinite horizons between the stylistic classifications and time periods, 

which when articulated by scholars in text seem distinct and authoritative. Instead, the 

PCA makes variety perceptible and the groups that were described as discrete are 

illustrated as part of a process of artistic transformation that can precede or post-date 

stylistic boundaries. A consistent conclusion of the quantitative analysis has been that 

stylistic periods designated as ‘transitory’ have no more claim to this label than any 

other eponymously named ‘style’. This is particularly noted for Transition (C) ‘style’ 

of the 10th century that included the monuments of East Mebon MH395 and Pre Rup 

MH390. Instead of ‘marking-time’ before the advent of the celebrated Banteay Srei 
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style, this period indicates significant evidence of artisan and workshop created 

innovation. 

 

The process of continuous artistic change can be discerned on a motif-by-motif basis. 

By charting the appearance, duration and disappearance of discrete motifs, numerous 

‘steps’, or new motif groupings emerge and fade within each style, often irrespective 

of when that style begins or ends (Figure 6.14, also see Appendix A.d., Figures A.9, 

A.10 and A.11). Additionally this analysis can appraise the magnitude of each ‘step’ 

and stylistic change in terms of how many new motifs materialise on the decorative 

lintels. For example, the transition between Kulen and Preah Kô ‘styles’ equivalent 

with the administrative move from Mahendraparvata to Hariharālaya represents the 

largest and most rapid transformation of the decorative lintels. The dynamic 

magnitude of stylistic difference is equally perceptible from the PCA (Figure 6.20, see 

also Appendix A.d., Figures A.6, A.7 and A.8). Distribution of lintels on the PCA plot 

represents their relative correspondence with each other. Lintels that are alike in their 

combination of motifs are clustered; those that are different are dispersed. Akin to the 

trend perceived by the emergence of new motifs in Figure 6.14 (see also Appendix 

A.d., Figure A.9), the lintels of the late 9th century associated with Preah Kô ‘style’ 

are distinguished by the PCA as among the most diverse of the decorative record. The 

invigoration of the artistic program had little to do with any increased attachment or 

investiture in an ideal model, as the lintels exhibit a great deal of variation and artistic 

freedom. More likely the transformation is related to a substantial increase in the 

building program at Roluos facilitated by economic investment, and corresponding 

developments in the political realm. By charting the degree of change, developments 

in Khmer art are appraised as the result of human creativeness and therefore part of 

broader historical and social processes. Artistic transformation is not detached from 

makers of the works, but associated to their actions as social actors in medieval 

Khmer society.  

 

A key theme of this study has been that artists and workshops generate artistic 

change. In the process of defining a chronological sequence, scholars have necessarily 

looked at the large-scale developments of artistic style, or the small consistent ‘trifles’ 

that can be charted through time. At this scale artists and workshops appear 

anonymous, and change from one artistic style to another seems as if it was a 
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collective conscious decision to move in that particular direction. Little attention has 

been given to the incessant ‘background noise’ of artistic transformation. By 

appraising decorative lintels on a motif by motif basis it has been possible to suggest 

how artists created the small-scale variation from which the large-scale developments 

occurred. Because broad changes develop from iconography and motif combinations 

that began as anomaly, the difference between the finite details of artistic material are 

significant. Additionally these small-scale variations are unique and not reducible in 

their entirety to verbal declarations represented by an imagined text. When different 

magnitudes of variation are appraised amongst the structural components of lintels, it 

is possible to suggest artist-driven transformation. For example, Figure 6.15 discerns a 

different rate of change between central motifs and the assemblage of motifs that 

characterise the frieze. The pre-eminent position of decorative lintels in the religious 

architecture indicates that the sculptures were afforded a particular ability to 

communicate meaning. In this regard the most important carrier of this meaning 

would have been the central motif. It follows that the central motif, in comparison to 

the other structural components, might require specific reference to requisite religious, 

political, and social meanings, and would not necessarily be at the artists’ discretion. 

If the transformation of the decorative lintel was repeatedly a conscious or deliberated 

action of text, external influence, or administrative command, then change in the 

central motif would occur consistently independent of non-central motifs. Therefore 

by distinguishing the different magnitudes of change between the central motif and 

other structural elements, it is possible to suggest the influence of artists and 

workshops in artistic transformation. This notion must be applied cautiously and 

according to the historical circumstances of site and settlement. Whilst change in non-

central motifs was necessarily the domain of individual artists and workshops, even 

when there is a distinct pattern in the central motif, it is difficult to reliably account 

for the source of inspiration. 
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Figure 8.13:Rates of motif change on decorative lintels between All Motifs, except the Central 

Motif (left), and the Central Motifs (right) suggests that individuals and groups of artists were 

largely responsible for the transformation and innovation of decorative themes on lintels. 
 
Figure 8.13 illustrates the appearance and duration of motifs, organised into two plots 

representing central motifs and all other motifs. Each lintel and motif is attributed a 

fifty-year range, derived from epigraphic and conventional art historical dating. 

Motifs are positioned on the y-axis according to their relative emergence on lintels, 

and are charted according to their duration in the decorative record. Overall the graphs 

illustrate the same distribution of transformation, with analogous magnitudes of 

change during the same periods. Correspondingly there is a similar proportion of 

different appearance dates or ‘steps’ compared with the number of motifs in the 

assemblages.31 Equivalent rates of variation between the central motif and other lintel 

                                                
31 There are 38 different initial appearance dates for the 125 ‘non-central’ motifs, and 27 different 
appearance dates for the 100 characters which comprise the central motif. 
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characters indicate that artists and workshops were predominantly responsible for 

transformation of motifs, irrespective of the primacy of their position in 

communicating meaning. Although artists selected the motif composition in the 

majority of decorative lintels, this phenomenon was not absolute, as some monarchs, 

donors, architects and project superintendents no doubt saw to it that their particular 

tastes and requirements were fulfilled in the decorative program. Additionally, deities 

who were worshipped in a particular shrine were occasionally represented on the 

lintels of that shrine.32 The degree of variation indicative of artist and workshop 

influence upon the transformation of decorative lintels can be illustrated by 

examination of the change of individual motifs. The detail of Figure 8.13 shows that 

in the mid 10th century there was significant variation in motif appearance dates for 

non-central motifs, compared with the ‘block’ appearance of numerous different 

central motifs. Associated with the monuments of Koh Ker and Rājendravarman II at 

Angkor, the difference in motif appearance tentatively suggests that the artists had 

less influence upon the transformation of central motifs during this period.  

 

 

Figure 8.14: Motifs that have not appeared in the immediate anterior style. Similar 

distributions between the Central Motifs (left) and All Motifs, except the Central Motif (right) 

indicate that individuals and groups of artists often generated change in motif combinations 

on decorative lintels. 
 

Consistency in transformation between the central motif and all other motifs is also 

distinguished in a tally of the number of new motifs according to Coral-Rémusat’s 

(1940, 1951) stylistic divisions (Figure 8.14). Because variation in the introduction of 

new central and non-central motifs is essentially analogous, this suggests that artists 

                                                
32 For example this is observed on Trimūrti temples where the shrines are divided according to Brahma, 
Vi��u and Śiva. At Kutisvara MH716 each lintel is respectively associated with these deities, and at 
Banteay Srei MH468 the Vi��u prasat lintels contains central motifs of this deity or his incarnation as 
K���a. 
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and work teams were responsible for selection and transformation of motifs. There are 

however, notable differences in these plots, significantly in the Kulen/ Transition (A) 

and the Transition (C)/ Banteay Srei ‘styles’. The appearance of new central motifs in 

Kulen ‘style’ of the late 8th and early 9th centuries is considerably more than those for 

all other motifs. New central motifs in Transition (A) style are comparably small. The 

dissimilarity suggests that attention to artistic transformation in the central motif was 

particularly important throughout the ‘Kulen’ period, and was consolidated during 

Transition (A) ‘style’, accompanying the shift back to Hariharālaya from 

Mahendraparvata. During the mid 10th century there are relatively more new ‘non-

central’ motifs compared with new ‘central’ motifs in the Transition (C) and Banteay 

Srei ‘styles’. This might suggest significant artist and workshop creativeness during 

this period.33 Relative measures of archaism in the central and non-central motifs are 

similarly representative of artist generated innovation. Figure 8.15 employs Coral-

Rémusat’s (1940, 1951) stylistic categories to illustrate the number of motifs that 

have appeared before but not in the immediate anterior style. The figure is divided 

into central and non-central motifs. There is an overall correspondence in the 

distribution of the plots which recognise Transition (C) ‘style’ as referencing the 

largest number of motifs from previous styles. Medieval Khmer artists were conscious 

of their artistic heritage and often evoked past traditions to inform their motif 

selection in the central and non-central areas of the decorative lintel. Griswold 

(1957a: 17, 1966: 37) suggests that in order for an image to contain the requisite 

divine spirit it must be a copy of the original image, which held the requisite religious 

authority. Perhaps the sculptors of 10th century Angkor were attempting to capture 

some of the perceived sacredness and vitality of the monuments and settlement at 

Hariharālaya. In any case, these decisions appear to be made by artists and 

workshops. 

 

                                                
33 This is consistent with the augmentation of the production units during the mid to late 10th century 
under Rājendravarman II. See 7.g, 7.k. and 8.e. 
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Figure 8.15: A comparison of ‘archaism’ between central and non-central motifs. Measured 

by the count of motifs that have appeared before but not in the immediate anterior style. The 

count begins with Kulen ‘style’, as data before Prei Khmeng ‘style’ is not considered. 

 

“On pourrait pousser beaucoup plus loin l'analyse des colonnettes en examinant 
en détail les motifs qui les ornent: feuilles, fleurons, décoration des bagues. 
Une telle étude serait surtout intéressante dans un ouvrage général sur 
l’évolution des motifs et nous la reprendrons ailleurs.”34 (Stern, 1938a: 121). 

 

The ‘general work’ on the evolution of motifs was completed by Coral-Rémusat in 

L'art khmer. Les grandes étapes de son évolution (1940, 1951). Coral-Rémusat’s 

review of other decorative elements such as colonnettes, pediments, and pilasters 

positioned them in the same generalist stylistic classifications created for the entirety 

of Khmer art. Therefore the analysis of these decorative components of medieval 

Khmer temples are exposed to the same criticisms that categorisation of decorative 

lintels have been. Correspondingly, the analysis proffered here is equally applicable to 

the other elements of decorative material. By establishing a rigorous methodology that 

can test the existing classificatory practices, and then review the detail and magnitude 

of variation, the potential application to other components of architectural decoration 

is encouraging. Consideration of colonnettes (ornamental columns which flank edifice 

doorways) and pedestals (sculpture bases) in particular proposes to yield significant 

information. Colonnettes and pedestals are the most common pieces of diagnostic 

material on the majority of Khmer sites, and are often the only remnants of any 

surface material culture at all. Yet there remains no comprehensive record of them. 

The future realisation of a feasible chronology for village shrines of the Angkor site 

                                                
34 “One could take the analysis much further with the colonnettes by examining the motifs which 
decorate them in detail: sheets, florets, decoration of the rings. Such a study would be especially 
interesting in a general work on the evolution of motifs and we will take it up elsewhere.” (Stern, 
1938a: 121). 
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beyond the principal monuments would be greatly advanced by analysis of these 

widespread diagnostic remains. 

 

 

 

Figure 8.16:Common diagnostic remains of decorative material culture (colonnettes and 

pedestals) amenable to the further appraisal of artistic transformation. Study of these 

elements also offers potential information regarding the operation and distribution of artistic 

workshops (See 8.e. below). 
 
Just as the structural elements of decorative lintels change at different rates (see 

Figure 6.15, 8.13), so do the different components of artistic culture that constitute the 

medieval Khmer temple. The transformation of decorative lintels, colonnettes, 

pediments, and pilasters, occurred in an artistic milieu where motifs were transferred 

between structural forms.35 By increasing the dataset and cross-referencing these 

elements, it will be possible to formulate an augmented picture of transformation, 

stylisation, archaism and innovation in terms of the creativeness of the artisans who 

made them. Such a reference tool might also facilitate identification of cross-cultural 

links between artistic elements in medieval Southeast Asia. For instance Brown’s 

(1996: 169 – 174) study on Dvāravatī dharmacakrastambhas convincingly argued 

                                                
35 For example, the kāla motif appears other elements of architectural decoration at Sambor Prei Kuk 
before it appears consistently as a central feature on lintels from Mahendraparvata. 
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that motifs that adorn the ‘Wheels of Law’ have more in common with the different 

form of medieval Khmer Prei Khmeng ‘style’ decorative lintels than potential Indian 

sources of inspiration. Understanding the process of artistic transformation will 

benefit from an expanded dataset of decorative elements, and also from a corpus that 

encompasses a large geographic area. Akin to Brown (1996) and Woodward’s (1997, 

2003) assessment of Khmer artistic influence in early historic and medieval Thailand, 

studies can question the ‘centre focused’ origin of artistic development and perceive 

that variation also operates on the periphery. Artistic change can be viewed in a 

regional context where peripheral developments can influence artistic choices at the 

capital.36 Finally, materials analysis that considers the composition, hardness, and 

magnetic susceptibility of stone might provide supplementary evidence in 

comprehending of similarity and difference of decorative elements.37 

 

Embracing intrinsic variation in artistic transformation recognises the medieval 

Khmer artists as the progenitors of their tradition. When the detail of motif 

assemblages can be perceived with quantitative methodologies like PCA, the artistic 

trajectory is not bound to the arbitrarily defined stylistic boundaries. The categories 

are a practical way of organising and comparing the large corpus of decorative 

material, but do not adequately express the process of artistic change. Appreciation of 

transformation can be found in the detail. Despite the pervasiveness of iconographic 

and religious traditions that had their origins in India, few scholars have ever 

conceived the Indian influence as absolute. But the conventional art historical 

tendency to describe art in categories separated by imagined boundaries acted against 

scholars from considering the process by which Southeast Asians were social agents 

in the transformation of their own art. Hence, the large-scale patterns in the artistic 

material are typically described as a consistent reference to imported and universally 

understood forms or texts. Rather than the consistent application of ‘artistic rules’, 

quantitative analysis perceives the variety of transformation as the operation of 

selective process which develops historically and from the actions of artists and 

workshops. The quantification of variation is not an end in its own right, but a starting 

                                                
36 See 8.f. for discussion of the study of  medieval Khmer art on the periphery. 
37 See 8.e. See also Cunin (2004: 298 – 327, 2007: 176 - 180), Newman in Woodward (1997: 261 – 
265), Saurin (1952: 619 – 634), Uchida et al (2003: 221 – 232). 
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point to recognise the tangible process of material change and to posit new questions 

of medieval Khmer art. 

 

8.e. Lintels, Angkor and ‘attached specialisation’ 

 

The decorative lintels of medieval Cambodia and the temples that they adorned were 

made by social actors in medieval Khmer society. The makers were part of numerous 

social networks, which included relationships with patrons and political authorities, 

wider groups of craft specialists engaged in temple construction, and internal 

relationships within workshops themselves. What they produced and how they 

produced it was associated with these relationships. Characteristics of temple building 

production units and how they changed over time are difficult to detect in the 

archaeological and historical record. There is little information in epigraphy, and as 

yet little direct archaeological data has been obtained to indicate what the organisation 

of these groups may have been like. To understand the medieval Khmer lintels and 

temples in terms of the workshops that created them, evidence must come from the 

material outcomes of the production. Although the religious necessity to create a 

temple and many iconographic elements took their origins in India, there is no reason 

to consider that the organisation of the work groups which constructed temples were 

anything like those in India. The entirely different cultural context of medieval 

Cambodia meant that the artisans who constructed the temples probably did not 

operate in corporate units such as guilds. In India, guilds became powerful entities 

with a significant ability to negotiate their own economic compensation.38 Whereas in 

medieval Kambuja, the production units which built temples were almost certainly 

attached to the political administration and depended upon them for employment and 

remuneration. 

 

The act of establishing a temple foundation in the Angkorian world required a 

requisite level of wealth and influence beyond the reach of the ‘common’ individual. 

The inscriptions indicate that these foundations were not the products of community 

wealth or effort, but the result of personal ‘donations’ to obtain religious merit, to 

                                                
38 See Chapter 7.b. for a brief discussion of guilds in India. The production processes of Indian guilds 
are potentially more informative to the construction of medieval Khmer temples. The Khmer var�a is 
discussed below and in Chapter 7.d. 



 276 

legitimise power, and to create and maintain centres of economic wealth. In order to 

create these structures the individuals who possessed sufficient wealth needed to 

employ groups of artisans who possessed the appropriate skills to fabricate 

satisfactory buildings. The craft of temple building and ornamentation was ‘attached’ 

because their products were only commissioned by the upper echelons of the political 

and administrative hierarchy. If the artisans who created the temples were ‘attached 

specialists’, then by examining the material outcome of their behaviour we can 

appraise how this ‘attachment’ was manifested, and how it changed over time. 

Because modes of production and the composition of groups who manufactured craft 

goods are inherently variable, studies ought to avoid descriptions that are exclusive 

and fixed. Sinopoli (2003: 33 – 34) argued that attached and independent 

specialisation are not ‘states of being’, and should be considered as particular 

relations of production with specific, and often limited durations. Even in formal 

workshops, the kinds of relations that would have existed between producers and 

institutions varied considerably, and changed over time. Costin (1991: 8 – 16, 2001: 

277 – 282) considered that the different parameters of craft specialisation were 

continua varying independently, rarely all one and not the other. With this in mind, 

the fabrication of decorative lintels in medieval Kambuja as an example of attached 

craft specialisation is appraised as a matter of degrees.  

 

A method of assessing the existence of craft specialisation is to demonstrate a pattern 

of object standardisation. This phenomenon of material culture must be considered 

contextually, as standardisation can develop historically through repetition and 

increasing levels of fabrication proficiency (Costin, 1991: 35, 2001: 301 - 303). 

Standardisation of decorative lintels is considered as an example of the changing 

character of craft specialisation and temple manufacture, which by at least the mid 7th 

century was a significant religious, economic, and material component of political 

administrations in medieval Cambodia. Because artistic culture is created by 

individuals who are participants in society, transformation in the standardisation of 

artistic culture may accompany parallel changes in the environmental, political and 

economic circumstances of that society. Standardisation may also provide suggestions 

about the changing social status of the artists themselves. These conclusions must be 

made appropriate to specific historical situations, as changes in the artistic material 

are often independent of changes in the societal and political milieu, and 
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correspondences can be fortuitous. For example, standardisation may occur due to 

increases in production efficiency, or at the demand of patrons (Costin, 1991: 35, 43 – 

44, 2001: 301 – 303). In this study, standardisation of decorative lintels was measured 

by the similarity and difference of motif combinations. The PCA of 367 complete 

decorative lintels, each with an average of 13 discrete motifs, illustrates that between 

the 7th and early 11th centuries there was an increased similarity in motif combinations 

(see Figure 7.9 and 7.26). The clustering of lintels from the early 10th century suggests 

that medieval Khmer artistic culture was undergoing increasing standardisation.  

 

The number of lintels produced in a given time period can also be viewed in terms of 

the organisation of the production unit. The size of production output may not be 

indicative of the organisation of the craft specialisation, and therefore must be 

considered in the context of the specific period. Changes in productivity can indicate 

different manufacturing processes or change in the scale of the production unit (see 

Costin, 2001: 291). Figure 7.10 illustrates a substantial increase of lintel production in 

the last quarter of the 9th century. The significant expansion of lintel production in the 

mid to late 9th century coincides with the augmentation of the state building program 

at Hariharālaya under Indravarman I, and the culmination of political, economic and 

social change that marked the transition from pre-Angkor to Angkor.39 Rather than 

improved efficiency by the same number of workshops, the quality of lintels suggests 

an increased concentration and enlargement of the workshops responsible for lintel 

manufacture, and by extension, the production units engaged in temple building. 

