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Editorial 

The 41st issue of "Indian Journal of Archaeology (www.ijarch.com)" has eight articles. The first 

article titled “Tapka: A Newly Discovered Rock Art Site in Sonbhadra Region, Uttar 

Pradesh” by Manisha Singh, Sarvesh Yadav, Anisha Singh, Abhay Pratap Singh, Satyam 

Kumar, Vikas Kumar Singh, Brij Mohan, S Chakradhari, S K Singh, Ravindra Nath Singh 

gives the details of the painted rock shelter located near Lauva village which lies 20km 

southeast of Robertsganj, district Sonbhadra, India. The second article titled “Torana Art and 

Architecture” by Dr. Amar Singh describes the evolution of Torana which is an important 

element in Indian architecture. Some of the types of Toranas describes in the literature and 

actually found are stambha-torana, patra-torana, makara-torana, chitra-torana, pushpa-torana, 

ratna-torana, vaktra-torana, illika-torana, hindola-torana, tilaka-torana and gajatalu-torana. The 

third article titled “Sacred Transformation: Religious Influence and Socioeconomic 

Dynamics in Ancient and Early Medieval Kashmir" by Irfan Bashir and Abdul Rashid Lone 

examines the profound influence of religion on the socioeconomic landscape of ancient and 

early medieval Kashmir, highlighting how religious transformations shaped social structures 

and economic activities. The fourth article titled “Metal Icons of Assam: Tracing the 

Sculptural Tradition” by Jutimala Mishra and Manjil Hazarika, explores the metal sculptural 

traditions in Assam, highlighting their artistic, technological and cultural significance within 

the broader context of Indian metal art. The fifth article titled “Translation of Manuscript 

Describing the Reigns of Early Sultanate Period titled “Ahad Nama Salāṭīn-i- Ghorī wa 

Khilji”- Presently Kept in Rampur Raza library, district Rampur” by Vijay Kumar gives the 

portraits and details of the 14 kings from Muḥammad Ghorī  to Mubārak Shāh Khiljī.  The sixth 

article titled “Paintings of Awadh School, Company School and ivory paintings and Pencil 

Sketches kept in State Museum Lucknow, district Luknow ” by Vijay Kumar and A.K. 

Singh gives the details of 176 painting/sketches of Awadh school,  company school and ivory 

paintings presently kept in State Museum Lucknow, district lucknow. These painting mainly 

throw light on the period of Nawabs of Awadh. The seventh article titled “Human 

Movement, Demographic Impact and Settlement Pattern in Ancient Past: The Manipuri 

(Meitei) in Tripura” by Asem Bidhyaleima Chanu and Prof. Oinam Ranjit Singh, makes 

attempt to trace the migration, settlement pattern and demography of Manipuris in Tripura 

since ancient period. The eighth article titled “Tracing biodiversity through museum 

sculptures: A case study of the State Museum Lucknow” by Alshaz Fathmi identifies 

different animals shown on the sculptures kept in the State Museum, Lucknow. Some of these 

birds like dodo and rodrigues solitaire have become extinct and some are foreign animals like 

http://www.ijarch.com/


aardvark. The ninth article titled “Heritage Management and community Participation: A 

case study of Pancha Tirtha Temples in Hajo, Assam, India” by Pankhi Sharma, Jonali Devi 

and Maishnam Rustam Singh describes the history, archaeology and efforts being made for 

heritage management of five temples namely Hayagriva Madhava, Kedareswar, 

Kamleshwar, Kameswar and Ganesh Temples located in Hajo, Assam and locally known as 

Pancha Tirtha. 

 

        
 Vijay Kumar 

  Chief Editor 

           Indian Journal of Archaeology 
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History of Rock Art Research in Sonbhadra and Mirzapur Region: The Sonbhadra–

Mirzapur region holds a central place in the history of Indian rock art research. Until 1989, 

Sonbhadra formed part of Mirzapur district, and early archaeological reports recorded under 

district “Mirzapur” also include the painted shelters now located in Sonbhadra. The Vindhyan 

and Kaimur hill ranges contain some of the earliest documented rock paintings in India. Rock art 

research in the region began in 1867–68, when Archibald Carlleyle recorded paintings at Sohagi 

Ghat and identified them as prehistoric, although only a short abstract of his findings “Notes on 