These augmented state controlled workshops persisted in the 10th century. Coupled 

with the extension of the Angkorian political power base during this period (e.g. see 

Cœdès, 1968: 111, 114, 136 – 137, Kulke, 1986: 8), standardisation of decorative 

material is indicative of the institutional ability to sponsor and control production. A 

spike in lintel manufacture in the mid to late 10th century (Figure 7.10), corresponding 

with Rājendravarman II’s return of administrative power to Yaśodharapura suggests a 

significant capacity to commit significant resources to temple construction. Under this 

rule, an increase in the number of lintels produced suggests an expansion of the 

                                                
39 Primarily defined by the ‘gap’ in inscriptional evidence during the 8th and the first three quarters of 
the 9th century, the transition from pre-Angkor to Angkor also comprises the shift of political and 
economic focus from southern and central Cambodia to the north bank of the Tonle Sap, and 
substantial linguistic differences between the pre-Angkor and Angkor languages (e.g. see Vickery, 
1998: 33, 1999a: 49, 72). 
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artistic teams commissioned with decorating the temples.  There does not appear to 

have been equivalent change in fabrication efficiency as the overall standard of these 

sculptures remains high, especially on the most prominent sculptures of the central 

shrines.40 The varying levels of craftsmanship on the many lintels of each ‘state 

temple’, however, do suggest a hierarchy of artists. From the late 10th century to the 

early 11th century, (and the end point of the thesis dataset), standardisation remained 

pronounced, but with a reduction in quality and finish. Mabbett (1977a: 432, 435) 

notes that there is a concentration of references, and reorganisation of var�as in the 

time of Sūryavarman I, in the early 11th century. If artistic workshops were a type of 

var�a
41, perhaps their reorganisation could account for an increased uniformity of 

motif assemblage?42 The modest calibre of lintel carving in this period also coincides 

with the abandonment of brick as the principal building material for the prasats of 

state monuments. Artisans were typically no longer required to carve sculpture in 

brick, or render in stucco. Sculpting sandstone was a completely different skill and the 

surface area that required this aptitude multiplied substantially. The corollary was a 

decrease in overall quality. This would be expected if the existing specialists were 

required to ply their trade over the entire exterior of the temple, and new or 

reappropriated artists were required to develop new skills in sandstone. By the 

construction of the Baphuon MH366 in the mid 11th century this expertise had been 

mastered. This monument adapted the repertoire of decorative forms and 

iconographies to cover the surface of the buildings in numerous small narrative 

panels. 

 

The primary patrons of temple building and decoration were political authorities. 

Construction of these buildings was imbued with sacredness and authority. Hence, the 

ability to control the artisans who constructed temples protected the religious, 

political, and economic legitimation that temple foundations supplied (see Costin, 

2001: 292, Helms, 1993). One of Costin’s (1991: 8, 2001: 277) ‘four parameters’ to 

appraise the character of craft specialisation was ‘concentration’, or the distribution of 

the production units across the landscape. During the transitions between 

Hariharālaya and Mahendraparvata in the late 8th and early 9th centuries we can 

                                                
40 For ‘efficiency’ see 2.g. and 7.g. 
41 See below and Chapter 7.d. 
42 See also Kulke (1986: 12) who argued that Angkor became an ‘imperial kingdom’ under the 
reorganisation of Sūryavarman I. 
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perceive the location of the temple builders by the extant decorative lintels. The 

sequence of lintels suggests that the production units were attached to the political 

administration. Stylistically dated decorative lintels appear in the material record on 

the Angkor plain and at Roluos during the early to mid 8th century, for example at 

sites such as Kôk Svay Pream MH471, Trapeang Phong MH475, Olok MH752, and 

Prei Prasat MH731, Khnat MH482 and Ak Yum MH748. When the administrative 

and symbolic centre of the region moved from Hariharālaya to Mahendraparvata 

sometime before the coronation of Jayavarman II as chakravartin in 802 CE, 

numerous lintels and temples were manufactured on the Kulen, but none on the plain. 

Correspondingly, when the capital moved back to the north shore of the Tonle Sap 

before the death of Jayavarman II in 834, production of lintels and temples came to a 

close on the Kulen and resumed at Hariharālaya.43 This does not suggest that these 

settlements ceased to operate or function, just that the attached specialists engaged in 

lintel sculpture and temple manufacture followed the court.  

 

This phenomenon is also seen in the passage of power between Koh Ker and Angkor 

in the mid 10th century. In this example it is possible to track specific motif 

combinations, especially those attached to lintel friezes between the two capitals 

separated by ninety kilometres. Near identical ‘celestial beings praying in fleurons’ 

appear on structures at Koh Ker (Dei Chnan LL281, Chen MH261, and Daung Kuk 

MH264) and trail the focus of political and religious command back to Yaśodharapura 

with Rājendravarman II (see Figure 7.21).44 The similarity of specific motifs and 

motif combinations suggest the existence of a specific workshop or workshops 

obliged to the court, irrespective of the monarch’s ‘claim’ to the throne, but dependent 

upon their ability to provision the construction of temples. The exclusive court 

monopoly of craft specialists must be considered with caution, and not regarded as 

absolute over time or space. The identification of artistic anomaly suggests that 

production could occur outside the view or control of the state. For example four 

lintels from Kduong MH522, approximately dating to the mid 10th century exhibit an 

idiosyncratic design and motif assemblage, perhaps created by artisans who operated 

outside the attached specialist framework, or according to the individual requirements 

                                                
43 See Chapter 6.h. 
44 See Chapter 7.k. 
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of the patron.45 Other possible examples of ‘unspecialised’ and ‘unattached’ 

decorative lintels include those from Kôk Kuk MH492, Prasat MH481 and a fragment 

from Kdei Ta Kom MH551, which appear more ‘rustic’. During the late 8th to early 

11th centuries, the degree of artisan attachment or independence to the centralised 

power, in the majority of cases, probably had something to do with the 

‘concentration’ or geographical distance between the site and the capital.46 

 

How the temple builders and decorators were organised is difficult to ascertain. The 

combination of fragmentary inscriptional information, and evidence from parallel 

contemporary and medieval traditions in both Cambodia and other regions is 

potentially informative. In addition, analysis of decorative lintels on large temples 

suggests how skilled artisanal labour was divided at the scale of the worksite. There 

were few explicit references to artistic production units in the epigraphic record.47 It is 

possible that artisans were organised into professional collectives within the sphere of 

the court known as var�as (see Mabbett, 1977a), although no inscription is 

unequivocal in attributing temple builders into these groupings. Artisans were almost 

certainly organised on the basis of a hierarchy, under a project superintendent. The 

11th century inscription of Wat Baset records the honoured official Gu�apativarman 

referred to as ‘chief of the artists’.48 In an analysis of bas-reliefs, Jacq-Hergoualc’h 

(1979) observed that the medieval Khmer military was organised into units under the 

leadership of a principal. In the same way, it is probable that teams of artisans were 

arranged in groups based upon their specialisation, although it is unnecessary to defer 

to an Indian inspiration for these divisions (cf. Dagens, 2003: 140), as they were no 

doubt a pragmatic necessity of any large worksite. Analysis of the similarity and 

difference in lintels of individual sites indicates how the artistic labour force was 

charged with the exercise of adorning a temple. Generally, the surfaces most visible to 

temple visitors were designated for the most sophisticated works, which were 

completed by the most accomplished artisans (see Groslier, G. 1921 – 23: 206 – 207). 

Among the major pre-11th century sites, the comparative distinction of the more 

visible decorative façades is perceived at Preah Kô MH477, East Mebon MH395, and 

                                                
45 See Chapter 7.j. 
46 The idea of provincial workshops, or travelling specialists is considered as an avenue of future 
research below, Chapter 8.f. 
47 See Chapter 7.d. 
48 K. 205. 
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Pre Rup MH390. At Bakong MH476 and Banteay Srei MH468 like designs and motif 

combinations suggest the pairing of lintels on the opposing façades of individual 

edifices. At these monuments pairs of lintels were assigned to specific artisans who 

carved them in situ on either side of a prasat.49 

 

By reviewing the organisation of analogous and contemporary craft production, it is 

possible to suggest a tentative association with medieval temple builders.50 For 

example, consideration of contemporary ceramic workshops demonstrates that there 

was a hierarchy of craft specialisations according to the type of goods they 

manufactured. The level of attached or independent control varies according to 

products produced. Lintel carvers were probably of a higher status than ceramic 

manufacturers, but of lesser standing than specialists who sculptured images for 

worship, or producers of other elite crafts such as jewellery. The nature of workshop 

recruitment is additionally difficult to assess, but we may envisage a potentially 

influential component upon the output of a specialised craft. Sinopoli (2003: 28) 

theorises that production units may be formed through kin relations, marriage, and 

hereditary relationships. Contemporary Khmer ceramic workshops are usually 

organised on a familial basis, with specific tasks divided according to gender. 

Although the craft of temple building in India appeared to be organised by kin and 

caste relationships (Boner and Śarmā, 1972: xliii, Michell, 1988: 56), it is unclear 

whether the medieval Khmer var�as were hereditary, for membership could also be 

bestowed (see Cœdès, 1951: 3 – 24, Mabbett, 1977a: 435, Dumarçay and Royère, 

2001: 6). Labour may additionally be supplied to the craft, by individuals being 

‘drafted’ or enslaved by institutions or elites. Much of the manual toil required to 

construct the monuments was probably carried out by the general labouring class of 

khñu� (see Vickery, 1998: 225 – 227, 439 – 440).51 In any case, the exercise of 

temple manufacture involved numerous groups of specialists each with their own 

rules of recruitment and relationship with political authority.  

 

There is little evidence to substantiate how knowledge of the trade was transmitted 

from artist to artist, or generation to generation. A pragmatic deduction would be that 

                                                
49 See Chapter 7.h., 7.i. 
50 See Chapter 7.a – 7.c., 7.e. 
51 On kñu�, khñu�, or ‘slaves’ also see Bongert (1959: 7 – 25), Chakravarti (1971: 121 – 142), Jacob 
(1979: 423 – 426), Jacques (1973: 71 – 76), Mabbett (1983: 44 – 63), Vickery (1999a). 
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the exchange of the skills and secrets of lintel sculpture were conveyed via a master 

and apprentice relationship. For instance, on the large projects of the 10th century 

(East Mebon MH395, Pre Rup MH390), the lintels of lesser skill were the work of 

apprentices and minor artists who developed their techniques by working on the less 

prominent lintels. Unfinished lintels illustrating the process of carving may indicate 

that the main panels were ‘dressed’ by apprentices and lesser artists before the master 

completed the work. Similarly, scant information exists about the payment of artisans. 

A combination of archaeological theory, comparison with analogous Southeast Asian 

circumstances, and epigraphic evidence about the conventional transfer of wealth in 

medieval Cambodia, allows speculation about the nature of payment. Conceivably, 

the medieval Khmer artists were obliged to provide their labour in exchange for 

‘staple finance’, or payment in subsistence rations, and land grants provisioned by the 

central authority (see Brumfiel and Earle, 1987: 4 – 6, D’Altroy and Earle, 1985: 187 

– 206).52 A comparable system of remuneration is recorded in 16th and 17th century 

Bali, where the kings of Gèlgèl and Klungkung paid draughtsman and painters in land 

(Ramseyer, 1977: 60 – 67).53 In medieval Cambodia, where there was system of 

easily exchanged currency, the inscriptions tell of a system of commerce where 

donations, payments, and taxes were exchanged between temples, individuals, and the 

state in numerous forms of including land, grain, livestock, textiles, and metals.54 

Because temple decoration was largely a form of ‘attached’ craft specialisation, it is 

probable that the production units were granted these items by the political authority 

in exchange for their services. 

 

The individuals who crafted the decorative lintels of the temples of Angkor were part 

of a large-scale operation of full-time artisans working in the segregated, highly 

specific setting of the building site, usually on the order of the central political 

authority under the auspices of the monarch.55 The sculptors were part of a broader 

social network of temple builders and material suppliers. Transformation of artisanal 

work-teams engaged in lintel carving may not be associated with equivalent changes 

in other elements of Angkorian craft production. For example, during the early to mid 
                                                
52 See Chapter 2.g. 
53 See Chapter 7.d. 
54 For studies on the Angkorian economy and commerce see Hall, 1970, Lustig, Evans and Richards, 
2007: 18 – 21, Ricklefs, 1967: 411 – 420, Sahai, 1970, 1977, Sedov, 1963: 73 – 81, Wicks, 1992: 183 – 
218, Vickery, 1985: 226 – 244, 1998. 
55 See Costin’s (1991: 9) ‘retainer workshop’, Chapter 2.h. 
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-10th century there is a general consistency in the production of decorative lintels, yet 

the enormous scale of the architectural program at Koh Ker operated on a 

substantially different trajectory and produced entirely new forms. The innovative 

forms include the distinct temple pyramid of the Prang (see above), and the nine 

prasats of Prasat Thom MH266, whose forms and configurations are not repeated. The 

combination of the annex buildings which encircle the shrines, and the galleries which 

flank the eastern causeway Prasat Thom MH266 were probably the architectural 

antecedents of the continuous galleries that characterise Phimeanakas MH367,02, Ta 

Keo MH383, the Baphuon MH366 and Angkor Wat MH418 (Boisselier, 1966: 82, 

Polkinghorne and Fletcher, 2003: 6 – 7). Between the 8th and 11th centuries, there was 

an overall rise in the number of lintels produced and an increased standardisation in 

their motif combinations. These changes suggest a transformation in the scale of 

production units and the institutional ability to control this production. Similarly the 

changes may be associated with developments of political complexity and the 

expansion of the Angkorian state. There are numerous alternative methodologies that 

could be employed to understand lintel and temple manufacture as a social process of 

craft specialisation in the Angkorian context. For example, estimations of comparative 

labour investment, or measures of the production steps required to manufacture a 

lintel or temple, akin to the work of George Groslier (1935: 158 – 176) on Banteay 

Chmar MH51, could be indicators of changes in production units.56 Efficiency or 

economising behaviour is a changing attribute of craft specialisation that measures the 

relative expense of the time, energy, and raw materials in the production of output 

(see Costin, 1991: 37). Such measures may be difficult to ascertain with the available 

data on decorative lintels, but are possibly more amenable for overall temple 

production. Materials and petrographic analysis could also yield significant 

information about the organisation of temple production. For instance, by measuring 

the hardness of stone on the central prasats of Ta Keo MH383 via the ‘Mohs Scale’, 

Dumarçay (1971b: 5, 1998: 99) argued that sculptural ornamentation of these 

structures was abandoned because the process was too difficult.57 Newman in 

Woodward (1997: 261 – 265) examined the sandstone composition of five different 

medieval Thai sculptures and suggested that, although not identical, the stone was 

                                                
56 For potential archaeological methodologies see Feinman, Upham, and Lightfoot (1981: 871 – 884), 
Costin and Hagstrum (1995: 619 – 639). 
57 The hardness of the Ta Keo stones on the Mohs Scale is 5, whereas other temples vary around the 3.5 
mark (Dumarçay, 1971b: 5, 1998: 99). See also Saurin (1952: 619 – 634). 
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similar enough to have come from the same general quarry area. Difference and 

similarity in the magnetic susceptibility of sandstone could also suggest changes to 

the provisioning and organisation of Angkorian production units (cf. Cunin, 2004: 

298 – 327, 2007: 176 – 180, Uchida et al, 2003: 221 – 232). These methodologies, 

including measures of craft specialisation are equally applicable to sites outside 

central and greater Angkor and would announce a new suite of questions regarding 

the character of specialised labour between the centre and periphery. 

 

8.f. Workshops on the periphery 

 

Studies of medieval Khmer artistic culture have typically focused on developments at 

the capital.58 Similarly, this study has examined transformation of the lintel 

production primarily in central and greater Angkor. Another avenue of potential 

research is to examine the transformation and nature of craft specialisation at 

peripheral sites. Conventional studies consider that change in provincial art was 

associated with change in art at the capital. Innovation of iconography and form is 

thought to develop in the centre and through a process of diffusion is disseminated to 

the periphery. For example, every artistic ‘style’, except for ‘Kompong Preah’ is 

eponymously named after sites at successive administrative, political, and symbolic 

Khmer capitals. Rather than deferring to a centre-out diffusionist model, the 

interaction between periphery sites and centres of political authority as should be 

appraised as heterogeneous and contextual. Motifs and ‘styles’ could transform on the 

periphery, subsist there independently, and influence the cosmopolitan traditions. For 

instance, Woodward (1997: 80) observed that 12th century nāga-protected Buddhas 

from Lopburi wear a crown ornamented with a band of lozenges, whereas those 

produced at Angkor bear rosettes. Comparison of artistic trends between regional and 

cosmopolitan centres could appraise to what degree and at what rate these 

transformations travel along routes of communication and transportation (cf. Brown, 

1994: 12 – 13). Formalised regional road networks were active as early as the 11th 

century (Hendrickson, 2007), and provided routes for the exchange of motifs, designs 

                                                
58 The focus on ‘lowland’ urban centres has also been a deficient approach of studies of Indianisation. 
Wolters (1982: 32) conceded that he had to “…remove vast territories from the historical map of earlier 
Southeast Asia.” Mabbett (1977b: 13)  suggested that when the early centralised kingdoms of 
Cambodia flourished, the greater part of the population continued its way of life without change. 
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and styles and the travel of craftspeople and workshops. It is possible to examine 

these issues with quantitative measures of motif combinations. By looking at the 

degree of standardisation within a single provincial area, it may be possible to identify 

a ‘fall-off curve’, that is, where influence of the centre ends, and the specific region 

begins (cf. Costin 1991: 41 – 42). For example, Bénisti (2003: 286 [1974]) in her 

description of a lintel from Preah Theat Thom MH148 equates rusticity with proof 

that this particular example was executed by a regional artisan far from the capital, 

where the plastic norms arrived only after a long propagation. 

 

 

Figure 8.17: Discrete motifs unique to Neak Buos MH597. On a lintel frieze, Vi��u (without 

his vehicle), and ��is praying in ‘architectural arches’ topped by chakachan shape flowers 

are motifs not seen at Angkor. Photo: Mitch Hendrickson. 

 

Despite acknowledgement of a complex interaction between centre and periphery, 

preliminary research on select pre-11th century ‘peripheral’ sites suggests a general 

centre-out model for the appearance of motifs. Of the 23 discrete motifs that appear 

on the lintels of Neak Buos MH597 in Preah Vihear province dated no earlier than CE 

900, 21 of these appear at Angkor earlier. Two motifs are peculiar to the lintels of 

Neak Buos (see Figure 8.17). At Phnom Chisor MH660 in Takeo province, of the 41 

discrete motifs that appear on the lintels dated no earlier than CE 1005, all appear at 

Angkor earlier. Likewise, at Preah Vihear MH624 of the 36 motifs that appear on the 

lintels dated no earlier than CE 1005, all appear at Angkor earlier. At Vat Phu LL339, 

all 27 motifs that appear on the lintels dated no earlier than CE 990, all appear at 

Angkor earlier. Moreover, this initial study suggests that although motifs are not 

rendered in the same way, in the Angkorian period they are formalised in central 

Angkor and appear in the provinces later. An increased data set of regional sites and 
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earlier lintels is needed to successfully appraise the changing process of artistic 

transmission across the landscape. Similarly, incorporation of other elements of 

diagnostic decorative material including colonnettes and pedestals will augment 

future investigation. 

 
“…une période de grande activité artistique, ce qui n'allait pas sans la 
puissance politique dans ces royaumes où les çilpin restaient groupés autour du 
souverain.”59 (Dupont, 1952: 82). 