Lately Discovered Sepulchral Mounds, Cairns, Cave Paintings and Stone Implements” was published later 

(Carlleyle 1883: 49). Systematic documentation followed through the work of J. Cockburn, whose 

papers from 1883 to 1889 described rhino-hunting scenes, pigment durability, stylistic traits, and 

ethnographic associations (Cockburn 1883; 1883b; 1884; 1889). Early twentieth-century 

contributions by Rai Sahib Manoranjan Ghosh (ASI), published in Memoirs of the Archaeological 

Survey of India (1932), included detailed descriptions and tracings from sites such as Vijaygarh and 

Lekhahiya. Post-independence research expanded through the work of V.D. Krishnaswami and 

K.V. Sundararajan (1949), followed by discoveries reported by G.R. Sharma (University of 

Allahabad) in IAR 1955–56. A major scholarly advance came with Radha Kant Varma’s Stone Age 

Culture of Mirzapur (1964) and later publications (1981–2012), which developed a stylistic and 

chronological framework. Extensive surveys by Rakesh Tewari between 1979 and 1991, including 

Khohon Main Khoya Atit (1980), Thirakte Shailachitra (1981), and Rock Paintings of Mirzapur (1990), 

further enriched regional documentation. Recent works by Erwin Neumayer (1993; 2013) and Ajay 

Pratap (2016) continue to highlight Sonbhadra–Mirzapur as one of the most significant prehistoric 

rock art landscapes of India. 
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Map 1- Location of the Site, Tapka 

 

Approach to the Site: The rock shelter is located within Lauva village, lying about 20 km 

southeast of Robertsganj. It lies between Arauli and Cherue. 
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Map.2- Approach to the site, Tapka 

 

Rock-shelter at Tapka: The rock shelter stretches for about 13 metres and includes single figures, 

paired figures, and group scenes. Its average width is around 2.32 metres. The densest cluster of 

paintings is found within an area about 1 metre height and 5 metres wide. The documentation was 

carried out by the team from west to east, and the painted surface is described in the same order, 

starting with the Left panel. The main painted panel runs along the entire length of the shelter 

wall, and a few figures are also painted on the ceiling. Several microliths, such as chert and 

chalcedony blades and blade cores, were found inside the shelter. Because the painted panel is 

quite large, it has been divided into three parts for convenience: ‘the left panel, the central panel, and 

the right panel’. 
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Fig. No. 01: General view of the rock-shelter, Tapka 

 
Fig. No. 02: Close-view of the rock-shelter, Tapka 



Tapka: A Newly Discovered Rock Art Site in Sonbhadra Region, Uttar Pradesh 

 

6 

Description of the rock painting Left panel: The left panel contains a sequence of figures painted 

in black, red ochre, and white using thin, continuous lines. 

Figure 3: The left panel shows several figures painted in black, red ochre, and white using thin, 

continuous lines. It begins with a single black anthropomorphic figure, about 15×15 cm in size, 

shown in a hunting pose with a bow and arrow and facing toward the right (west). This is the only 

figure in the panel made entirely in black colour. 

 
Fig. No. 03: A Man with bow and Arrow, Tapka 

 

Figure 4: Just below Fig. 3, two horse riders painted with white about 24×16 cm in size. Both 

riders face toward the right, suggesting forward movement. The rider on the left side holds a 

sword raised upright in his right hand and leans slightly forward, giving a sense of readiness 

or alertness. The rider on the right side is shown with his right arm fully extended in a spear-

throwing posture, indicating active engagement. 
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Fig. No. 04: Two Horse-riders, Tapka 

 

Figure 5 & 6: Sitting on the two red horses, two large stylized horse-rider figures painted in red 

ochre about 35×35 cm (Fig. 5) and 34×30 cm (Fig. 6) in size, dominate this part of the panel. They 

are drawn with thin, continuous lines and filled with geometric patterns such as slanting strokes, 

cross-hatching, and triangular forms, giving their bodies a decorative and symbolic appearance. 