 

During the building of large state foundations of substantial economic investment and 

ritual importance, the construction team and its executive were undoubtedly required 

to be grouped in the capital. But when building projects were located on the periphery 

of the city, and of the empire, was the same group or a section of that construction 

squad seconded to that area? Or were local specialists employed? Study of periphery 

traditions requires further investigation. The 11th century in particular appears a 

period of substantial change in the scale of regional artistic development. Woodward 

(2003: 128) suggests that local officials had the authority to conscript the finest 

craftsmen in the kingdom, and that in the 11th century and early 12th centuries the 

royal workshop travelled across the landscape completing several high profile works. 

After the completion of the Baphuon MH366 the royal workshop travelled over one 

hundred kilometres northeast to central modern day Preah Vihear province to 

construct Trapeang Khna Sen Keo MH252. Following achievement of this work, 

some carvers possibly continued onto Phimai on the Khorat plateau, where the quality 

of work exhibits the same quality of execution (Woodward, 2003: 128, 146). In the 

far northeast, a similar situation may have prevailed, for extensive work at Vat Phu 

LL339, carried out under the auspices of Jayavarman VI in the late 11th century bears 

striking similarities to the workmanship at Phimai (Dumarçay and Royere, 2001: 81). 

As a final comment on the potential of reviewing the relationships and traditions of 

medieval Khmer art on the periphery, it is useful to refer to Mary Helms (1988, 1993) 

who drew attention to the inherent power imbued in external traditions. In her view, 

skilled artisans from the centre who worked on the periphery were vehicles of 

technical knowledge and the symbolism of central political authority. Moreover, 

                                                
59 “…in these kingdoms a period of great artistic activity was attached to political power, where the 
śilpin remained grouped around the sovereign” (Dupont, 1952: 82). 
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through the act of skilled crafting, artisans and their patrons actively maintained the 

vital links connecting the centre of the polity and its people (Helms, 1993: 17). 

 

8.g. Conclusion 

 

 “Other disciplines could only try to understand historical processes, art history 
 alone could see evolution.” (Sauerländer, 1983: 265). 
 

Art history has been a productive instrument to assess the artistic sequence of the 

Angkorian monuments. It has also been used to great effect in appraising the religious 

life of the medieval Khmers. This study has applied art historical analyses to evaluate 

the detail of artistic transformation in decorative lintels, and to connect the artistic 

culture of the civilisation with the artists who created it. By perceiving the process of 

artistic transformation as generated by the actions of individual artists and collective 

workshops, the use of Indic iconographic and decorative elements is viewed as 

contextual selection and adaptation rather than passive acceptance of the ‘foreign’. 

The artistic culture of the Angkorian world has been described by conventional art 

histories in terms of the generalities of each period or ‘style’. As well as being 

characterised by relative similarity, each work of sculpture, decoration, and 

architecture is notable for its idiosyncratic differences. Project superintendents, 

workshop chiefs, and commissioning patrons had the authority to direct the main 

themes of an artistic production according to tradition or religious requirements, but 

the range and persistence of small-scale variations were operationally difficult to 

regulate. Therefore the uniqueness of each object can logically be considered as the 

creative behaviour of the medieval Khmer artists. Because the large-scale 

developments that characterise a ‘style’ or artistic period often begin as small-scale 

differences, the artists themselves can be perceived as the generators of artistic 

transformation. The producers of the artworks were social actors who operated as part 

of the network of craft specialists and within the broader medieval Khmer society. 

Consequently, the internal artistic changes that incorporated Indic components show 

how Angkorian authority figures and artists were active negotiators in the continuous 

and dynamic relationship between the Indian sub-continent and Kambuja. 
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Perceiving Angkorian art with stylistic classifications is inclined to lock attention onto 

the study of chronology. An artistic sequence is usually recognised by tracking 

changes in the form and characteristics of common motifs that appear across time. 

Because the ‘stylistics’ approach evaluates iconographies that are inherently similar, it 

impedes the assessment of variety and difference in the artistic record. Past studies 

have observed variation and studied artistic transformation, but change has typically 

been described as a general stylistic development in terms of the ‘whole’ context of 

Khmer art. Change of one iconographic and decorative schema into another was 

viewed retrospectively as following a path of linear ‘evolution’ specified by the 

application of ‘ideal’ artistic models. Acknowledging the medieval Khmer artists 

requires a methodology that can appraise and visualise variation in their artistic 

productions. The various elements of Khmer artistic culture changed at different rates 

and magnitudes. For instance, on the decorative lintel, the different structural 

elements like the central motif and the frieze often contained distinct motifs with ‘life-

spans’. Similarly, architecture, sculpture, and other branches of the ‘arts’ transformed 

over variable time periods and to different scales. By reviewing variation in elements 

of Khmer artistic culture one can distinguish the multifarious process of change that 

underlies its creations. Recognition of difference also highlights the difficulty of 

identifying a text or ‘ideal’ that could adequately account for the many distinctive 

combinations of iconography and form. Variation is measured in this instance by 

charting the selection, duration and discard of iconographical elements in decorative 

lintels. These uniquely Khmer productions of architectural sculpture that transformed 

in numerous directions and by different degrees are indicative of the creative genius 

of the Khmer artists who carved them. Superiors may have set the general trends of 

artistic change, but they did not impose requirements for idiosyncratic difference, 

which can be connected to the artists themselves.  

 

A detailed view of artistic transformation suggests that change be appraised 

contextually and not necessarily in reference to the broad stylistic classifications. 

Widening the scope of the quantitative methodology to encompass other elements of 

decoration and the architectural structures themselves allows recognition of variation 

in these components and enhances the ability to contribute to an agenda of artistic 

chronology beyond the ‘major’ monuments. Moreover, the statistical basis of art 

historical studies can be extended to distinguish the individuals, groups of individuals, 
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and social context of the people who made the art. Noting an increased 

standardisation in lintel design between the late 8th and early 11th centuries points to 

the changing organisation and structure of the craft specialisation responsible for 

lintel carving and temple manufacture. Whether informed by training and tradition, or 

directed by superiors, it was artists acting upon material that interpreted and adapted 

the Indian influence. Identifying indigenous elements in Angkorian art is not a task of 

subtracting the Indic iconography and appraising that which remains, but rather 

celebrating the creativeness of the medieval Khmer artistic process and makers. 
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Appendix 

 

A.a. Introduction 

 

Decorative lintels are particularly apt pieces of material culture to evaluate the 

transformation of art in the early historic and medieval periods of Khmer civilisation.1 

As one of the most robust and repeated elements of artistic culture Khmer artisans 

have endowed us with an extremely large and diverse corpus of lintels. To appraise 

artistic change this study has selected a specific sample of lintels representative of the 

multiplicity of these forms and iconographies. Furthermore, systematic tools of data 

assembly and analysis have been employed to reliably consider both the overall 

pattern and detail of artistic variation. The Appendix will describe the technical details 

of sample selection, data collection, and data analysis. In addition it supplies 

expanded versions of some of the graphic visualisations of artistic change presented in 

the body of the work, a glossary of terms, and reproduces both the entire dataset of 

lintels consulted in the study, and examples of the discrete iconographic 

characteristics perceived by the analysis. 

 

A.b. Sample Selection and Data Collection 

 

As the religious and economic focus of medieval Khmer communities there were 

abundant temple sites spread across the landscape. Many of these foundations 

possessed decorative lintels, and in numerous cases they remain in situ or on-site. The 

inventories of Lunet de Lajonquière (1902, 1907, 1911) give an idea of the enormous 

quantity of the medieval sites. Between 1900 and 1907, Lunet de Lajonquière, an 

officer of the French colonial military listed just under 1000 discrete sites in the 

Khmer empire which at its farthest extent reached onto the Malay peninsula, 

encompassed central and southern Thailand and Laos, all of Cambodia, and the 

Mekong delta region of Vietnam. More recently Pottier (1999) and Evans (2002, 

2007) have revealed the extent of temple foundations on the Angkorian plain 

numbering in the many hundreds. Given the considerable quantity of these 

establishments, the task of appraising the ‘entire’ corpus of sites and their respective 

                                                
1 See Chapter 1.b., Chapter 5.b. 
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decorative lintels is beyond the scope of a single study. Therefore to consider the 

detail and character of medieval Khmer artistic transformation, and potential 

associations with socio-political developments, a sample of sites and lintels were 

selected from a defined time period between the 7th and early 11th centuries CE. 

Although it is problematic to assign precise dates in all cases, the decorative lintels 

examined by the study date between 650 and 1050 CE. This time-span traverses the 

significant pre-Angkor/ Angkor transition, and examines change in decorative lintels 

associated with the development and expansion of the Angkorian Empire.2 The period 

follows the progressive investment in infrastructure devoted to temple manufacture 

before the culmination of resources in the massive state temple foundations of the 

Baphuon and Angkor Wat.  

 

Fieldwork was primarily concentrated on the central and greater Angkor region. To 

obtain an illustrative sample of decorative lintels sites were initially appraised on the 

basis of their inclusion in Lunet de Lajonquière’s inventory of this area contained in 

volume 3 of Inventaire descriptif des monuments du Cambodge (1911), and listed 

under the sroks or districts of Siem Reap, Sutnikom, and Puoc. As the study 

progressed additional sites and lintels were added both at Angkor and further afield to 

address the specific research questions of change in decorative material and the 

organisation of artistic production. Although extraordinary in its magnitude and 

scope, the significance of Lunet de Lajonquière’s inventories required critical 

assessment. The selection of sites in Lunet de Lajonquière’s lists were originally 

based on the surveys of Aymonier (1900, 1901, 1904), who apparently restricted his 

investigation to monuments which were in close proximity to the major roads (Lunet 

de Lajonquière, 1902: vi). Subsequently, Lunet de Lajonquière endeavoured to make 

as many deviations necessary with the assistance of the local Khmer people to identify 

additional sites of the medieval Khmer civilisation. But numerous sites were not in the 

immediate vicinity of roads, or remained unknown to the locals of the late 19th and 

early 20th centuries. Since Lunet de Lajonquière’s survey many additional sites have 

been located. Those ‘new’ sites with particular significance to the art of Kambuja 

were addressed by Stern and Coral-Rémusat (in particular see Table A.1) in their 

                                                
2 On the pre-Angkor/ Angkor transition see Vickery (1998: 33, 1999a: 49, 72) and expansion of 
economic base and empire for examples see Cœdès (1968: 103, 111, 114, 136 – 137), Kulke (1986: 8). 
Also see Chapter 6.f., 6.g., 7.g., 7.k., 8.d, 8.e. for an appraisal of change in decorative lintels during 
these periods. 
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definitions of stylistic categories. At Angkor these included temples like Ak Yum 

MH748 and Banteay Srei MH468. To address the detail of artistic change, and as a 

secondary concern, the substance of the conventional categorisations, the dataset 

incorporated the sites listed by Coral-Rémusat (Table A.1) as those representative of 

each stylistic classification. As well as the sites listed by Coral-Rémusat outside the 

key administrative centres, to conduct preliminary analysis of artistic models and 

workshops that operated beyond Angkor, a selection of periphery sites were also 

appraised. These included Vat Phu LL339, Neak Buos MH597 and Preah Vihear 

MH624. In the majority of cases it was possible to collect an adequate photographic 

record of decorative lintels on site. Although due to intermittent instances of looting, 

vandalism and site degradation the historic photo collection of the École française 

d'Extrême-Orient accessed at their Siem Reap centre provided a particularly 

invaluable resource of unseen lintels. Selected publications further supplemented the 

dataset with material no longer located in situ. The Conservation d’Angkor similarly 

holds a substantial collection of decorative lintels, when specifically provenanced 

were associated with sites from the study dataset. In the main, sites possess lintels that 

can be temporally associated with the edifices that accommodate them. On occasion, 

however, some buildings possess ‘re-used’ decorative lintels that are earlier in date 

compared with the buildings in which they are installed.3 Fieldwork and the assembly 

of photographs from existing publications and records yielded a total dataset of 472 

decorative lintels originating from 97 sites. 

 

                                                
3 For example see Western Prasat Top MH375, Phimeankas MH367,02, and Kdei Ta Kom MH551. 
See also Chapter 1.b. 
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Table A.1:‘Principal monuments grouped by Styles’ after Coral-Rémusat (1951:120 – 121). 

To examine the detail of artistic change in combination with the representativeness of the 

conventional stylistic categorisations, this study has examined the lintels of the sites included 

by Coral-Rémusat’s table. Coral-Rémusat’s did not distinguish each ‘transitionary style’, 

hence this study has labelled the categories ‘Transition A’,’ B’, ‘C’, and ‘D’. To precisely 

identify the sites included, I have added an inventory number to each site (in italics). 

 

date (CE) ‘Style’ Site 
from around 635 until the end 
of the 7th century 

Prei Khmeng Prei Khmeng MH484 
Svay Pream (the more ancient parts) MH471 
East door of Phnom Basset MH179 
Prei Prasat, South sanctuarie MH731 
Prasat Andet MH276 

from about the end of the 7th, 
and continuing throughout or 
part of the 8th century 

Kompong Preah Kompong Prah MH744 
Ak Yum (the more ancient parts) MH748 
Trapeang Phong (the more ancient parts) MH475 
West door of Phnom Basset MH179 
Phum Prasat MH188 

first half of the 9th century Kulen Prei Prasat (North sanctuarie) MH731 
Sambor C I MH197 

Damrei Krap MH450 

O Pong MH448 
Khting Slap MH763 
Rup Arak MH768 
Thma Dap MH764 
Koki MH774 
Kraham MH447 
Neak Ta MH451 

middle or third quarter of the 
9th century 

Transition Prasat Trapeang Phong (principal sanctuary) MH475 

Prasat Kok Pô (A & B) MH487 

last quarter of the 9th century Preah Kô Prah Kô (also known as Bakô-879) MH477 
Bakong (881) MH476 

Lolei (893) MH480 

finish of the 9th century, and 
debut of the 10th century 

Bakheng Phnom Bakheng MH414 

Phnom Krom MH423 

Phnom Bok MH437 

first quarter of the 10th 
century 

Transition Prasat Kravan (921) MH388 
Baksei Chamkrong (?) MH413 

second quarter of 10th 
century 

Koh Ker Koh Ker 

middle of 10th century Transition Mébon oriental (952) MH395 
Prè Rup (961) MH390 

second half of the 10th 
century 

Banteay Srei Bantéay Srei (967) MH468 

Prasat Sralao MH494 
Small monument behind the North Kléang LL480,06 

last years of the 10th century 
and first part of the 11th 
century 

Khleang Ta Kèo MH383 
North Kléang MH372,02 
Phiméanakas MH367,02 
South Kléang MH372,01 

Gopuras of Royal Palace MH367,01 

second quarter or middle of 
the 11th century 

Transition Phnom Chisor MH660 

Prah Vihear MH624 

Chai Srei Vibol MH456 
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Figure A.1: Regional map of sites in dataset. 
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Figure A.2: Map of sites in appraised by the study in the central and greater Angkor region. 

 

A.c. Decorative Database and Analysis 

 

After assembling a dataset of decorative lintels, their difference, similarity and 

variation were appraised in terms of the composition of discrete motifs. Whilst every 

lintel is unique in its combination of motifs and morphology, this study measured 

lintels as groupings of their iconographic characteristics. ‘Shape analysis’ 

methodologies that deal with statistical expressions of geometrical shape properties 

(e.g. see Costa and Cesar Jr., 2001, Dryden and Mardia, 1998, Golland, Grimson, and 

Kikinis, 1999, Lu et al, 2007) are another set of analytical tools which may be 
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employed in future studies. A simple way to discriminate variation is by examining 

the presence (or absence), tally, and position of each discrete motif. To facilitate the 

documentation of discrete motifs each lintel was divided into six structural elements 

(central motif, extremities, frieze, central band/arch, above arch/band, below 

arch/band) typical of these sculptures between the 7th and 11th centuries. The 

incidence and count of motifs was then recorded in a relational database. 389 

complete lintels where motifs are clearly discernable contain between 5 and 28 

discrete measured motifs (an average of 13.018). 

 

 
 

Figure A.3: Diagram of relational database structure. 
 

Each motif is labelled and registered in the database so that it cannot be mistaken for 

any other motif. Motifs range from the easily identifiable characters of the Hindu 

pantheon to stylised decorative forms reminiscent of the natural world. Many ‘labels’ 

or descriptions for motifs were derived from Chan Vitharin and Preap Chanmara’s 

(2005) Kbach, which investigated the creation and elaboration of Khmer decorative 

and architectural ornamentation. Among these were the mythical ‘goose tail’ shape, 

the ‘fish egg’ shape, a row of fish eggs surrounded by lotus petals called ‘romduol’, 

the ‘chakachan’ shape named after a steamed rice flour sweet cut in the shape of a 

diamond, the hanging ornament called ‘romyoul’ after the flower of the Nymphaea 

Lotus, and the spiral snail shell or ‘vong hien’ shape (Chan Vitharin and Preap 

Chanmara, 2005: 2, 5 – 6, 48, 56 – 57, 396, 403 – 407, 495). The relational database 
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recorded 5438 instances of 140 discrete motifs (see Appendix A.f.) appearing in the 

total dataset. 

 

 
 

Figure A.4: Recording of discrete motifs into the relational database. Decorative lintels were 

divided into six structural elements and the ‘position’ of each characteristic was noted 

accordingly. Here the central motif from Prasat B4 of Pre Rup MH390 is registered in the 

database as the discrete motif of Kala/Kirtimukha (with inverted fleuron and without hands). 

 
Documentation of motifs in the relational database allowed the systematic analysis of 

an enormous corpus of decorative material, beyond the capacity of unaided visual 

memory. Constructed using ‘Microsoft Access’ manipulation of the ‘Query’ function 

permits the user to view and analyse data in a myriad of different ways. The 

occurrence and tally of each motif could be compared with every other motif, lintel 

with lintel, and site with site. Both simple and complex statistical methods were used. 

Basic measures charted the number of motifs in each ‘style’4 or time period5, the 

                                                
4 See Chapter 6.c., Figure 6.6, 6.7, 6.10, Chapter 8.b., Figure 8.2, 8.3. 
5 See Chapter 7.g., Figure 7.10. 
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percentage of lintels in which particular motifs appear6, or the appearance and 

duration of specific motifs across time7. The number of lintels evaluated in each 

quantitative example varies according to the specific time period under investigation, 

the specific ‘styles’ addressed, and whether complete lintels and/or lintel fragments 

are addressed. To appraise the total combination of motifs on each lintel with every 

other lintel, a more sophisticated statistical measure was used. Principal Components 

Analysis (PCA) allows us to assess each lintel as the total combination of its motifs. 

PCA is a technique of multivariate statistical analysis that expresses complex groups 

of data into ‘lower’ levels for analysis while preserving as much as possible of the 

variation in the original data (Jolliffe, 1986: 1). PCA is often applied in investigations 

of ‘scientific’ data, but is also pertinent to ‘artistic’ cultural outputs. The employment 

of PCA and alternative statistical methodologies to literature for stylistic description 

and authorship attribution has a thirty-five year history (see Potter, 1991: 401 – 429, 

Holmes, 1994: 87 – 106, see also Craig, 2007: 273 – 288). In the study of prehistoric 

and early historic mainland Southeast Asia, PCA related techniques have been used in 

a variety of applications, from palynological records in northeast Thailand (Penny, 

2001: 97 – 128) to trace materials in glass bead assemblages (Dussubieux and 

Gratuze, 2003: 135 – 148, Latinis, 2004: 108 – 131). PCA measures how decorative 

lintels relate to each other based on their motif composition. Each lintel, measured as 

an aggregate of its motifs is assigned a xy weighting based on the original values. 

Plotting the results of the PCA visualises the relative difference (loose clustering) or 

similarity (tight clustering) of the decorative lintels8 and offers a new suite of 

analytical tools to appraise early historic Southeast Asian artistic material. 