Both figures have lotus-bud-shaped heads with inverted C-shaped ears, and their elongated necks 

are marked with horizontal lines. The left figure has hair-like strokes rising from the top of the 

head, giving it a more feminine appearance, while the right figure has no visible hair lines and is 

therefore often assumed to be a male figure. Their torsos are filled with slanting geometric lines, 

adding a decorative and symbolic feel. The arm of left (Female) figure curve outward in smooth S-

shaped lines without spikes, while the arm of right (Male) figure end in radiating spike-like lines 

that may represent armour or a ritual symbol. Both riders hold the reins in their left hand, while 

their right hand carries a weapon, most likely a dagger. Both figures are shown on horses painted 

in red ochre with white dotted patterns, where the female figure is seated on the horse, while the 

male figure is standing on the horse, and the horses have forward-leaning heads, and tails drawn 

with spikes. The right figure stands on the horse in a posture that looks symbolic rather than 

realistic, reinforcing the idea that these two riders represent supernatural beings, ritual 

performers, or high-status characters rather than ordinary humans. Local villagers associate these 

figures as king and Queen and call this cave Raja Rani Ghar (house of the king and queen), 

showing how community memory shapes the interpretation of this particular scene and its highly 

stylized forms. 
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Fig. No. 05: Stylized horse-riders, Tapka 

 
Fig. No. 06: Stylized horse-riders, Tapka 

Figure 7, 8, 9: Further to the right, and positioned in between and below the large stylized horse- 

rider figures, are three additional white-painted horses measuring 26×22 cm (Fig. 7), 23×15 cm (Fig. 

8), and 22×17 cm (Fig. 9). These three white horses appear to be moving toward the horse riders 

shown in Fig. 1. The upper horse has a clearly visible rider, while the two horses below seem 

riderless or are heavily faded because of weathering, although their reins can still be seen. 
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Fig. No. 07: White-painted horses, Tapka
 

 
Fig. No. 08 & 09: White-painted horses, Tapka 

Figure 10: To the right of the horse riders, there is a small stylised floral motif painted in red ochre. 

The whole motif measures about 19×14 cm. It is made up of four curved S-shaped stems, each 

rising from a rectangular base. The base contains eight tilted diagonal lines (/), giving it a 

comb/ladder like look. At the top of each stem is a round flower head with radiating spike-like 

petals, which creates a sunflower-type appearance. The stems bend slightly and give the motif a 

sense of movement. All the lines are thin, continuous, and neatly drawn, showing good control. 
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Fig. No. 10: Stylized Floral motifs, Tapka 

Figure 11: Below the floral base, there is an animal figure painted in red ochre, most likely 

representing a horse. The motif measures about 14×13 cm. The painting is partly faded, which 

makes the outline unclear in some areas. The head appears slightly distorted, creating the 

impression of two mouth-like shapes. If viewed as a single-headed figure, the animal seems to face 

toward the right. The legs are drawn with thin, continuous strokes, though several portions are now 

faint and incomplete. Despite the fading, the overall posture and body shape remains visible 

enough to identify it as an animal motif, painted in the same fine-line red ochre style found in the 

surrounding figures. 

 
Fig. No. 11: Animal Figure, Tapka 
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Central Panel: 

Figure 12, 13 & 14 (Hunting Scene): Figures 12, 13 and 14 form a single group within the same 

panel, together measuring about 50×34 cm. The largest figure in this group is a Swamp Deer-like 

animal painted in ochre (Fig. 12), measuring 30×17 cm. It has a bulky body, short legs, and a 

rounded back, but the surface is heavily faded, which makes much of the outline unclear. To the 

right of this faded animal is an anthropomorphic figure holding a bow and arrow (Fig. 13), 

measuring 25×23 cm. The man is shown in a hunting posture, aiming his bow toward the Swamp 

Deer below. His body is drawn with thin, continuous lines that remain partly visible despite fading. 

Slightly above and to the right of the hunter is another ochre-painted animal figure (Fig. 14), 

measuring 16×12 cm. Its body outline is clearer than the Swamp Deer, but the form is not distinct 

enough to identify the species with certainty, and it remains unidentified. Taken together, these 

three figures create a coherent hunting scene, where the man appears to target the larger Swamp 

Deer, while the additional animal motifs add movement and context to the composition. The 

preservation varies across the group: the Swamp Deer is the most faded, the hunter is moderately 

preserved, and the unidentified animal is the clearest among the three. 