                                                
6 See Chapter 6.e., Figure 6.13. 
7 See Chapter 6.f., Figure 6.14, 6.15, Chapter 8.b., Figure 8.1 (see also Appendix A.d., Figures A.9, 
A.10, A.11). 
8 See Chapter 6.b., 6.h., Figure 6.1, 6.2, 6.4, 6.5, 6.17, 6.20, 6.22, Chapter 7.g., 7.l., Figure 7.9, 7.26, 
Chapter 8.d., 8.e. (see also Appendix A.d., Figures A.5, A.6, A.7, A.8). 
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A.d. Expanded Figures and Charts 
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A.e. Dataset of Decorative Lintels 
 
Legend 
Site Name: after Bruguier’s Bibliographie du Cambodge ancien (1998). 
Alternative Names: as above. 
MH no.: after École française d'Extrême-Orient’s Monument historiques inventory 
(Anonymous, 1952). 
LL no.: after Lunet de Lajonquière’s inventory (Lunet de Lajonquière, 1902, 1907, 1911, 
see also Parmentier, 1913, 1927, 1935a, 1939). 
MP Lintel ID: after database constructed for this study. 
Structure: temple edifice where lintel was located (if known). 
Position/Façade: directional position of lintel (if known). 
Northings: geographical position of site, Datum: WGS 1984 UTM Zone 48N (if known). 
Eastings: as above. 
Notes: source of photo if not taken by author. 
 

Site Name: Ak Yum 
Alternative Names:  
MH no.: 748 
LL no.:  
MP Lintel ID: 394 
Structure:  
Position/Façade:  
Northings: 1484454.9235 
Eastings: 367592.9489 
Notes: EFEO Photo PINV8609 
INVLU8577 1933 

 

Site Name: Ak Yum 
Alternative Names:  
MH no.: 748 
LL no.:  
MP Lintel ID: 395 
Structure:  
Position/Façade:  
Northings: 1484454.9235 
Eastings: 367592.9489 
Notes: EFEO Photo PINV8610 
INVLU8578 1933, DCA 2901 
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Site Name: Ak Yum 
Alternative Names:  
MH no.: 748 
LL no.:  
MP Lintel ID: 396 
Structure:  
Position/Façade:  
Northings: 1484454.9235 
Eastings: 367592.9489 
Notes: EFEO Photo PINV10771 
INVLU18926 1967 

 

Site Name: Ak Yum 
Alternative Names:  
MH no.: 748 
LL no.:  
MP Lintel ID: 397 
Structure:  
Position/Façade:  
Northings: 1484454.9235 
Eastings: 367592.9489 
Notes: EFEO Photo DCA 2898 CL26-252 

 

Site Name: Ak Yum 
Alternative Names:  
MH no.: 748 
LL no.:  
MP Lintel ID: 398 
Structure:  
Position/Façade:  
Northings: 1484454.9235 
Eastings: 367592.9489 
Notes: EFEO Photo DCA 2785 

 

Site Name: Ak Yum 
Alternative Names:  
MH no.: 748 
LL no.:  
MP Lintel ID: 399 
Structure:  
Position/Façade:  
Northings: 1484454.9235 
Eastings: 367592.9489 
Notes: Boisselier (1968: fig. 18) 
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Site Name: Ak Yum 
Alternative Names:  
MH no.: 748 
LL no.:  
MP Lintel ID: 8 
Structure: Central Sanctuary 
Position/Façade: North 
Northings: 1484454.9235 
Eastings: 367592.9489 
Notes: Reproduced from Trouvé 
excavation photos in Boisselier (1968: fig 
22) 

 

Site Name: Andet 
Alternative Names:  
MH no.: 276 
LL no.: 186 
MP Lintel ID: 525 
Structure:  
Position/Façade:  
Northings: 1413954 
Eastings: 469165 
Notes:  

 

Site Name: Andông E Thbong 
Alternative Names: Neak Ta 
MH no.: 451 
LL no.: 559 
MP Lintel ID: 449 
Structure:  
Position/Façade:  
Northings: 1496056.553 
Eastings: 409554.357 
Notes: Stern (1938a: pl. XXXIV, c) 
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Site Name: Anlong Thom 
Alternative Names: Sak Tuk 
MH no.: 770 
LL no.: 554.03 
MP Lintel ID: 400 
Structure:  
Position/Façade:  
Northings: 1495756.411 
Eastings: 408993.726 
Notes: Stern (1938a: pl. XXXV, b) 

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 11 
Structure:  
Position/Façade:  
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes: DCA 

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 12 
Structure: Prasat 8? 
Position/Façade:  
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  
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Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 13 
Structure: Prasat 1 
Position/Façade: East 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 18 
Structure: Indeterminate 
Position/Façade:  
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 19 
Structure: Prasat 2 
Position/Façade: East 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  
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Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 20 
Structure: Prasat 2 
Position/Façade: North 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 21 
Structure: Prasat 2 
Position/Façade: South 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 22 
Structure: Prasat 3 
Position/Façade: East 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 



73 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 23 
Structure: Prasat 3 
Position/Façade: North 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:   

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 24 
Structure: Prasat 4 
Position/Façade: East 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 25 
Structure: Prasat 4 
Position/Façade: North 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 



74 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 26 
Structure: Prasat 4 
Position/Façade: West 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 27 
Structure: Prasat 5 
Position/Façade: East 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 28 
Structure: Prasat 5 
Position/Façade: North 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 



75 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 29 
Structure: Prasat 5 
Position/Façade: West 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 30 
Structure: Prasat 5 
Position/Façade: South 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 31 
Structure: Prasat 6 
Position/Façade: North 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 



76 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 32 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 33 
Structure: Prasat 2, 3rd Enclosure 
Position/Façade: East 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 34 
Structure: Prasat 2, 3rd Enclosure 
Position/Façade: North 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 



77 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 35 
Structure: Prasat 2, 3rd Enclosure 
Position/Façade:  
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 36 
Structure: Prasat 4, 3rd Enclosure 
Position/Façade: North 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 37 
Structure: Prasat 13, 3rd Enclosure 
Position/Façade:  
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 



78 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 38 
Structure: Prasat 14, 3rd Enclosure 
Position/Façade:  
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 286 
Structure:  
Position/Façade:  
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes: EFEO Photo DCA4410 

 

Site Name: Bakong 
Alternative Names:  
MH no.: 476 
LL no.: 584 
MP Lintel ID: 536 
Structure: Prasat 4 
Position/Façade: South 
Northings: 1474530.8235 
Eastings: 389026.0999 
Notes:  

 



79 

Site Name: Baksei Chamkrong 
Alternative Names:  
MH no.: 413 
LL no.: 495 
MP Lintel ID: 14 
Structure:  
Position/Façade: East 
Northings: 1484452.9139 
Eastings: 376404.0129 
Notes:  

 

Site Name: Baksei Chamkrong 
Alternative Names:  
MH no.: 413 
LL no.: 495 
MP Lintel ID: 15 
Structure:  
Position/Façade: North 
Northings: 1484452.9139 
Eastings: 376404.0129 
Notes:  

 

Site Name: Baksei Chamkrong 
Alternative Names:  
MH no.: 413 
LL no.: 495 
MP Lintel ID: 16 
Structure:  
Position/Façade: West 
Northings: 1484452.9139 
Eastings: 376404.0129 
Notes:  

 



80 

Site Name: Baksei Chamkrong 
Alternative Names:  
MH no.: 413 
LL no.: 495 
MP Lintel ID: 17 
Structure:  
Position/Façade: South 
Northings: 1484452.9139 
Eastings: 376404.0129 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 79 
Structure: Annex? 
Position/Façade:  
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 80 
Structure: Eastern Gopura II 
Position/Façade: East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



81 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 81 
Structure: 2nd enclosure SE Annex 
Building 
Position/Façade: North 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 82 
Structure: Western Gopura II 
Position/Façade: East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 83 
Structure: Central Prasat 
Position/Façade: North 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



82 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 84 
Structure: Central Prasat 
Position/Façade: West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 85 
Structure: Central Prasat 
Position/Façade: South 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 86 
Structure: Mandapa 
Position/Façade: South 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



83 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 87 
Structure: North Prasat 
Position/Façade: East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 88 
Structure: North Prasat 
Position/Façade: North 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 89 
Structure: North Prasat 
Position/Façade: West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



84 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 90 
Structure: North Prasat 
Position/Façade: South 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 91 
Structure: South Prasat 
Position/Façade: East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 92 
Structure: South Prasat 
Position/Façade: North 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



85 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 93 
Structure: South Prasat 
Position/Façade: West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 94 
Structure: South Prasat 
Position/Façade: South 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 95 
Structure:  
Position/Façade:  
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



86 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 96 
Structure: 2nd enclosure NW Annex 
Position/Façade: South 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 97 
Structure: Western Gopura I 
Position/Façade: West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 98 
Structure: Western Gopura I 
Position/Façade: South door, West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



87 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 99 
Structure: Western Gopura I 
Position/Façade: North door, West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 100 
Structure: Western Gopura I 
Position/Façade: South door, East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 101 
Structure: Western Gopura I 
Position/Façade: North door, East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



88 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 102 
Structure: 2nd enclosure NE Annex 
Position/Façade: South 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 103 
Structure: 2nd enclosure SW annex 
Position/Façade: North 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 104 
Structure: North Library 
Position/Façade: East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



89 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 105 
Structure: North Library 
Position/Façade: West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 106 
Structure: South Library 
Position/Façade: East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 107 
Structure: South Library 
Position/Façade: West 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



90 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 108 
Structure: Mandapa 
Position/Façade: East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 109 
Structure: Mandapa 
Position/Façade: North 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 110 
Structure: Mandapa 
Position/Façade: Internal East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 



91 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 111 
Structure: Central Prasat 
Position/Façade: Internal East 
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Banteay Srei 
Alternative Names:  
MH no.: 468 
LL no.: 546.02 
MP Lintel ID: 112 
Structure:  
Position/Façade:  
Northings: 1503605.24239 
Eastings: 387840.557635 
Notes:  

 

Site Name: Bat Chum 
Alternative Names:  
MH no.: 389 
LL no.: 536 
MP Lintel ID: 302 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1484517.9207 
Eastings: 381763.053 
Notes:  

 



92 

Site Name: Bat Chum 
Alternative Names:  
MH no.: 389 
LL no.: 536 
MP Lintel ID: 303 
Structure: North Prasat 
Position/Façade: East 
Northings: 1484517.9207 
Eastings: 381763.053 
Notes:  

 

Site Name: Bei 
Alternative Names: Cei 
MH no.: 412 
LL no.: 494 
MP Lintel ID: 304 
Structure: South Prasat 
Position/Façade: East 
Northings: 1484542.9156 
Eastings: 376194.0077 
Notes:  

 

Site Name: Bei 
Alternative Names: Cei 
MH no.: 412 
LL no.: 494 
MP Lintel ID: 305 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1484542.9156 
Eastings: 376194.0077 
Notes:  

 



93 

Site Name: Beng Kong 
Alternative Names:  
MH no.: 523 
LL no.: 650 
MP Lintel ID: 307 
Structure:  
Position/Façade:  
Northings: 1507128 
Eastings: 347394 
Notes: EFEO Photo PINV10328 
INVLU10740 1939 DCA5005  

Site Name: Bos Neak 
Alternative Names:  
MH no.: 771 
LL no.: 556.01 
MP Lintel ID: 428 
Structure:  
Position/Façade:  
Northings: 1493170.6833 
Eastings: 409420.963115 
Notes: Stern (1938a: pl. XXXIV, a) 

 

Site Name: Cedei 
Alternative Names:  
MH no.: 424 
LL no.: 502 
MP Lintel ID: 308 
Structure: Prasat 
Position/Façade: East 
Northings: 1473543.8344 
Eastings: 369762.9583 
Notes:  

 



94 

Site Name: Char 
Alternative Names:  
MH no.: 488 
LL no.: 598 
MP Lintel ID: 309 
Structure:  
Position/Façade:  
Northings: 1490277.9682 
Eastings: 370675.9712 
Notes:  

 

Site Name: Char 
Alternative Names:  
MH no.: 488 
LL no.: 598 
MP Lintel ID: 310 
Structure:  
Position/Façade:  
Northings: 1490277.9682 
Eastings: 370675.9712 
Notes:  

 



95 

Site Name: Chau Srei Vibol 
Alternative Names: Vat Trach, Vat 
Banteay 
MH no.: 456 
LL no.: 564 
MP Lintel ID: 429 
Structure:  
Position/Façade:  
Northings: 1483576 
Eastings: 394324 
Notes:  

 

Site Name: Chau Srei Vibol 
Alternative Names: Vat Trach, Vat 
Banteay 
MH no.: 456 
LL no.: 564 
MP Lintel ID: 430 
Structure:  
Position/Façade:  
Northings: 1483576 
Eastings: 394324 
Notes:   

Site Name: Chau Srei Vibol 
Alternative Names: Vat Trach, Vat 
Banteay 
MH no.: 456 
LL no.: 564 
MP Lintel ID: 431 
Structure:  
Position/Façade:  
Northings: 1483576 
Eastings: 394324 
Notes:  

 



96 

Site Name: Chau Srei Vibol 
Alternative Names: Vat Trach, Vat 
Banteay 
MH no.: 456 
LL no.: 564 
MP Lintel ID: 432 
Structure:  
Position/Façade:  
Northings: 1483576 
Eastings: 394324 
Notes:  

 

Site Name: Chen 
Alternative Names:  
MH no.: 261 
LL no.: 271 
MP Lintel ID: 529 
Structure:  
Position/Façade:  
Northings: 1522165.9067 
Eastings: 450496.399199 
Notes: Parmentier (1939: pl. XXXVII, b) 

 

Site Name: Chhuk 
Alternative Names:  
MH no.: 439 
LL no.: 549 
MP Lintel ID: 311 
Structure: South Prasat 
Position/Façade: East 
Northings: 1489954.954 
Eastings: 390277.1264 
Notes:  

 



97 

Site Name: Chrei 
Alternative Names:  
MH no.: 765 
LL no.: 553.03 
MP Lintel ID: 433 
Structure:  
Position/Façade:  
Northings: 1492744.64615 
Eastings: 408657.646545 
Notes: Stern (1938a: pl. XXXVI, c) 

 

Site Name: Damrei 
Alternative Names:  
MH no.: 260 
LL no.: 269 
MP Lintel ID: 405 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1523842.935 
Eastings: 450198.908 
Notes: Parmentier (1939: pl. XXXVII, a) 

 

Site Name: Damrei Krap 
Alternative Names:  
MH no.: 450 
LL no.: 558 
MP Lintel ID: 281 
Structure: Tour Central 
Position/Façade: East 
Northings: 1494444.873 
Eastings: 407499.462 
Notes: EFEO Photo PINV9689 
INVLU1321 1937 DCA3860  

 



98 

Site Name: Damrei Krap 
Alternative Names:  
MH no.: 450 
LL no.: 558 
MP Lintel ID: 287 
Structure: Tour Sud 
Position/Façade: East 
Northings: 1494444.873 
Eastings: 407499.462 
Notes: EFEO Photo PINV5518 
INVLU1313 1937  

Site Name: Daun Meas 
Alternative Names:  
MH no.: 775 
LL no.: 556.11 
MP Lintel ID: 434 
Structure:  
Position/Façade:  
Northings: 1496596.73209 
Eastings: 404059.99558 
Notes: Stern (1938a: pl. XXXIV, b) 

 

Site Name: Daung Kuk 
Alternative Names: Banteay Pir Chean 
MH no.: 264 
LL no.: 274 
MP Lintel ID: 401 
Structure: South Annex 
Position/Façade: West 
Northings: 1523021.48 
Eastings: 451613.777 
Notes: Parmentier (1939: pl. XXXV, b) 

 



99 

Site Name: Dei Chnan 
Alternative Names:  
MH no.: 0 
LL no.: 281.16 
MP Lintel ID: 426 
Structure:  
Position/Façade:  
Northings: 0 
Eastings: 0 
Notes: Parmentier (1939: pl. XXXVIII, a) 

 

Site Name: Kapilapura 
Alternative Names: Mong Neak Ta Maha 
Ru'sei 
MH no.: 714 
LL no.: 492 
MP Lintel ID: 316 
Structure:  
Position/Façade:  
Northings: 1483856.9052 
Eastings: 378146.0299 
Notes: EFEO Photo PINV2630 
INVLU5414 

 

Site Name: Kdei Ta Kom 
Alternative Names:  
MH no.: 551 
LL no.: 683 
MP Lintel ID: 436 
Structure:  
Position/Façade:  
Northings: 1518649.145 
Eastings: 353514.969 
Notes:  

 



100 

Site Name: Kdei Ta Kom 
Alternative Names:  
MH no.: 551 
LL no.: 683 
MP Lintel ID: 437 
Structure:  
Position/Façade:  
Northings: 1518649.145 
Eastings: 353514.969 
Notes:  

 

Site Name: Kdei Ta Kom 
Alternative Names:  
MH no.: 551 
LL no.: 683 
MP Lintel ID: 438 
Structure:  
Position/Façade:  
Northings: 1518649.145 
Eastings: 353514.969 
Notes:  

 

Site Name: Kduong 
Alternative Names: Kok Prasat 
MH no.: 522 
LL no.: 649 
MP Lintel ID: 317 
Structure: Tour North 
Position/Façade:  
Northings: 1505825 
Eastings: 347702 
Notes: EFEO Photo PINV10935 
INVLU1500 1939 CA4978. Now in 
Tokyo National Museum.  