 
Fig. No. 12: Hunting scene, Tapka 

 
Fig. No. 13 & 14: Hunting scene, Tapka 
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Figure 15: A prominent ochre-painted, peacock-like bird motif appears in the central part of the 

panel, measuring about 30×25 cm. The body is drawn as a long oval filled with a neat cross- 

hatched pattern, giving the impression of stylized feathers. The bird has a curved neck, a small 

pointed head, and a clearly marked crest, all made with thin and continuous lines. Its legs are 

unusually long, which adds to its stylized appearance. Just below the bird, a sun-like circular 

element with radiating spikes can be seen; based on its shape and position, it may represent a trap 

or some symbolic marker. 

 
Fig. No. 15: Stylized Peacock, Tapka 

 

Figure 16: The figure is painted in ochre but is highly faded and much less clear than the other 

motifs in the panel. It measures about 28×20 cm, yet only faint patches of colour and a few unclear 

outlines are visible. The central area shows a blurry reddish form that may represent a human 

figure riding an animal, but the details are too eroded to confirm. Most of the original lines have 

blended into the rock surface due to heavy weathering, leaving only slight hints of the head, body, 

and legs. Because of this fading, the motif now appears more like a washed-out stain than a clear 

drawing. 

Figure 17: A large stylized botanical motif occupies the central part of the panel, painted entirely in 

red ochre. The composition begins with a long rectangular base filled with neat cross-hatched 

lines, giving it the appearance of a railing or fenced platform. Below this base are several inverted 

arch or onion-shaped forms that likely represent roots or an underground part of the plant. From 

the upper edge of the base rise six long, S-shaped stems, each ending in a round flower head with 

radiating spikes that give them a sunflower-like look. The stems appear in pairs, and while most 

are plain, the fourth and fifth stems have small thorn-like projections along their length. Above 

the flowers, three small figures of birds are shown flying over the third, fifth, and sixth blooms, 

and on the right side of the panel a deer is depicted in moving posture, adding a sense of 
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movement and connecting the plant with surrounding fauna. In certain places, one motif overlaps 

with another, showing that Figure 17 is superimposed on Figure 16. 

 

 
Fig. No. 16: An Animal and rider (?), Tapka 
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Fig. No. 17: Flower panel and birds, Tapka 
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Figure 18: Below the right corner of the floral panel, there is a faded ochre-painted figure 

measuring about 16×12 cm. The motif is heavily weathered, and much of its outline has blended 

into the rock surface, making the details difficult to recognize. A faint extension on the upper side 

suggests the presence of a rider or human figure, while the lower portion shows shapes that may 

belong to an animal beneath it. Although the clarity is poor, the remaining lines loosely give the 

impression of a horse rider facing east. Because of the extensive fading, this identification remains 

uncertain, and the figure is best described as an indistinct anthropomorphic–animal composition 

positioned below the right corner of the botanical panel. 

 
Fig. No. 18: Rider with an animal (?), Tapka 

Figure 19: The figure placed just to the right of Fig. 19 is a small ochre-painted animal measuring 

about 14×12 cm. It is better preserved than the nearby faded motifs, so its outline is still fairly 

visible. The animal has a short, slightly raised tail, thin legs, and a compact body, giving it the 

appearance of a young animal. The head is small and pointed, facing east, with a gently curved 

neck. Although its exact species cannot be identified with certainty, the proportions and posture 

suggest a young deer or some small mammal. The lines are thin and continuous, showing 

controlled brushwork, though light weathering has softened some edges. 

 
Fig. No. 19: Young deer or a mammal, Tapka 
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Figure 20: The figure placed just above the right corner of the floral panel (Fig. 20) is an ochre- 

painted animal measuring about 17×16 cm. The motif is fairly well preserved compared to many 

nearby figures. It shows a swamp deer-like animal facing west, with antlers, a long neck, a short- 

raised tail, and slender legs drawn with thin, continuous lines. The body is filled with a solid red- 

ochre wash, though some areas appear slightly faded due to weathering. Even with this fading, the 

outline remains clear enough to recognize the posture of the animal and overall form. 