101 

Site Name: Kduong 
Alternative Names: Kok Prasat 
MH no.: 522 
LL no.: 649 
MP Lintel ID: 318 
Structure: Tour South 
Position/Façade:  
Northings: 1505825 
Eastings: 347702 
Notes: EFEO Photo PINV10308 
INVLU1501 1939 CA4977  

Site Name: Kduong 
Alternative Names: Kok Prasat 
MH no.: 522 
LL no.: 649 
MP Lintel ID: 319 
Structure: Tour South 
Position/Façade:  
Northings: 1505825 
Eastings: 347702 
Notes: EFEO Photo PINV10307 
INVLU1502 1939 CA4976  

Site Name: Kduong 
Alternative Names: Kok Prasat 
MH no.: 522 
LL no.: 649 
MP Lintel ID: 320 
Structure:  
Position/Façade:  
Northings: 1505825 
Eastings: 347702 
Notes: EFEO Photo PINV10306 
INVLU1503 1939 CA4975  



102 

Site Name: Khleang Nord 
Alternative Names:  
MH no.: 372.02 
LL no.: 480.02 
MP Lintel ID: 439 
Structure:  
Position/Façade:  
Northings: 1489881.99 
Eastings: 376688.05 
Notes:  

 

Site Name: Khleang Nord 
Alternative Names:  
MH no.: 372.02 
LL no.: 480.02 
MP Lintel ID: 440 
Structure:  
Position/Façade:  
Northings: 1489881.99 
Eastings: 376688.05 
Notes:  

 

Site Name: Khleang Nord 
Alternative Names:  
MH no.: 372.02 
LL no.: 480.02 
MP Lintel ID: 441 
Structure:  
Position/Façade:  
Northings: 1489881.99 
Eastings: 376688.05 
Notes: Roveda (2005: 352) 

 

Site Name: Khleang Nord 
Alternative Names:  
MH no.: 372.02 
LL no.: 480.02 
MP Lintel ID: 442 
Structure:  
Position/Façade:  
Northings: 1489881.99 
Eastings: 376688.05 
Notes: Coral-Rémusat (1951: pl. X, fig. 
30) 

 



103 

Site Name: Khleang Sud 
Alternative Names:  
MH no.: 372.01 
LL no.: 480.01 
MP Lintel ID: 443 
Structure:  
Position/Façade: East 
Northings: 1486582.65 
Eastings: 376687.56 
Notes:  

 

Site Name: Khleang Sud 
Alternative Names:  
MH no.: 372.01 
LL no.: 480.01 
MP Lintel ID: 444 
Structure:  
Position/Façade:  
Northings: 1486582.65 
Eastings: 376687.56 
Notes: Roveda (2005: 352) 

 

Site Name: Khnat 
Alternative Names:  
MH no.: 482 
LL no.: 592 
MP Lintel ID: 321 
Structure:  
Position/Façade:  
Northings: 1483657.9157 
Eastings: 366469.9391 
Notes: EFEO Photo PINV31184 
INVLU130 Stern 1936 DCA5966 
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Site Name: Khnat 
Alternative Names:  
MH no.: 482 
LL no.: 592 
MP Lintel ID: 322 
Structure:  
Position/Façade:  
Northings: 1483657.9157 
Eastings: 366469.9391 
Notes: EFEO Photo PINV31184 
INVLU131 Stern 1936 also PINV1246 
INVLU632 

 

Site Name: Khnat 
Alternative Names:  
MH no.: 482 
LL no.: 592 
MP Lintel ID: 323 
Structure:  
Position/Façade:  
Northings: 1483657.9157 
Eastings: 366469.9391 
Notes: EFEO Photo PINV1245 
INVLU631  

Site Name: Khnat 
Alternative Names:  
MH no.: 482 
LL no.: 592 
MP Lintel ID: 324 
Structure: South  
Position/Façade:  
Northings: 1483657.9157 
Eastings: 366469.9391 
Notes: EFEO Photo PINV11553 
INVLU18952 1968 DCA5964  



105 

Site Name: Khnat 
Alternative Names:  
MH no.: 482 
LL no.: 592 
MP Lintel ID: 534 
Structure:  
Position/Façade:  
Northings: 1483657.9157 
Eastings: 366469.9391 
Notes: MAFKATA Campaign Report 
2000 

 

Site Name: Khting Slap 
Alternative Names:  
MH no.: 763 
LL no.: 558.06 
MP Lintel ID: 445 
Structure:  
Position/Façade:  
Northings: 1491715.05636 
Eastings: 409562.9755 
Notes: Stern (1938a: pl. XXXIII, a) 

 

Site Name: Khting Slap 
Alternative Names:  
MH no.: 763 
LL no.: 558.06 
MP Lintel ID: 446 
Structure: Gopura 
Position/Façade:  
Northings: 1491715.05636 
Eastings: 409562.9755 
Notes: Stern (1938a: pl. XXXV, c) 

 

Site Name: Koh Ker 
Alternative Names:  
MH no.:  
LL no.:  
MP Lintel ID: 402 
Structure:  
Position/Façade:  
Northings:  
Eastings:  
Notes:  
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. 

Site Name: Koh Ker 
Alternative Names:  
MH no.:  
LL no.:  
MP Lintel ID: 403 
Structure:  
Position/Façade:  
Northings:  
Eastings:  
Notes:  

 

Site Name: Kôk 
Alternative Names: Preah Dak 
MH no.: 462 
LL no.: 570 
MP Lintel ID: 328 
Structure: Tour 2  
Position/Façade:  
Northings: 1473393.244 
Eastings: 405718.392 
Notes: EFEO Photo PINV10065 
INVLU8130 1938 CA4503  

Site Name: Kôk 
Alternative Names: Preah Dak 
MH no.: 462 
LL no.: 570 
MP Lintel ID: 329 
Structure: Tour 3 
Position/Façade:  
Northings: 1473393.244 
Eastings: 405718.392 
Notes: EFEO Photo PINV10067 
INVLU8132 1938 CA4505  
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Site Name: Kôk 
Alternative Names: Preah Dak 
MH no.: 462 
LL no.: 570 
MP Lintel ID: 330 
Structure: Tour 3 
Position/Façade:  
Northings: 1473393.244 
Eastings: 405718.392 
Notes: EFEO Photo PINV10068 
INVLU8135 1938 CA4506  

Site Name: Kôk Chak 
Alternative Names:  
MH no.: 420 
LL no.: 544.01 
MP Lintel ID: 331 
Structure: South Prasat 
Position/Façade: East 
Northings: 1480289.8813 
Eastings: 375095.9993 
Notes:  

 

Site Name: Kôk Chak 
Alternative Names:  
MH no.: 420 
LL no.: 544.01 
MP Lintel ID: 332 
Structure: North Prasat 
Position/Façade: East 
Northings: 1480289.8813 
Eastings: 375095.9993 
Notes:  
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Site Name: Kôk Daung 
Alternative Names:  
MH no.: 759 
LL no.: 602 
MP Lintel ID: 333 
Structure:  
Position/Façade:  
Northings: 1486455.9362 
Eastings: 360794.8935 
Notes: EFEO Photo PINV9147 
INVLU11211 Rap 05/34 1934 CA3143  

Site Name: Kôk Daung 
Alternative Names:  
MH no.: 759 
LL no.: 602 
MP Lintel ID: 334 
Structure:  
Position/Façade:  
Northings: 1486455.9362 
Eastings: 360794.8935 
Notes: EFEO Photo PINV9148 
INVLU11212 Rap 05/34 1934 CA3144 

 

Site Name: Kôk Daung 
Alternative Names:  
MH no.: 759 
LL no.: 602 
MP Lintel ID: 335 
Structure:  
Position/Façade:  
Northings: 1486455.9362 
Eastings: 360794.8935 
Notes: EFEO Photo PINV9148 
INVLU11212 Rap 05/34 1934 CA3144 
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Site Name: Kôk Daung 
Alternative Names:  
MH no.: 759 
LL no.: 602 
MP Lintel ID: 336 
Structure:  
Position/Façade:  
Northings: 1486455.9362 
Eastings: 360794.8935 
Notes: EFEO Photo PINV9149 
INVLU11214 Rap 05/34 1934 CA3145 

 

Site Name: Kôk Kandal 
Alternative Names:  
MH no.: 0 
LL no.: 620 
MP Lintel ID: 337 
Structure:  
Position/Façade:  
Northings: 1494521.0046 
Eastings: 371810.9869 
Notes:  

 

Site Name: Kôk Kandal 
Alternative Names:  
MH no.: 0 
LL no.: 620 
MP Lintel ID: 338 
Structure:  
Position/Façade:  
Northings: 1494521.0046 
Eastings: 371810.9869 
Notes:  
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Site Name: Kôk Kuk 
Alternative Names:  
MH no.: 492 
LL no.: 606 
MP Lintel ID: 339 
Structure:  
Position/Façade:  
Northings: 1493899.0012 
Eastings: 369841.97 
Notes:  

 

Site Name: Kôk Kuk 
Alternative Names:  
MH no.: 492 
LL no.: 606 
MP Lintel ID: 340 
Structure:  
Position/Façade:  
Northings: 1493899.0012 
Eastings: 369841.97 
Notes:  

 

Site Name: Kôk Pô 
Alternative Names:  
MH no.: 487 
LL no.: 597 
MP Lintel ID: 122 
Structure:  
Position/Façade:  
Northings: 1488991.96 
Eastings: 367466.9442 
Notes:  
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Site Name: Kôk Pô 
Alternative Names:  
MH no.: 487 
LL no.: 597 
MP Lintel ID: 123 
Structure: Sanctuary B 
Position/Façade: South 
Northings: 1488991.96 
Eastings: 367466.9442 
Notes:  

 

Site Name: Kôk Pô 
Alternative Names:  
MH no.: 487 
LL no.: 597 
MP Lintel ID: 124 
Structure: Sanctuary A 
Position/Façade:  
Northings: 1488991.96 
Eastings: 367466.9442 
Notes: Jessup and Zéphir (1997: 196 - 
197) 

 

Site Name: Kôk Pô 
Alternative Names:  
MH no.: 487 
LL no.: 597 
MP Lintel ID: 288 
Structure: Sanctuary B 
Position/Façade:  
Northings: 1488991.96 
Eastings: 367466.9442 
Notes: EFEO Photo CA4328  
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Site Name: Kôk Pô 
Alternative Names:  
MH no.: 487 
LL no.: 597 
MP Lintel ID: 531 
Structure: Sanctuary D 
Position/Façade:  
Northings: 1488991.96 
Eastings: 367466.9442 
Notes: Stern 

 

Site Name: Kôk Svay Pream 
Alternative Names:  
MH no.: 471 
LL no.: 579 
MP Lintel ID: 125 
Structure: Tour Central 
Position/Façade:  
Northings: 1472485.7998 
Eastings: 387710.0961 
Notes: EFEO Photo CA3863 PINV9692 
INVLU12530 DCA3454   

Site Name: Kôk Svay Pream 
Alternative Names:  
MH no.: 471 
LL no.: 579 
MP Lintel ID: 126 
Structure: North Tower 
Position/Façade:  
Northings: 1472485.7998 
Eastings: 387710.0961 
Notes: DCA3464 
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Site Name: Kôk Svay Pream 
Alternative Names:  
MH no.: 471 
LL no.: 579 
MP Lintel ID: 280 
Structure: Tour South 
Position/Façade: unknown 
Northings: 1472485.7998 
Eastings: 387710.0961 
Notes: EFEO Photo CA3867 PINV9696 
INVLU12534  

Site Name: Kôk Svay Pream 
Alternative Names:  
MH no.: 471 
LL no.: 579 
MP Lintel ID: 289 
Structure: Tour Central 
Position/Façade:  
Northings: 1472485.7998 
Eastings: 387710.0961 
Notes: EFEO Photo CA3864 PINV9693 
INVLU12531  

Site Name: Kôk Ta Ro 
Alternative Names: Daun Ap 
MH no.: 431 
LL no.: 513 
MP Lintel ID: 342 
Structure:  
Position/Façade:  
Northings: 1479725.8761 
Eastings: 368874.9551 
Notes: EFEO Photo PINV7638 
INVLU14233 1955  
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Site Name: Kôk Ta Ro 
Alternative Names: Daun Ap 
MH no.: 431 
LL no.: 513 
MP Lintel ID: 343 
Structure:  
Position/Façade:  
Northings: 1479725.8761 
Eastings: 368874.9551 
Notes: EFEO Photo PINV7639 
INVLU14234 1955 

 

Site Name: Koki 
Alternative Names: Trapeang Run 
MH no.: 774 
LL no.: 556.03 
MP Lintel ID: 435 
Structure:  
Position/Façade:  
Northings:  
Eastings:  
Notes: Coral-Rémusat (1951: pl. VII, fig. 
19) 

 

Site Name: Kompong Chnang 
Alternative Names: Phnom Toc 
MH no.: 0 
LL no.: 140.02 
MP Lintel ID: 497 
Structure:  
Position/Façade:  
Northings: 0 
Eastings: 0 
Notes: Boisselier (1968: fig. 28) 

 

Site Name: Kompong Preah 
Alternative Names:  
MH no.: 744 
LL no.: 146.05 
MP Lintel ID: 447 
Structure:  
Position/Façade: East 
Northings: 1381606.30155 
Eastings: 443617.348088 
Notes:  
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Site Name: Kompong Preah 
Alternative Names:  
MH no.: 744 
LL no.: 146.05 
MP Lintel ID: 448 
Structure:  
Position/Façade: South 
Northings: 1381606.30155 
Eastings: 443617.348088 
Notes:  

 

Site Name: Krachap 
Alternative Names:  
MH no.: 265 
LL no.: 276 
MP Lintel ID: 406 
Structure: West Gopura 
Position/Façade: West 
Northings: 1523669.25 
Eastings: 451098.108 
Notes:  

 

Site Name: Krachap 
Alternative Names:  
MH no.: 265 
LL no.: 276 
MP Lintel ID: 407 
Structure: West Gopura 
Position/Façade: East 
Northings: 1523669.25 
Eastings: 451098.108 
Notes:  
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Site Name: Krahâm 
Alternative Names:  
MH no.: 447 
LL no.: 555 
MP Lintel ID: 344 
Structure:  
Position/Façade:  
Northings: 1501527.355 
Eastings: 409596.277 
Notes: EFEO Photo PINV5506 
INVLU1375 Dupont 1937, also 
PINV5504 INVLU950 CA4301 

 

Site Name: Krahâm 
Alternative Names:  
MH no.: 447 
LL no.: 555 
MP Lintel ID: 345 
Structure:  
Position/Façade:  
Northings: 1501527.355 
Eastings: 409596.277 
Notes: EFEO Photo PINV9993 
INVLU1367  

Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 532 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes:  
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Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 346 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes:  

 

Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 347 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes:  

 

Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 348 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes: EFEO Photo PINV3089 
INVLU14267  
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Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 349 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes: EFEO Photo PINV3090 
INVLU14268. Now in Ho Chi Minh 
Museum 

 

Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 350 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes: EFEO Photo PINV3091 
INVLU14269  

Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 351 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes: EFEO Photo PINV3092 
INVLU14270  
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Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 352 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes: EFEO Photo INVLU14274 1932  

Site Name: Kralanh 
Alternative Names: Vat Thnong 
MH no.: 513 
LL no.: 635 
MP Lintel ID: 524 
Structure:  
Position/Façade:  
Northings: 1509713.00219 
Eastings: 357227.102421 
Notes: Coral-Rémusat (1951: pl. IX, fig. 
28)  

Site Name: Kravanh 
Alternative Names:  
MH no.: 388 
LL no.: 537 
MP Lintel ID: 71 
Structure: Prasat 1 
Position/Façade: East 
Northings: 1483642.9088 
Eastings: 380871.0506 
Notes:  
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Site Name: Kravanh 
Alternative Names:  
MH no.: 388 
LL no.: 537 
MP Lintel ID: 72 
Structure: Prasat 2 
Position/Façade: East 
Northings: 1483642.9088 
Eastings: 380871.0506 
Notes:  

 

Site Name: Kravanh 
Alternative Names:  
MH no.: 388 
LL no.: 537 
MP Lintel ID: 73 
Structure: Prasat 3 
Position/Façade: East 
Northings: 1483642.9088 
Eastings: 380871.0506 
Notes:  

 

Site Name: Kravanh 
Alternative Names:  
MH no.: 388 
LL no.: 537 
MP Lintel ID: 74 
Structure: Prasat 4 
Position/Façade: East 
Northings: 1483642.9088 
Eastings: 380871.0506 
Notes:  
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Site Name: Kravanh 
Alternative Names:  
MH no.: 388 
LL no.: 537 
MP Lintel ID: 75 
Structure: Prasat 5 
Position/Façade: East 
Northings: 1483642.9088 
Eastings: 380871.0506 
Notes:  

 

Site Name: Kuk Sla Ket 
Alternative Names:  
MH no.: 432 
LL no.: 514 
MP Lintel ID: 383 
Structure:  
Position/Façade:  
Northings: 1480070.8859 
Eastings: 369824.9588 
Notes: EFEO Photo PINV9470 
INVLU16242 CA3453 1935 

 

Site Name: Kuk Trapeang Ropeou 
Alternative Names:  
MH no.: 434 
LL no.: 518 
MP Lintel ID: 353 
Structure: South Prasat 
Position/Façade: East 
Northings: 1483064.9064 
Eastings: 372325.9811 
Notes:  
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Site Name: Kuk Trapeang Ropeou 
Alternative Names:  
MH no.: 434 
LL no.: 518 
MP Lintel ID: 354 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1483064.9064 
Eastings: 372325.9811 
Notes:  

 

Site Name: Kuk Trapeang Ropeou 
Alternative Names:  
MH no.: 434 
LL no.: 518 
MP Lintel ID: 355 
Structure: North Prasat 
Position/Façade: East 
Northings: 1483064.9064 
Eastings: 372325.9811 
Notes:  

 

Site Name: Kuk Trapeang Ropeou 
Alternative Names:  
MH no.: 434 
LL no.: 518 
MP Lintel ID: 356 
Structure:  
Position/Façade:  
Northings: 1483064.9064 
Eastings: 372325.9811 
Notes: EFEO Photo PINV311897 
INVLU100 Stern 1936 
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Site Name: Kutisvara 
Alternative Names:  
MH no.: 716 
LL no.: 535.02 
MP Lintel ID: 357 
Structure: South Prasat 
Position/Façade: East 
Northings: 1485313.9187 
Eastings: 380964.0472 
Notes:  

 

Site Name: Kutisvara 
Alternative Names:  
MH no.: 716 
LL no.: 535.02 
MP Lintel ID: 358 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1485313.9187 
Eastings: 380964.0472 
Notes:  

 

Site Name: Kutisvara 
Alternative Names:  
MH no.: 716 
LL no.: 535.02 
MP Lintel ID: 359 
Structure: Prasat North 
Position/Façade: East 
Northings: 1485313.9187 
Eastings: 380964.0472 
Notes: EFEO PINV8858 INVLU8160 
CA1939 1930 

 



124 

Site Name: Kutisvara 
Alternative Names:  
MH no.: 716 
LL no.: 535.02 
MP Lintel ID: 360 
Structure:  
Position/Façade:  
Northings: 1485313.9187 
Eastings: 380964.0472 
Notes: EFEO Photo PINV3781 
INVLU8158 

 

Site Name: Leak Neang 
Alternative Names:  
MH no.: 392 
LL no.: 540 
MP Lintel ID: 361 
Structure: Prasat 
Position/Façade: East 
Northings: 1485611.918 
Eastings: 383325.0633 
Notes:  
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Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 39 
Structure: Prasat 4 
Position/Façade: East 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  

 

Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 40 
Structure: Prasat 4 
Position/Façade: North 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  

 

Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 41 
Structure: Prasat 4 
Position/Façade: South 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  
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Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 42 
Structure: Prasat 2 
Position/Façade: East 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  

 

Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 43 
Structure: Prasat 2 
Position/Façade: North 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  

 

Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 44 
Structure: Prasat 3 
Position/Façade: North 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  
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Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 45 
Structure: Prasat 1 
Position/Façade: East 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  

 

Site Name: Lolei 
Alternative Names:  
MH no.: 480 
LL no.: 589 
MP Lintel ID: 46 
Structure: Prasat 1 
Position/Façade: North 
Northings: 1476342.8347 
Eastings: 388964.1076 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 78 
Structure:  
Position/Façade:  
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 127 
Structure: B1 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 128 
Structure: B1 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 129 
Structure: B17 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 



129 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 130 
Structure: B16 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 131 
Structure: B15 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 132 
Structure: B14 
Position/Façade: North 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 133 
Structure: B13 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 134 
Structure: B14 
Position/Façade: South 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 135 
Structure: B12 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 136 
Structure: B11 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 137 
Structure: B10 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 138 
Structure: B9 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 139 
Structure: B8 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 140 
Structure: B7 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 141 
Structure: B5 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 142 
Structure: B4 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 143 
Structure: B3 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 144 
Structure: B2 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 145 
Structure: A5 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 146 
Structure: A5 
Position/Façade: North 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 147 
Structure: A5 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 



135 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 148 
Structure: A5 
Position/Façade: South 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 149 
Structure: A4 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 150 
Structure: A4 
Position/Façade: North 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 151 
Structure: A4 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 152 
Structure: A4 
Position/Façade: South 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 153 
Structure: A3 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 154 
Structure: A3 
Position/Façade: North 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 155 
Structure: A3 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 156 
Structure: A2 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 



138 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 157 
Structure: A2 
Position/Façade: North 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 158 
Structure: A2 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 159 
Structure: A2 
Position/Façade: South 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 



139 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 160 
Structure: A1 
Position/Façade: East 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 161 
Structure: A1 
Position/Façade: North 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 162 
Structure: A1 
Position/Façade: West 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  
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Site Name: Mebon Oriental 
Alternative Names:  
MH no.: 395 
LL no.: 531 
MP Lintel ID: 163 
Structure: A1 
Position/Façade: South 
Northings: 1486737.9388 
Eastings: 383165.0692 
Notes:  

 

Site Name: Neak Buos 
Alternative Names:  
MH no.: 597 
LL no.: 291 
MP Lintel ID: 470 
Structure:  
Position/Façade:  
Northings: 1572954 
Eastings: 505039 
Notes: Parmentier (1939: pl. XI, a) 

 

Site Name: Neak Buos 
Alternative Names:  
MH no.: 597 
LL no.: 291 
MP Lintel ID: 471 
Structure:  
Position/Façade:  
Northings: 1572954 
Eastings: 505039 
Notes: Photo: Mitch Hendrickson 
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Site Name: Neak Buos 
Alternative Names:  
MH no.: 597 
LL no.: 291 
MP Lintel ID: 472 
Structure:  
Position/Façade:  
Northings: 1572954 
Eastings: 505039 
Notes: Photo: Mitch Hendrickson 

 

Site Name: Neak Buos 
Alternative Names:  
MH no.: 597 
LL no.: 291 
MP Lintel ID: 473 
Structure:  
Position/Façade:  
Northings: 1572954 
Eastings: 505039 
Notes: Photo: Mitch Hendrickson 

 

Site Name: Neak Buos 
Alternative Names:  
MH no.: 597 
LL no.: 291 
MP Lintel ID: 474 
Structure:  
Position/Façade:  
Northings: 1572954 
Eastings: 505039 
Notes: Photo: Mitch Hendrickson 
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Site Name: Neak Buos 
Alternative Names:  
MH no.: 597 
LL no.: 291 
MP Lintel ID: 475 
Structure:  
Position/Façade:  
Northings: 1572954 
Eastings: 505039 
Notes: Photo: Mitch Hendrickson 

 

Site Name: Neak Buos 
Alternative Names:  
MH no.: 597 
LL no.: 291 
MP Lintel ID: 476 
Structure:  
Position/Façade:  
Northings: 1572954 
Eastings: 505039 
Notes: Parmentier (1939: pl. XI, b) 

 



143 

Site Name: Neang Khmau 
Alternative Names:  
MH no.: 258 
LL no.: 266 
MP Lintel ID: 404 
Structure:  
Position/Façade: East 
Northings: 1520888.31286 
Eastings: 450922.901315 
Notes: Parmentier (1939: pl. XXXVI, a) 

 

Site Name: O Ka-aek 
Alternative Names: Thom 
MH no.:  
LL no.: 589.07 
MP Lintel ID: 315 
Structure:  
Position/Façade: East 
Northings: 1474603.125374 
Eastings: 386976.834031 
Notes: EFEO Photo PINV9550 
INVLU12648 1935 CA3609  

Site Name: O Pha-ong 
Alternative Names: Neak Ta, Andông 
MH no.: 448 
LL no.: 556 
MP Lintel ID: 165 
Structure:  
Position/Façade:  
Northings: 1496852.616 
Eastings: 407403 
Notes: National Museum 
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Site Name: Olok 
Alternative Names:  
MH no.: 752 
LL no.: 584.02 
MP Lintel ID: 513 
Structure: Sanctuary B 
Position/Façade:  
Northings: 1474716.8257 
Eastings: 387999.0965 
Notes: EFEO Photo PINV6412 
INVLU12669  

Site Name: Olok 
Alternative Names:  
MH no.: 752 
LL no.: 584.02 
MP Lintel ID: 514 
Structure: Sanctuary C 
Position/Façade:  
Northings: 1474716.8257 
Eastings: 387999.0965 
Notes: EFEO Photo PINV9412 
INVLU12669  

Site Name: Olok 
Alternative Names:  
MH no.: 752 
LL no.: 584.02 
MP Lintel ID: 515 
Structure: Sanctuary A 
Position/Façade:  
Northings: 1474716.8257 
Eastings: 387999.0965 
Notes: EFEO Photo PINV9433 
INVLU12674  



145 

Site Name: Palais Royal 
Alternative Names:  
MH no.: 367.01 
LL no.: 476.01 
MP Lintel ID: 450 
Structure:  
Position/Façade:  
Northings: 1486731.97 
Eastings: 376400.85 
Notes:  

 

Site Name: Palais Royal 
Alternative Names:  
MH no.: 367.01 
LL no.: 476.01 
MP Lintel ID: 451 
Structure:  
Position/Façade:  
Northings: 1486731.97 
Eastings: 376400.85 
Notes:  

 

Site Name: Palais Royal 
Alternative Names:  
MH no.: 367.01 
LL no.: 476.01 
MP Lintel ID: 452 
Structure:  
Position/Façade:  
Northings: 1486731.97 
Eastings: 376400.85 
Notes:  
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Site Name: Palais Royal 
Alternative Names:  
MH no.: 367.01 
LL no.: 476.01 
MP Lintel ID: 453 
Structure:  
Position/Façade:  
Northings: 1486731.97 
Eastings: 376400.85 
Notes:  

 

Site Name: Palais Royal 
Alternative Names:  
MH no.: 367.01 
LL no.: 476.01 
MP Lintel ID: 454 
Structure:  
Position/Façade:  
Northings: 1486731.97 
Eastings: 376400.85 
Notes:  

 

Site Name: Palais Royal 
Alternative Names:  
MH no.: 367.01 
LL no.: 476.01 
MP Lintel ID: 455 
Structure:  
Position/Façade:  
Northings: 1486731.97 
Eastings: 376400.85 
Notes:  
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Site Name: Palais Royal 
Alternative Names:  
MH no.: 367.01 
LL no.: 476.01 
MP Lintel ID: 456 
Structure:  
Position/Façade:  
Northings: 1486731.97 
Eastings: 376400.85 
Notes:  

 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 166 
Structure:  
Position/Façade:  
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 167 
Structure:  
Position/Façade:  
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 



148 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 168 
Structure:  
Position/Façade:  
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 169 
Structure: Central Prasat 
Position/Façade: South 
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 170 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 



149 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 171 
Structure: Central Prasat 
Position/Façade: North 
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 290 
Structure:  
Position/Façade:  
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 291 
Structure: Central Prasat 
Position/Façade:  
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 



150 

Site Name: Phimeanakas 
Alternative Names:  
MH no.: 367.02 
LL no.: 476.02 
MP Lintel ID: 292 
Structure: Central Prasat 
Position/Façade:  
Northings: 1486707.87471 
Eastings: 376174.315533 
Notes:  

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 172 
Structure:  
Position/Façade:  
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 184 
Structure:  
Position/Façade:  
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 



151 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 185 
Structure: South Library 
Position/Façade: West 
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 186 
Structure:  
Position/Façade:  
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 187 
Structure: Quincunx Prasat 
Position/Façade:  
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 



152 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 188 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 189 
Structure: Central Prasat 
Position/Façade: West 
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 190 
Structure: Northeast Quincunx Prasat 
Position/Façade: West 
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 



153 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 284 
Structure: Entry Pavillion West of the 4th 
Enclosure 
Position/Façade: West 
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes: Dumarçay (1972: pl. CIX, a) 

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 285 
Structure: Gallery enclosure of the 2nd 
stage/level 
Position/Façade:  
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes: Dumarçay (1972: pl. CIX, a) 

 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 295 
Structure: Quincunx Prasat 
Position/Façade:  
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 



154 

Site Name: Phnom Bakheng 
Alternative Names:  
MH no.: 414 
LL no.: 496 
MP Lintel ID: 296 
Structure: Quincunx Prasat 
Position/Façade:  
Northings: 1484332.9183 
Eastings: 376099.0156 
Notes:  

 

Site Name: Phnom Baset 
Alternative Names: Srei Krup Leak 
MH no.: 179 
LL no.: 78.01 
MP Lintel ID: 496 
Structure:  
Position/Façade:  
Northings: 1289435 
Eastings: 472493 
Notes: Boisselier (1968: fig. 5) 

 

Site Name: Phnom Baset 
Alternative Names: Srei Krup Leak 
MH no.: 179 
LL no.: 78.01 
MP Lintel ID: 526 
Structure:  
Position/Façade:  
Northings: 1289435 
Eastings: 472493 
Notes: Bénisti (2003 : fig. 351) 

 



155 

Site Name: Phnom Bok 
Alternative Names:  
MH no.: 437 
LL no.: 547 
MP Lintel ID: 173 
Structure: North Prasat 
Position/Façade: East 
Northings: 1488849.9389 
Eastings: 389931.1225 
Notes:  

 

Site Name: Phnom Bok 
Alternative Names:  
MH no.: 437 
LL no.: 547 
MP Lintel ID: 176 
Structure: Cetnral Prasat 
Position/Façade: East 
Northings: 1488849.9389 
Eastings: 389931.1225 
Notes:  

 

Site Name: Phnom Bok 
Alternative Names:  
MH no.: 437 
LL no.: 547 
MP Lintel ID: 178 
Structure: South Prasat 
Position/Façade: East 
Northings: 1488849.9389 
Eastings: 389931.1225 
Notes:  

 



156 

Site Name: Phnom Bok 
Alternative Names:  
MH no.: 437 
LL no.: 547 
MP Lintel ID: 180 
Structure: South Prasat 
Position/Façade: North 
Northings: 1488849.9389 
Eastings: 389931.1225 
Notes:  

 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 457 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 458 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 



157 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 459 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 460 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 461 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 



158 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 462 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 463 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 464 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 



159 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 465 
Structure:  
Position/Façade:  
Northings: 1236415.766 
Eastings: 480918.737 
Notes: Roveda (2005: 78) 

 

Site Name: Phnom Chisor 
Alternative Names:  
MH no.: 660 
LL no.: 23 
MP Lintel ID: 466 
Structure: inner facing lintel of eastern 
gopura 
Position/Façade: West 
Northings: 1236415.766 
Eastings: 480918.737 
Notes:  

 

Site Name: Phnom Krom 
Alternative Names:  
MH no.: 423 
LL no.: 501 
MP Lintel ID: 293 
Structure: Tour Sud 
Position/Façade: East 
Northings: 1468944.7806 
Eastings: 371324.9603 
Notes:  

 



160 

Site Name: Phnom Krom 
Alternative Names:  
MH no.: 423 
LL no.: 501 
MP Lintel ID: 294 
Structure:  
Position/Façade:  
Northings: 1468944.7806 
Eastings: 371324.9603 
Notes: Dumarçay (1988: pl VII), 
restitution? 

 

Site Name: Phnom Roung 
Alternative Names:  
MH no.: 486 
LL no.: 596 
MP Lintel ID: 520 
Structure:  
Position/Façade:  
Northings: 1487299.9444 
Eastings: 366950.944 
Notes: partial photo 

 

Site Name: Phnom Sruoch 
Alternative Names:  
MH no.: 762 
LL no.: 558.15 
MP Lintel ID: 467 
Structure:  
Position/Façade:  
Northings: 1491253.5161 
Eastings: 409314.453826 
Notes: Stern (1938a: pl. XXXIII, c) 

 



161 

Site Name: Phu Xuân 
Alternative Names:  
MH no.: 0 
LL no.: 0 
MP Lintel ID: 468 
Structure:  
Position/Façade:  
Northings: 0 
Eastings: 0 
Notes: Ho Chi Minh National Museum 

 

Site Name: Phu Xuân 
Alternative Names:  
MH no.: 0 
LL no.: 0 
MP Lintel ID: 469 
Structure:  
Position/Façade:  
Northings: 0 
Eastings: 0 
Notes: Ho Chi Minh National Museum 

 

Site Name: Phum Pô 
Alternative Names: Trapeang Kmoeu 
MH no.: 463 
LL no.: 571 
MP Lintel ID: 368 
Structure: Tour III 
Position/Façade:  
Northings: 1474400.96647 
Eastings: 405908.529314 
Notes: EFEO Photo PINV10093 
INVLU737 1938  



162 

Site Name: Phum Pô 
Alternative Names: Trapeang Kmoeu 
MH no.: 463 
LL no.: 571 
MP Lintel ID: 369 
Structure: Phum Po (sud) 
Position/Façade:  
Northings: 1474400.96647 
Eastings: 405908.529314 
Notes: EFEO Photo PINV10102 
INVLU731 CA4590 1938  

Site Name: Phum Prasat 
Alternative Names:  
MH no.: 188 
LL no.: 153 
MP Lintel ID: 530 
Structure:  
Position/Façade:  
Northings: 1388017.69039 
Eastings: 508086.840699 
Notes: Coral-Rémusat (1951: pl. VII, fig. 
17) 

 

Site Name: Phum Prasat 
Alternative Names: Kok 
MH no.: 460 
LL no.: 568 
MP Lintel ID: 370 
Structure:  
Position/Façade:  
Northings: 1474136.98137 
Eastings: 402954.772691 
Notes:  

 



163 

Site Name: Prasat 
Alternative Names:  
MH no.: 481 
LL no.: 591 
MP Lintel ID: 371 
Structure:  
Position/Façade:  
Northings: 1481270.8916 
Eastings: 365032.9276 
Notes:  

 

Site Name: Prasat 
Alternative Names:  
MH no.: 481 
LL no.: 591 
MP Lintel ID: 372 
Structure:  
Position/Façade:  
Northings: 1481270.8916 
Eastings: 365032.9276 
Notes:  

 

Site Name: Prasat 
Alternative Names:  
MH no.: 481 
LL no.: 591 
MP Lintel ID: 373 
Structure:  
Position/Façade:  
Northings: 1481270.8916 
Eastings: 365032.9276 
Notes:  

 



164 

Site Name: Prasat à lest du Khleang Nord 
Alternative Names: Angkor Thom, 
Monument E 
MH no.:  
LL no.: 480.06 
MP Lintel ID: 363 
Structure:  
Position/Façade:  
Northings: 1486882 
Eastings: 376759 
Notes:  

 

Site Name: Prasat à lest du Khleang Nord 
Alternative Names: Angkor Thom, 
Monument E 
MH no.:  
LL no.: 480.06 
MP Lintel ID: 364 
Structure:  
Position/Façade:  
Northings: 1486882 
Eastings: 376759 
Notes:  

 

Site Name: Prasat à lest du Khleang Nord 
Alternative Names: Angkor Thom, 
Monument E 
MH no.:  
LL no.: 480.06 
MP Lintel ID: 365 
Structure:  
Position/Façade:  
Northings: 1486882 
Eastings: 376759 
Notes:  

 



165 

Site Name: Prasat à lest du Khleang Nord 
Alternative Names: Angkor Thom, 
Monument E 
MH no.:  
LL no.: 480.06 
MP Lintel ID: 366 
Structure:  
Position/Façade:  
Northings: 1486882 
Eastings: 376759 
Notes:  

 

Site Name: Prasat à lest du Khleang Nord 
Alternative Names: Angkor Thom, 
Monument E 
MH no.:  
LL no.: 480.06 
MP Lintel ID: 367 
Structure:  
Position/Façade:  
Northings: 1486882 
Eastings: 376759 
Notes:  

 

Site Name: Prasat à lest du Khleang Nord 
Alternative Names: Angkor Thom, 
Monument E 
MH no.:  
LL no.: 480.06 
MP Lintel ID: 533 
Structure:  
Position/Façade:  
Northings: 1486882 
Eastings: 376759 
Notes:  

 



166 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 193 
Structure: A1 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 194 
Structure: A1 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 195 
Structure: D1 
Position/Façade: Internal, East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 196 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



167 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 197 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 198 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 199 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



168 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 200 
Structure: D17 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 202 
Structure: D16 
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 204 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



169 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 205 
Structure: D13 
Position/Façade: Internal, North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 206 
Structure: D13 
Position/Façade: South 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 207 
Structure: D10 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



170 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 208 
Structure: D10 
Position/Façade: Internal, West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 209 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 210 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



171 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 211 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 212 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 213 
Structure: D4 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



172 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 214 
Structure: D3 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 215 
Structure: D2 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 216 
Structure: D2 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



173 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 217 
Structure:  
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 218 
Structure: C1 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 219 
Structure: C15 
Position/Façade: South 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



174 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 220 
Structure: C16 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 221 
Structure: C8 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 222 
Structure: C8 
Position/Façade: South 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



175 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 223 
Structure: C11 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 224 
Structure: C11 
Position/Façade: Internal, West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 225 
Structure: C11 
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



176 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 226 
Structure: C11 
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 227 
Structure: C11 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 228 
Structure: C5 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



177 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 229 
Structure: C2 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 230 
Structure: C1 
Position/Façade:  
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 231 
Structure: B12 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



178 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 232 
Structure: B11 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 233 
Structure: B10 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 234 
Structure: B8 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



179 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 235 
Structure: B7 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 236 
Structure: B6 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 237 
Structure: B5 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



180 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 238 
Structure: B4 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 239 
Structure: B2 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:   

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 240 
Structure: B1 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 241 
Structure: A5 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



181 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 242 
Structure: A5 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 244 
Structure: A5 
Position/Façade: South 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 245 
Structure: A4 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



182 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 246 
Structure: A4 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 247 
Structure: A4 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 250 
Structure: A3 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



183 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 251 
Structure: A3 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 252 
Structure: A1 
Position/Façade: South 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 253 
Structure: A1 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



184 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 254 
Structure: A2 
Position/Façade: East 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 255 
Structure: A2 
Position/Façade: North 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 

Site Name: Pre Rup 
Alternative Names:  
MH no.: 390 
LL no.: 538 
MP Lintel ID: 256 
Structure: A2 
Position/Façade: West 
Northings: 1485473.9261 
Eastings: 383217.0675 
Notes:  

 



185 

Site Name: Preah Enkosei 
Alternative Names: Hap 
MH no.: 419 
LL no.: 544 
MP Lintel ID: 374 
Structure: Annex 
Position/Façade: East 
Northings: 1478475.8705 
Eastings: 377240.0178 
Notes:  

 

Site Name: Preah Enkosei 
Alternative Names: Hap 
MH no.: 419 
LL no.: 544 
MP Lintel ID: 375 
Structure: Annex 
Position/Façade: West 
Northings: 1478475.8705 
Eastings: 377240.0178 
Notes:  

 

Site Name: Preah Enkosei 
Alternative Names: Hap 
MH no.: 419 
LL no.: 544 
MP Lintel ID: 376 
Structure: South Prasat 
Position/Façade: East 
Northings: 1478475.8705 
Eastings: 377240.0178 
Notes:  

 



186 

Site Name: Preah Enkosei 
Alternative Names: Hap 
MH no.: 419 
LL no.: 544 
MP Lintel ID: 377 
Structure: North Prasat 
Position/Façade: East 
Northings: 1478475.8705 
Eastings: 377240.0178 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 47 
Structure:  
Position/Façade:  
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes: National Museum 

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 48 
Structure: Central East 
Position/Façade: East 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



187 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 49 
Structure: Central East 
Position/Façade: North 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 50 
Structure: Central East 
Position/Façade: West 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 51 
Structure: Central East 
Position/Façade: South 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



188 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 52 
Structure: North East 
Position/Façade: East 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 53 
Structure: North East 
Position/Façade: North 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 54 
Structure: North East 
Position/Façade: West 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



189 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 55 
Structure: North East 
Position/Façade: South 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 56 
Structure: North West 
Position/Façade: East 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 57 
Structure: North West 
Position/Façade: North 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



190 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 58 
Structure: North West 
Position/Façade: West 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 59 
Structure: North West 
Position/Façade: South 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 60 
Structure: Central West 
Position/Façade: East 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



191 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 62 
Structure: Central West 
Position/Façade: South 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 63 
Structure: South West 
Position/Façade: East 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 64 
Structure: South West 
Position/Façade: North 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



192 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 65 
Structure: South West 
Position/Façade: West 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 66 
Structure: South West 
Position/Façade: South 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 67 
Structure: South East 
Position/Façade: East 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



193 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 68 
Structure: South East 
Position/Façade: North 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 69 
Structure: South East 
Position/Façade: West 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 

Site Name: Preah Kô 
Alternative Names:  
MH no.: 477 
LL no.: 585 
MP Lintel ID: 70 
Structure: South East 
Position/Façade: South 
Northings: 1475312.8344 
Eastings: 388804.1053 
Notes:  