 
Fig. No. 20: An animal figure, Tapka 

 

Figure 21: The figure is depicted in red ochre as a stylized humanoid form. The head is rendered 

in a lotus-bud shape with an elongated profile. Inverted C-shaped linear motifs are present on both 

sides of the head. The figure has a long neck, and the body is filled with geometric designs 

including cross-hatching, triangular motifs, and circular patterns. The arms are drawn with double 

lines and filled with horizontal lines. The lower part of the body is covered with a dhoti-like 

garment, indicated by oblique linear strokes representing pleats. A rectangular band marks the 

lower border of the garment, and from below this border the feet are clearly depicted, suggesting 

that the legs themselves are concealed by the clothing. The hands are depicted in a stylized flower- 

like form, and the feet appear natural and human-like, indicating a standing posture. It seems to be 

a warrior or folk deity. 

 
Fig. No. 21: A warrior or folk deity, Tapka (Drawing credit: Sarvesh Yadav) 
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Figure 22: Just to the right of the large supernatural figure (Fig. 22), there is a scene painted in 

ochre showing a man struggling with an animal. It seems the man is gripping the horns of the 

animal with both hands, suggesting an active fight or an attempt to control it. Behind the animal, 

a small child-like figure is shown standing close. The entire composition measures about 40×25 

cm. 

 
Fig. No. 22: A man struggling with an animal, Tapka 

 

Figure 23: The rectangular panel, measuring about 60×20 cm, resembles a kohbar and contains 

eight human figures arranged in two rows. The upper row has five figures; the second figure 

appears to hold an arrow-like object, while the third figure carries a dagger-like weapon in the left 

hand. The lower row includes three more figures. All are painted in red ochre using thin, 

continuous lines. The figures share common stylistic features such as triangular torsos, elongated 

limbs, and raised arms that seem to hold objects or weapons. The first figure in the lower row is 

more elaborately decorated with geometric patterns, making it visually distinct from the others. At 

the bottom center of the composition, a large doorway-like rectangular form suggests an entrance 

or framed space. The figure placed near this entrance appears slightly superimposed on another 

figure, indicating multiple painting episodes. 

 
Fig. No. 23: Kohbar panel, Tapka 
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Figure 24: Just below the right side of the rectangular kohbar panel, a decorated male figure riding a 

horse is painted in red ochre, measuring about 22×22 cm. Both the rider and the horse are covered 

with clusters of white dots, which give the figure a ceremonial or symbolic look. The rider holds 

the reins with one hand, while the other arm curves outward in a stylized manner. His body is 

formed with geometric shapes like a triangular torso and long, thin limbs, matching the style of 

other human figures in the panel. The horse has a rounded body, bent legs, and a clearly marked 

head, all highlighted with the same white dotted pattern. Small arch-like strokes are drawn below 

the horse, possibly indicating movement. 

 
Fig. No. 24: Ochre painted stylized horse-rider with white dots, Tapka 

 

Figure 25: The motif consists of two small ochre-painted figures, measuring about 8×15 cm in 

total. The figure on the right appears to be a simple anthropomorphic form drawn with thin, straight 

lines. It shows a small round head, a vertical body line, and short arms and legs extending outward, 

giving the impression of a standing human figure. To the left of it is a short, curved mark or cup- 

shaped element, though its form is too simple to identify confidently. Both figures are lightly 

drawn and somewhat faded, but their outlines are still visible enough to recognize the standing 

posture of the humanoid figure. 

 
Fig. No. 25: An Anthropomorphic figure, Tapka 
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Figure 26: A large horse figure painted in ochre appears in a dynamic stance, measuring about 

36×30 cm. The horse faces west, with its front leg raised, giving the impression of forward 

movement or a rearing posture. The body is filled with a pale white wash, over which numerous 

small ochre dots are applied, creating a textured, patterned appearance. The outline of the horse, 

including the legs, neck, and head, is drawn with thin, continuous ochre lines. The reins are also 

visible, curving from the head toward the upper part of the image, indicating that the animal may 

originally have been part of a larger riding scene. Despite minor weathering, the figure remains 

well preserved, with the head, raised leg, and decorative dotted body clearly standing out against 

the rock surface. 