 



194 

Site Name: Preah Theat Kvan Pir 
Alternative Names:  
MH no.: 154 
LL no.: 114 
MP Lintel ID: 477 
Structure:  
Position/Façade:  
Northings: 1310110.0573 
Eastings: 551553.491729 
Notes: Boisselier (1968: fig. 16) 

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 478 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 479 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 480 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 



195 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 481 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 482 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 483 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 484 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 



196 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 485 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 486 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 487 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 488 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 



197 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 489 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 490 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 491 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes:  

 

Site Name: Preah Vihear 
Alternative Names:  
MH no.: 624 
LL no.: 398 
MP Lintel ID: 492 
Structure:  
Position/Façade:  
Northings: 1590897 
Eastings: 465499 
Notes: Roveda (2005: 157)  



198 

Site Name: Prei Khmeng 
Alternative Names:  
MH no.: 484 
LL no.: 594 
MP Lintel ID: 283 
Structure:  
Position/Façade:  
Northings: 1484836.9258 
Eastings: 365513.9324 
Notes: Photo: Dan Penny 

 

Site Name: Prei Khmeng 
Alternative Names:  
MH no.: 484 
LL no.: 594 
MP Lintel ID: 535 
Structure:  
Position/Façade:  
Northings: 1484836.9258 
Eastings: 365513.9324 
Notes: MAFKATA Campaign Report 
2000  

 

Site Name: Prei Krauch Nord 
Alternative Names:  
MH no.:  
LL no.: 509.02 
MP Lintel ID: 378 
Structure:  
Position/Façade:  
Northings: 1478763.8719 
Eastings: 365875.9333 
Notes:  

 



199 

Site Name: Prei Monti 
Alternative Names:  
MH no.: 474 
LL no.: 582 
MP Lintel ID: 379 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1473696.8233 
Eastings: 388659.1021 
Notes: EFEO INVLU8221 CA6975 1944 

 

Site Name: Prei Prasat 
Alternative Names: Kuk Prasat 
MH no.: 731 
LL no.: 588.02 
MP Lintel ID: 269 
Structure: South sanctuary 1 
Position/Façade: unknown 
Northings: 1475606.8345 
Eastings: 390117.1158 
Notes:  

 

Site Name: Prei Prasat 
Alternative Names: Kuk Prasat 
MH no.: 731 
LL no.: 588.02 
MP Lintel ID: 270 
Structure: South sanctuary 2 
Position/Façade: unknown 
Northings: 1475606.8345 
Eastings: 390117.1158 
Notes:  
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Site Name: Prei Thnâl Nord 
Alternative Names:  
MH no.: 518 
LL no.: 645 
MP Lintel ID: 380 
Structure: Tour Nord 
Position/Façade: East 
Northings: 1510531 
Eastings: 350456 
Notes: EFEO Photo PINV9546 
INVLU8254 CA3600 1935  

Site Name: Prei Thnâl Nord 
Alternative Names:  
MH no.: 518 
LL no.: 645 
MP Lintel ID: 381 
Structure: Tour Central 
Position/Façade: East 
Northings: 1510531 
Eastings: 350456 
Notes: EFEO Photo PINV9547 
INVLU8255 CA3601 1935  

Site Name: Prei Thnâl Nord 
Alternative Names:  
MH no.: 518 
LL no.: 645 
MP Lintel ID: 382 
Structure: Tour Sud 
Position/Façade: East 
Northings: 1510531 
Eastings: 350456 
Notes: EFEO Photo PINV9548 
INVLU8256 CA3602 1935  
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Site Name: Rolum 
Alternative Names:  
MH no.: 684 
LL no.: 281.04 
MP Lintel ID: 427 
Structure:  
Position/Façade:  
Northings: 1525301.30316 
Eastings: 449649.920782 
Notes: Parmentier (1939: pl XXXVIII, b) 

 

Site Name: Rup Arak 
Alternative Names:  
MH no.: 768 
LL no.: 556.04 
MP Lintel ID: 494 
Structure:  
Position/Façade:  
Northings: 1496365.96196 
Eastings: 406545.212318 
Notes: Stern (1938a: pl. XXXII, c) 

 

Site Name: Rup Arak 
Alternative Names:  
MH no.: 768 
LL no.: 556.04 
MP Lintel ID: 495 
Structure:  
Position/Façade:  
Northings: 1496365.96196 
Eastings: 406545.212318 
Notes: Stern (1938a: pl. XXXVI, b) 

 

Site Name: Sambor Prei Kuk C1 
Alternative Names:  
MH no.: 197 
LL no.: 162.01 
MP Lintel ID: 527 
Structure: C1 
Position/Façade:  
Northings: 1422598 
Eastings: 504270 
Notes:  
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Site Name: Sambor Prei Kuk C1 
Alternative Names:  
MH no.: 197 
LL no.: 162.01 
MP Lintel ID: 528 
Structure:  
Position/Façade:  
Northings: 1422598 
Eastings: 504270 
Notes:  

 

Site Name: Sralao 
Alternative Names: Phum Prasat 
MH no.: 494 
LL no.: 609 
MP Lintel ID: 271 
Structure:  
Position/Façade: unknown 
Northings: 1491686.9814 
Eastings: 372658.9895 
Notes:  

 

Site Name: Sralao 
Alternative Names: Phum Prasat 
MH no.: 494 
LL no.: 609 
MP Lintel ID: 272 
Structure: National Museum 
Position/Façade:  
Northings: 1491686.9814 
Eastings: 372658.9895 
Notes: Dalsheimer (2001: 197) 

 

Site Name: Sralao 
Alternative Names: Phum Prasat 
MH no.: 494 
LL no.: 609 
MP Lintel ID: 393 
Structure:  
Position/Façade:  
Northings: 1491686.9814 
Eastings: 372658.9895 
Notes: Tokyo National Museum 
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Site Name: Thipdei 
Alternative Names:  
MH no.: 514 
LL no.: 636 
MP Lintel ID: 384 
Structure:  
Position/Façade: East 
Northings: 1500835.9154 
Eastings: 359136.765061 
Notes:  

 

Site Name: Thipdei 
Alternative Names:  
MH no.: 514 
LL no.: 636 
MP Lintel ID: 385 
Structure:  
Position/Façade: West 
Northings: 1500835.9154 
Eastings: 359136.765061 
Notes:  

 

Site Name: Thma Bay Kaek 
Alternative Names:  
MH no.: 411 
LL no.: 493 
MP Lintel ID: 386 
Structure:  
Position/Façade:  
Northings: 1484571.9097 
Eastings: 376409.0181 
Notes: EFEO Photo INVLU10204 1945 
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Site Name: Thma Bay Kaek 
Alternative Names:  
MH no.: 411 
LL no.: 493 
MP Lintel ID: 387 
Structure:  
Position/Façade:  
Northings: 1484571.9097 
Eastings: 376409.0181 
Notes:  

 

Site Name: Thmâ Dap 
Alternative Names:  
MH no.: 764 
LL no.: 557.02 
MP Lintel ID: 273 
Structure:  
Position/Façade: East 
Northings: 1492730.91 
Eastings: 409067.643 
Notes: Stern (1938a: pl. XXXV, a) 

 

Site Name: Thmâ Dap 
Alternative Names:  
MH no.: 764 
LL no.: 557.02 
MP Lintel ID: 274 
Structure:  
Position/Façade: North 
Northings: 1492730.91 
Eastings: 409067.643 
Notes:  
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Site Name: Thmâ Dap 
Alternative Names:  
MH no.: 764 
LL no.: 557.02 
MP Lintel ID: 275 
Structure:  
Position/Façade: West 
Northings: 1492730.91 
Eastings: 409067.643 
Notes:  

 

Site Name: Thmâ Dap 
Alternative Names:  
MH no.: 764 
LL no.: 557.02 
MP Lintel ID: 276 
Structure:  
Position/Façade: South 
Northings: 1492730.91 
Eastings: 409067.643 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 412 
Structure: Annex 
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  
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Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 413 
Structure: Annex 
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 414 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 415 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  
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Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 416 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 417 
Structure: Central Prasat 
Position/Façade: East 
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 418 
Structure: Central Prasat 
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  
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Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 419 
Structure: Central Prasat 
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 420 
Structure:  
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 421 
Structure:  
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 



209 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 422 
Structure:  
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 423 
Structure:  
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Kompeng 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 424 
Structure:  
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  
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Site Name: Thom 
Alternative Names: Prasat Kraham 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 408 
Structure:  
Position/Façade: East 
Northings: 1523842.935 
Eastings: 450198.908 
Notes: Parmentier (1939: pl. XI, a) 

 

Site Name: Thom 
Alternative Names: Prasat Kraham 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 409 
Structure:  
Position/Façade: West 
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Thom 
Alternative Names: Prasat Kraham 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 410 
Structure: Lateral southern door 
Position/Façade: West 
Northings: 1523842.935 
Eastings: 450198.908 
Notes:   

Site Name: Thom 
Alternative Names: Prasat Kraham 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 411 
Structure: Lateral southern door 
Position/Façade: East 
Northings: 1523842.935 
Eastings: 450198.908 
Notes: Parmentier (1939: pl. XI, b) 
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Site Name: Thom 
Alternative Names: Prasat Kraham 
MH no.: 266 
LL no.: 283 
MP Lintel ID: 425 
Structure:  
Position/Façade:  
Northings: 1523842.935 
Eastings: 450198.908 
Notes:  

 

Site Name: Trapeang Chambâk 
Alternative Names:  
MH no.: 438 
LL no.: 548 
MP Lintel ID: 388 
Structure:  
Position/Façade:  
Northings: 1488750.9491 
Eastings: 390618.125 
Notes:  

 

Site Name: Trapeang Phong 
Alternative Names: Kuk Prasat 
MH no.: 475 
LL no.: 583 
MP Lintel ID: 277 
Structure: S1 
Position/Façade: North 
Northings: 1471563.7975 
Eastings: 388199.0912 
Notes:  
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Site Name: Trapeang Phong 
Alternative Names: Kuk Prasat 
MH no.: 475 
LL no.: 583 
MP Lintel ID: 278 
Structure: S1 
Position/Façade: South 
Northings: 1471563.7975 
Eastings: 388199.0912 
Notes:  

 

Site Name: Trapeang Phong 
Alternative Names: Kuk Prasat 
MH no.: 475 
LL no.: 583 
MP Lintel ID: 279 
Structure: S1 
Position/Façade: West 
Northings: 1471563.7975 
Eastings: 388199.0912 
Notes:  

 

Site Name: Trapeang Phong 
Alternative Names: Kuk Prasat 
MH no.: 475 
LL no.: 583 
MP Lintel ID: 298 
Structure: Tour S2 et S3 
Position/Façade:  
Northings: 1471563.7975 
Eastings: 388199.0912 
Notes: EFEO Photo PINV9845 
INVLU10137 CA4077  
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Site Name: Trapeang Phong 
Alternative Names: Kuk Prasat 
MH no.: 475 
LL no.: 583 
MP Lintel ID: 299 
Structure: Annex SE 
Position/Façade: West 
Northings: 1471563.7975 
Eastings: 388199.0912 
Notes: EFEO Photo PINV9709 
INVLU14386 CA3921  

Site Name: Trapeang Phong 
Alternative Names: Kuk Prasat 
MH no.: 475 
LL no.: 583 
MP Lintel ID: 300 
Structure: Annex SE  
Position/Façade: East 
Northings: 1471563.7975 
Eastings: 388199.0912 
Notes: EFEO Photo PINV9711 
INVLU14388 CA3922  

Site Name: Trapeang Phong 
Alternative Names: Kuk Prasat 
MH no.: 475 
LL no.: 583 
MP Lintel ID: 301 
Structure:  
Position/Façade:  
Northings: 1471563.7975 
Eastings: 388199.0912 
Notes: EFEO Photo PINV5809 
INVLU20466  
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Site Name: Trapeang Srangè 
Alternative Names: Dei Dom 
MH no.: 728 
LL no.: 588 
MP Lintel ID: 389 
Structure: Tour Sud 
Position/Façade: East 
Northings: 1475176.832 
Eastings: 389366.1173 
Notes:  

 

Site Name: Trapeang Srangè 
Alternative Names: Dei Dom 
MH no.: 728 
LL no.: 588 
MP Lintel ID: 390 
Structure: Tour Central 
Position/Façade: East 
Northings: 1475176.832 
Eastings: 389366.1173 
Notes: EFEO Photo INVLU12422 
CA6046 1945 

 

Site Name: Trapeang Srangè 
Alternative Names: Dei Dom 
MH no.: 728 
LL no.: 588 
MP Lintel ID: 391 
Structure: Tour Nord 
Position/Façade: East 
Northings: 1475176.832 
Eastings: 389366.1173 
Notes: EFEO Photo INVLU12423 
CA6047 1945 
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Site Name: Trapeang Srangè 
Alternative Names: Dei Dom 
MH no.: 728 
LL no.: 588 
MP Lintel ID: 392 
Structure:  
Position/Façade:  
Northings: 1475176.832 
Eastings: 389366.1173 
Notes: EFEO Photo PINV8961 
INVLU10170 CA2261 1931  

Site Name: Trapeang Totung Thngay 
Alternative Names:  
MH no.: 470 
LL no.: 578 
MP Lintel ID: 522 
Structure:  
Position/Façade:  
Northings: 1471766.8061 
Eastings: 386971.0953 
Notes: EFEO Photo PINV9847 
INVLU18916 

 

Site Name: Trapeang Totung Thngay 
Alternative Names:  
MH no.: 470 
LL no.: 578 
MP Lintel ID: 523 
Structure:  
Position/Façade:  
Northings: 1471766.8061 
Eastings: 386971.0953 
Notes:  
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Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 498 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 499 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 500 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  
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Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 501 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 502 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 503 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  
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Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 504 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 505 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 506 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  
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Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 507 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 508 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes: Roveda (2005: 502) 

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 509 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 510 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  
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Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 511 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes:  

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 512 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes: Roveda (2005: 190) 

 

Site Name: Vat Phu 
Alternative Names:  
MH no.:  
LL no.: 339 
MP Lintel ID: 521 
Structure:  
Position/Façade:  
Northings: 1641791 
Eastings: 587637 
Notes: Roveda (2005: 502) 
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Site Name: Western Prasat Top 
Alternative Names: Monument 486 
MH no.: 375 
LL no.: 486 
MP Lintel ID: 362 
Structure: Prasat 
Position/Façade: South 
Northings: 1485989 
Eastings: 375740 
Notes:  
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A.e. ‘Grammar’ of Decorative Motifs 
 
Legend 

Characteristic Name: Common descriptions and Khmer description of decorative motifs 
from Vitharin Chan and Chanmara Preap’s (2005) Kbach. 
Temple: after Bruguier’s Bibliographie du Cambodge ancien (1998). 
MH no.: after École française d'Extrême-Orient’s Monument historiques inventory 
(Anonymous, 1952). 
LL no.: after Lunet de Lajonquière’s inventory (Lunet de Lajonquière, 1902, 1907, 1911, 
see also Parmentier, 1913, 1927, 1935a, 1939). 
Alternative Names: per Bruguier’s Bibliographie du Cambodge ancien (1998). 
Location: temple edifice where lintel was located (if known). 
Position: directional position of lintel (if known). 
Notes: source of photo if not taken by author. 
 

Characteristic Name: Apsara 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 4 
Position: West 
Notes:  

 

Characteristic Name: Architectural 
Arch 
Temple: Vat Phu 
MH Number: 0 
LL Number: 339 
Alternative Name:  
Location:  
Position:  
Notes:  
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Characteristic Name: Architectural 
Arch (Arch/Band) 
Temple: Trapeang Totung Thngay 
MH Number: 470 
LL Number: 578 
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV9847 
INVLU18916 

 

Characteristic Name: Architectural 
arch w/ chakachan shape flower 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Conservation d'Angkor 
Position:  
Notes: DCA4410 

 

Characteristic Name: Arjunakirata 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Central Prasat 
Position: South 
Notes:  
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Characteristic Name: Aśvin on horse 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: East 
Notes:  

 

Characteristic Name: Attached Cross 
Temple: Kravanh 
MH Number: 388 
LL Number: 537 
Alternative Name:  
Location: Prasat 3 
Position: East 
Notes:  

 

Characteristic Name: Bhīma splitting 
Duśasāna 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: North Prasat 
Position: North 
Notes:  
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Characteristic Name: Brahmā 
Temple: Kutiśvara 
MH Number: 716 
LL Number: 535.02 
Alternative Name:  
Location: South Prasat 
Position: East 
Notes:  

 

Characteristic Name: Brahmin/Yogin/ 
��i 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 4 
Position: South 
Notes:  

 

Characteristic Name: Brahmin/Yogin/ 
��i (praying in architectural arch) 
Temple: Kôk Ta Ro 
MH Number: 431 
LL Number: 513 
Alternative Name: Daun Ap 
Location:  
Position:  
Notes: EFEO Photo PINV7639 
INVLU14234 
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Characteristic Name: Brahmin/Yogin/ 
��i (praying in architectural arch w/ 
chakachan shape flower) 
Temple: Neak Buos 
MH Number: 597 
LL Number: 291 
Alternative Name:  
Location:  
Position:  
Notes: Photo: Mitch Hendrickson 

 

Characteristic Name: Brahmin/Yogin/ 
��i (praying in polylobe arch w/ 
fleuron) 
Temple: Kôk Kandal 
MH Number: 0 
LL Number: 620 
Alternative Name:  
Location:  
Position:  
Notes:  

 

Characteristic Name: Brass Ring 
Temple: Pre Rup 
MH Number: 390 
LL Number: 538 
Alternative Name:  
Location:  
Position:  
Notes:  
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Characteristic Name: Brass Ring 
(chakachan shape) 
Temple: Sralao 
MH Number: 494 
LL Number: 609 
Alternative Name: Phum Prasat 
Location: National Museum 
Position:  
Notes: Dalsheimer (2001: 197) 

 

Characteristic Name: Brass Ring (fish 
egg) 
Temple: Khnat 
MH Number: 482 
LL Number: 592 
Alternative Name:  
Location:  
Position:  
Notes: MAFKATA Campaign Report 
2000 

 

Characteristic Name: Brass Ring 
(Lotus) 
Temple: Kôk Pô 
MH Number: 487 
LL Number: 597 
Alternative Name:  
Location: Sanctuary B 
Position: West 
Notes:  
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Characteristic Name: Buddha 
Temple: Cedei 
MH Number: 424 
LL Number: 502 
Alternative Name:  
Location:  
Position: East 
Notes:  

 

Characteristic Name: Bull 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Central Prasat 
Position: South 
Notes:  

 

Characteristic Name: Candra 
Temple: Rolum 
MH Number: 684 
LL Number: 281.04 
Alternative Name:  
Location:  
Position:  
Notes: Parmentier (1939: pl XXXVIII, 
b) 
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Characteristic Name: Caryatid 
(Celestial Being) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 5 
Position: West 
Notes:  

 

Characteristic Name: Caryatid (lion) 
Temple: Western Prasat Top 
MH Number: 375 
LL Number: 486 
Alternative Name: Monument 486 
Location:  
Position: South 
Notes:  

 

Characteristic Name: Celestial Being 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: South West 
Position: East 
Notes:   
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Characteristic Name: Celestial Being 
(dancing) 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location:  
Position:  
Notes:  

 

Characteristic Name: Celestial Being 
(praying in architectural arch w/ 
chakachan shape flower) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 2 
Position: South 
Notes:  

 

Characteristic Name: Celestial Being 
(praying in architectural arch) 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location:  
Position:  
Notes:  
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Characteristic Name: Celestial Being 
(praying in fleuron) 
Temple: Leak Neang 
MH Number: 392 
LL Number: 540 
Alternative Name:  
Location:  
Position: East 
Notes:  

 

Characteristic Name: Celestial Being 
(praying in polylobe arch w/ fleuron) 
Temple: Bei 
MH Number: 412 
LL Number: 494 
Alternative Name: Cei 
Location: Central Prasat 
Position: East 
Notes:  

 

Characteristic Name: Celestial Being 
(praying) 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: North East 
Position: East 
Notes:   
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Characteristic Name: Celestial Being 
(riding Makara) 
Temple: Prei Khmeng 
MH Number: 484 
LL Number: 594 
Alternative Name:  
Location:  
Position:  
Notes: Photo: Dan Penny 

 

Characteristic Name: Celestial Being 
(with Lotus 
Temple: Nelumbo nucifera) 
MH Number: Mebon Oriental 
LL Number: 395 
Alternative Name: 531 
Location:  
Position:  
Notes: West 

 

Characteristic Name: Celestial Being 
(with weapon) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 4 
Position: West 
Notes:  
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Characteristic Name: Chakachan 
freize divided by Phni Tes leaves 
Temple: Olok 
MH Number: 752 
LL Number: 584.02 
Alternative Name:  
Location: Sanctuary C 
Position:  
Notes: EFEO Photo PINV9412 
INVLU12669 

 

Characteristic Name: Chakachan 
shape flower 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 2 
Position: East 
Notes:  

 

Characteristic Name: Chauk flower 
Temple: Trapeang Totung Thngay 
MH Number: 470 
LL Number: 578 
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV9847 
INVLU18916  

Characteristic Name: Chauk frieze 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: North East 
Position: South 
Notes:  
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Characteristic Name: Churning of the 
Sea of Milk 
Temple: Kôk Daung 
MH Number: 759 
LL Number: 602 
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV9147 
INVLU11211 DCA3143 

 

Characteristic Name: Colonnette 
Capital 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: South West 
Position: East 
Notes:  

 

Characteristic Name: Colonnette 
Capital (architectural representation) 
Temple: Khnat 
MH Number: 482 
LL Number: 592 
Alternative Name:  
Location: South 
Position:  
Notes: EFEO Photo PINV11553 
INVLU18952 DCA5964 
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Characteristic Name: Colonnette 
Capital w/ Caryatid (Celestial Being) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 4 
Position: East 
Notes:  

 

Characteristic Name: Colonnette 
Capital w/ Caryatid (lion) 
Temple: Kôk Pô 
MH Number: 487 
LL Number: 597 
Alternative Name:  
Location: Sanctuary A 
Position:  
Notes: Jessup and Zéphir (1997: 196) 

 

Characteristic Name: Colonnette 
Capital w/ Caryatid (lion) & fleuron 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: North 
Notes:  

 

Characteristic Name: Colonnette 
Capital w/ Caryatid (lion/mythical bird) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 6 
Position: North 
Notes:  
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Characteristic Name: Colonnette 
Capital w/ fleuron 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: North East 
Position: North 
Notes:  

 

Characteristic Name: Colonnette 
Capital w/ fleuron medallion 
Temple: Kôk Svay Pream 
MH Number: 471 
LL Number: 579 
Alternative Name:  
Location: South Prasat 
Position:  
Notes: EFEO Photo PINV9696 
INVLU12534 CA3867 

 

Characteristic Name: Colonnette 
Capital w/ flower motif 
Temple: Ak Yum 
MH Number: 748 
LL Number:  
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV8610 
INVLU8578 DCA2901 
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Characteristic Name: Composite 
Animal 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 4 
Position: East 
Notes:  

 

Characteristic Name: Devata 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 2 
Position: East 
Notes:  

 

Characteristic Name: Dikpāla 
(unknown) 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Western Gopura II 
Position: East 
Notes:  
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Characteristic Name: Elephant 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Eastern Gopura II 
Position: East 
Notes:  

 

Characteristic Name: Elephant (with 
wings) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 4 
Position: West 
Notes:  

 

Characteristic Name: Fish egg/ 
Romduol frieze 
Temple: Trapeang Phong 
MH Number: 475 
LL Number: 583 
Alternative Name: Kuk Prasat 
Location: S1 
Position: North 
Notes:  
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Characteristic Name: Fleuron 
Temple: Bei 
MH Number: 412 
LL Number: 494 
Alternative Name: Cei 
Location: South Prasat 
Position: East 
Notes:  

 

Characteristic Name: Fleuron (w/ 
jewel) 
Temple: Kôk Svay Pream 
MH Number: 471 
LL Number: 579 
Alternative Name:  
Location: South Prasat 
Position:  
Notes: EFEO Photo PINV9696 
INVLU12534 DCA3867 

 

Characteristic Name: Fleuron and 
Fleuron Torch frieze 
Temple: Sralao 
MH Number: 494 
LL Number: 609 
Alternative Name: Phum Prasat 
Location:  
Position:  
Notes: Tokyo National Museum 
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Characteristic Name: Fleuron Emblem 
Temple: Olok 
MH Number: 752 
LL Number: 584.02 
Alternative Name:  
Location: Sanctuary A 
Position:  
Notes: EFEO Photo PINV9433 
INVLU12674 

 

Characteristic Name: Fleuron Emblem 
(w/ jewel) 
Temple: Olok 
MH Number: 752 
LL Number: 584.02 
Alternative Name:  
Location: Sanctuary B 
Position:  
Notes: EFEO Photo PINV6412 
INVLU12669 

 

Characteristic Name: Fleuron frieze 
Temple: Thom 
MH Number: 283 
LL Number: 266 
Alternative Name: Kompeng 
Location: Central Prasats 
Position: East 
Notes:  

 

Characteristic Name: Fleuron frieze 
(inverted) 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location:  
Position:  
Notes:  
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Characteristic Name: Fleuron 
Medallion 
Temple: Ak Yum 
MH Number: 748 
LL Number: 0 
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV8610 
INVLU8578 1933, DCA 2901 

 

Characteristic Name: Fleuron 
Medallion (w/ flower motif) 
Temple: Trapeang Totung Thngay 
MH Number: 470 
LL Number: 578 
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV9847 
INVLU18916 

 

Characteristic Name: Fleuron 
Medallion (with Personage) 
Temple: Kôk Svay Pream 
MH Number: 471 
LL Number: 579 
Alternative Name:  
Location: North Prasat 
Position:  
Notes: DCA3464 
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Characteristic Name: Fleuron 
Torch/Column 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: A3 
Position: North 
Notes:  

 

Characteristic Name: Foliage 
(centrally inflected) 
Temple: Baksei Chamkrong 
MH Number: 413 
LL Number: 495 
Alternative Name:  
Location:  
Position: North 
Notes:   

Characteristic Name: Foliage 
(horizontal) 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: South 
Notes:  
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Characteristic Name: Foliage (multi-
inlfected) 
Temple: Palais Royal 
MH Number: 367.01 
LL Number: 476.01 
Alternative Name:  
Location:  
Position:  
Notes:  

 

Characteristic Name: Foliage (U 
inflected) 
Temple: Western Prasat Top 
MH Number: 375 
LL Number: 486 
Alternative Name: Monument 486 
Location:  
Position: South 
Notes:  

 

Characteristic Name: Foliage Cross 
Temple: Pre Rup 
MH Number: 390 
LL Number: 538 
Alternative Name:  
Location: D13 
Position: Internal, North 
Notes:  

 

Characteristic Name: Foliage U 
Temple: Pre Rup 
MH Number: 390 
LL Number: 538 
Alternative Name:  
Location: A2 
Position: North 
Notes:  
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Characteristic Name: Ga�eśa riding 
his trunk 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 4 
Position: North 
Notes:  

 

Characteristic Name: Garland 
Temple: Kôk Svay Pream 
MH Number: 471 
LL Number: 579 
Alternative Name:  
Location: South Prasat 
Position:  
Notes: EFEO Photo PINV9696 
INVLU12534 DCA3867 

 

Characteristic Name: Garu�a 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: South 
Notes:  
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Characteristic Name: Goose tail/ 
frontal lotus petal shape 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: B2 
Position: East 
Notes:  

 

Characteristic Name: Hamsa 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: B1 
Position: West 
Notes:  

 

Characteristic Name: Horse 
Temple: Daung Kuk 
MH Number: 264 
LL Number: 274 
Alternative Name: Banteay Pir Chean 
Location: South Annex 
Position: West 
Notes: Parmentier (1939: pl. XXXV, b) 
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Characteristic Name: Indra on 
Airāvata 
Temple: Prei Monti 
MH Number: 474 
LL Number: 582 
Alternative Name:  
Location: Central Prasat 
Position: East 
Notes:  

 

Characteristic Name: Indra on 
Airāvata (3 headed) 
Temple: Vat Phu 
MH Number: 0 
LL Number: 339 
Alternative Name:  
Location:  
Position:  
Notes:  

 

Characteristic Name: Kāla holding 
Elephant ears 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: South Prasat 
Position: South 
Notes:  
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Characteristic Name: Kāla/Kīrtimukha 
(w/ hands & inverted fleuron) 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: West Gopura II 
Position: East 
Notes:  

 

Characteristic Name: Kāla/Kīrtimukha 
(w/ inverted fleuron & without hands ) 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Central Prasat 
Position: West 
Notes:  

 

Characteristic Name: Kāla/Kīrtimukha 
(with hands) 
Temple: Trapeang Phong 
MH Number: 475 
LL Number: 583 
Alternative Name: Kuk Prasat 
Location: S1 
Position: North 
Notes:  
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Characteristic Name: Kāla/Kīrtimukha 
(without hands) 
Temple: Thmâ Dap 
MH Number: 764 
LL Number: 557.02 
Alternative Name:  
Location:  
Position: West 
Notes:  

 

Characteristic Name: Kinnari 
Temple: Kravanh 
MH Number: 388 
LL Number: 537 
Alternative Name:  
Location: Prasat 5 
Position: East 
Notes:  

 

Characteristic Name: K	��a 
Temple: Thom 
MH Number: 283 
LL Number: 266 
Alternative Name: Prasat Kraham 
Location: Lateral Southern Door 
Position: East 
Notes: Parmentier (1939: pl. XI, b) 
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Characteristic Name: K	��a vs. 
serpent Kaliya 
Temple: Phum Pô 
MH Number: 463 
LL Number: 571 
Alternative Name: Trapeang Kmoeu 
Location: Phum Po (sud) 
Position:  
Notes: EFEO Photo PINV10102 
INVLU731 DCA4590 

 

Characteristic Name: Lak�mana 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: South East 
Position: East 
Notes:  

 

Characteristic Name: Lak�mī 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: B16 
Position: West 
Notes:  
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Characteristic Name: Lion 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: B17 
Position: East 
Notes:  

 

Characteristic Name: Lotus (Nelumbo 
nucifera) 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: North Prasat 
Position: West 
Notes:  

 

Characteristic Name: Lotus (Nelumbo 
nucifera) Chalice w/ goose tail/ frontal 
lotus petal shape 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: North Prasat 
Position: West 
Notes:  
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Characteristic Name: Lotus (Nelumbo 
nucifera) hanging 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: 2nd enclosure SE Annex 
Building 
Position: North 
Notes:  

 

Characteristic Name: Lotus (Nelumbo 
nucifera) hanging w/ extended corolla 
Temple: Kôk Pô 
MH Number: 487 
LL Number: 597 
Alternative Name:  
Location: Sanctuary A 
Position:  
Notes: Jessup and Zéphir (1997: 196 - 
197) 

 

Characteristic Name: Lotus (Nelumbo 
nucifera) open faced 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Western Gopura II 
Position: East 
Notes:   
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Characteristic Name: Lotus (Nelumbo 
nucifera) open faced (extended petals) 
Temple: Ak Yum 
MH Number: 748 
LL Number: 0 
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV8610 
INVLU8578 DCA2901  

Characteristic Name: Lotus (Nelumbo 
nucifera) open faced (extended petals) 
hanging 
Temple: Trapeang Totung Thngay 
MH Number: 470 
LL Number: 578 
Alternative Name:  
Location:  
Position:  
Notes: EFEO Photo PINV9847 
INVLU18916 

 

Characteristic Name: Lotus (Nelumbo 
nucifera) pediment base 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: South Prasat 
Position: East 
Notes:  
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Characteristic Name: Lotus leaf and 
stamen freize (Nelumbo nucifera) 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: South 
Notes:  

 

Characteristic Name: Makara 
(convergent) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 2 
Position: South 
Notes:  

 

Characteristic Name: Makara 
(divergent) 
Temple: Trapeang Phong 
MH Number: 475 
LL Number: 583 
Alternative Name: Kuk Prasat 
Location: S1 
Position: North 
Notes:  
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Characteristic Name: Makara (w/body 
convergent) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 2 
Position: East 
Notes:  

 

Characteristic Name: Makara (w/body 
divergent) 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: North East 
Position: East 
Notes:  

 

Characteristic Name: Monkey 
Temple: Phnom Dei I 
MH Number: 498 
LL Number: 613 
Alternative Name: Phnom Bei 
Location: Tour Sud 
Position: East 
Notes: EFEO Photo PINV998 
INVLU837 
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Characteristic Name: Mythical Bird 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 1 
Position: East 
Notes:  

 

Characteristic Name: Nāga (1 head) 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 2 
Position: East 
Notes:  

 

Characteristic Name: Nāga (3 heads) 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: A5 
Position: West 
Notes:  
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Characteristic Name: Nāga (5 heads) 
Temple: Prei Khmeng 
MH Number: 484 
LL Number: 594 
Alternative Name:  
Location:  
Position:  
Notes: Photo: Dan Penny 

 

Characteristic Name: Nāga (crowned 
1head) 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 1 
Position: North 
Notes:  

 

Characteristic Name: Nāga (crowned 
3 heads) 
Temple: Trapeang Srangè 
MH Number: 728 
LL Number: 588 
Alternative Name: Dei Dom 
Location: South Prasat 
Position: East 
Notes:  
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Characteristic Name: Nāga (crowned 
5 heads) 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: South 
Notes:  

 

Characteristic Name: Nāga (Stylised 3 
heads) 
Temple: Kôk Chak 
MH Number: 420 
LL Number: 544.01 
Alternative Name:  
Location: North Prasat 
Position: East 
Notes:  

 

Characteristic Name: Pedestal 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 2 
Position: East 
Notes:  
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Characteristic Name: Pendant 
Temple: Khnat 
MH Number: 482 
LL Number: 592 
Alternative Name:  
Location: South 
Position:  
Notes: EFEO Photo PINV11553 
INVLU18952 1968 DCA5964 

 

Characteristic Name: Pendant 
(stylised Nelumbo nucifera) 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: South Library 
Position: East 
Notes:  

 

Characteristic Name: Pendant 
(stylised Romyoul) 
Temple: Kduong 
MH Number: 522 
LL Number: 649 
Alternative Name: Kok Prasat 
Location: Tour avant 1/N 
Position:  
Notes: EFEO Photo PINV10935 
INVLU1500. DCA4978. Now in Tokyo 
National Museum. 
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Characteristic Name: Phni Tes leaf 
freize (inverted) 
Temple: Kravanh 
MH Number: 388 
LL Number: 537 
Alternative Name:  
Location: Prasat 4 
Position: East 
Notes:  

 

Characteristic Name: Polylobe Arch 
(inverted 'door-knocker' w/ chakachan 
shape flower) 
Temple: Lolei 
MH Number: 480 
LL Number: 589 
Alternative Name:  
Location: Prasat 1 
Position: North 
Notes:  

 

Characteristic Name: Polylobe Arch 
(inverted 'door-knocker') 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: A4 
Position: West 
Notes:  

 

Characteristic Name: Polylobe Arch 
w/ Chakachan shape flower 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: West Gopura II 
Position: East 
Notes:  
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Characteristic Name: Polylobe Arch 
w/ fleuron 
Temple: Vat Phu 
MH Number:  
LL Number: 339 
Alternative Name:  
Location:  
Position:  
Notes:  

 

Characteristic Name: Polylobe Arch 
w/ fleuron frieze 
Temple: Phnom Bakheng 
MH Number: 414 
LL Number: 496 
Alternative Name:  
Location:  
Position:  
Notes:  

 

Characteristic Name: Rāma 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: South East 
Position: East 
Notes:  
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Characteristic Name: Romyoul & 
Polylobe Arch (inverted 'door-knocker' 
w/ chakachan shape flower) frieze 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: South 
Notes:  

 

Characteristic Name: Romyoul & 
Polylobe Arch (inverted 'door-knocker') 
frieze 
Temple: Bakong 
MH Number: 476 
LL Number: 584 
Alternative Name:  
Location: Prasat 4 
Position: East 
Notes:  

 

Characteristic Name: Romyoul & 
Polylobe Arch frieze 
Temple: Kduong 
MH Number: 522 
LL Number: 649 
Alternative Name: Kok Prasat 
Location: Tour avant 5/S 
Position:  
Notes: EFEO Photo PINV10308 
INVLU1501 DCA4977 

 



262 
 

Characteristic Name: Romyoul 
(hanging Nymphaea lotus) 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location: Central East 
Position: West 
Notes:  

 

Characteristic Name: Romyoul 
(Nymphaea lotus) 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: B9 
Position: East 
Notes:  

 

Characteristic Name: 
Rosette/Floret/Carved Flower 
(unknown) 
Temple: Prei Khmeng 
MH Number: 484 
LL Number: 594 
Alternative Name:  
Location:  
Position:  
Notes:   
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Characteristic Name: Śiva and Bhringi 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: North Prasat 
Position: South 
Notes:  

 

Characteristic Name: Sītā abducted by 
Vīradha 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Central Prasat 
Position: West 
Notes:  

 

Characteristic Name: Sugrīva and 
Vālīn 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: Central Prasat 
Position: North 
Notes:  
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Characteristic Name: Sūrya 
Temple: Rolum 
MH Number: 684 
LL Number: 281.04 
Alternative Name:  
Location:  
Position:  
Notes: Parmentier (1939: pl XXXVIII, 
b) 

 

Characteristic Name: Umāheśvara 
Temple: Prei Thnâl Nord 
MH Number: 518 
LL Number: 645 
Alternative Name:  
Location: North Prasat 
Position: East 
Notes: EFEO Photo PINV9546 
INVLU8254 DCA3600 

 

Characteristic Name: Varu�a on 
Hamsa 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location: A1 
Position: West 
Notes:  

 



265 
 

Characteristic Name: Vi��u 
Temple: Neak Buos 
MH Number: 597 
LL Number: 291 
Alternative Name:  
Location:  
Position:  
Notes: Photo: Mitch Hendrickson 

 

Characteristic Name: Vi��u 
Anantaśāyin 
Temple: Preah Vihear 
MH Number: 624 
LL Number: 398 
Alternative Name:  
Location:  
Position:  
Notes:  

 

Characteristic Name: Vi��u on 
Garu�a 
Temple: Preah Kô 
MH Number: 477 
LL Number: 585 
Alternative Name:  
Location:  
Position:  
Notes: National Museum of Cambodia 
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Characteristic Name: Vi��u tearing 
open Hira�yakaśipu 
Temple: Thom 
MH Number: 283 
LL Number: 266 
Alternative Name: Prasat Kraham 
Location:  
Position: East 
Notes: Parmentier (1939: pl. XI, a) 

 

Characteristic Name: Vong hien shape 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: 2nd enclosure SE Annex 
Position: North 
Notes:  

 

Characteristic Name: Vong hien w/ 
goose tail/ frontal lotus petal shape 
Temple: Banteay Srei 
MH Number: 468 
LL Number: 546.02 
Alternative Name:  
Location: 2nd enclosure SE Annex 
Position: North 
Notes:  
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Characteristic Name: Yama on 
Buffalo 
Temple: Mebon Oriental 
MH Number: 395 
LL Number: 531 
Alternative Name:  
Location:  
Position:  
Notes:  
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