 
Fig. No. 26: White horse with ochre outline and dots, Tapka 

Figure 27: The figure depicts a horse rider facing west, painted in ochre and measuring about 

29×20 cm. Although the motif is partly faded, the main posture remains clear. The rider is seated 

upright on the horse, with the right arm extended forward holding the reins and the left arm 

holding a sword-like weapon. The human form is drawn with thin, continuous lines, creating a 

simple stick-like figure. The body of the horse is filled with ochre and dotted with several white 

marks that are still visible despite weathering. The head and neck are better preserved than the 

rest of the figure, clearly showing the forward-facing posture and the connection between the 

reins and the hand of the rider. 

 
Fig. No. 27: A horse-rider hording rein and sword-like weapon, Tapka 
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Figure 28: The figure shows a horse rider painted on the wall, with the horse in ochre and the rider 

in white. The motif measures about 22×26 cm. The body of the horse is outlined in white and filled 

with many white dots, and its front leg is slightly raised, giving the impression of running 

movement. The rider is drawn in thin white lines and is seated on the horse in an upright position. 

In his left hand, he holds an arrow-like weapon pointing toward the west. Although some parts of 

the rider are faded and the contrast between the white rider and the dotted ochre horse makes the 

figure stand out clearly on the wall. 

 
Fig. No. 28: A horse-rider (Horse painted in ochre and rider in white), Tapka 

 

Figure 29: The figure shows a horse outlined in white, with its body filled with ochre and covered 

with small white dots. It measures about 28×11 cm. The horse is shown in running condition, with 

its legs stretched out and the head turned slightly toward the west. The reins are also visible in 

white, connecting to the mouth of the horse. Although some portions are a bit faded, the overall 

form is clear enough to identify the movement and direction. The dotted pattern and light outline 

give the horse a lively, decorated appearance within the panel. 

 
Fig. No. 29: A white outlined horse filled with ochre and white dots, Tapka 
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Figure 30: The figure measures about 28×30 cm and shows a horse painted in ochre, with its body 

covered in white dots. The horse is shown in a forward-moving posture, though parts of the outline 

are faded. A rider is seated on its back, drawn in red ochre using simple straight lines for the body 

and a small circular head. Much the form of the rider is faint, but the upright posture is still 

recognizable. The reins are represented by two straight lines extending from the head of the horse 

toward the hand of the rider. Although weathering has blurred some details, the overall scene 

remains identifiable as a horse with a mounted rider moving toward the west. 

 
Fig. No. 30: A horse-rider, Tapka 

 

Figure 31: Figure 29, which partly overlaps with Figure 28, measures about 35×22 cm and shows a 

stylized male figure painted in ochre. The figure has four arms, giving it a god-like or supernatural 

appearance. The head is a simple circular form with two short horn-like lines extending from the 

top, and the neck is drawn in a long, upright rectangular shape. The torso is lightly outlined, while 

the lower body is more prominent. The legs are thicker than those seen in most other figures and 

appear to be decorated or clothed, indicated by slanted lines inside each leg. Although parts of the 

motif are faded, the four arms, horn-like head features, and decorated legs make the figure stand 

out as an important or symbolic character within the panel. 

 
Fig. No. 31: A stylized male figure, Tapka 
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Right Panel 

Figure 32: The hunting scene panel, measuring about 47×47 cm, is painted entirely in ochre and 

shows a coordinated hunt involving four human figures with bows and arrows and four animals. 

One hunter stands in the top right corner, another in the lower right, a third in the lower left, and a 

fourth in the middle left, giving the impression that they are surrounding the animals from 

different sides. Near the mid-left hunter, a rhino-like animal is shown moving west, while at the 

center of the panel three other animals appear: two look like swamp deer with antler-like horns, 

and one resembles a young elephant, all moving toward the central hunter. The central hunter is 

shown aiming his bow at them, suggesting an active pursuit. The overall arrangement of the 

hunters around the animals indicates an encirclement or drive-hunt, where the group works 

together to trap the animals from all sides. 

 
Fig. No. 32: Hunting Scene, Tapka 

Figure 33: The motif painted on the ceiling, measuring about 37×18 cm, consists of four human 

figures rendered in light ochre. All four appear to be holding hands in a connected chain-like 

formation. The two central figures are slightly larger, while the smaller figures on either side give 

the impression of a family group. The bodies are drawn with thin, continuous lines, and each 

figure has a round head with short curved strokes that may represent hair or simple head 

adornments. 
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Fig. No. 33: Human-chain figure, Tapka 

 

Figure 34: The figure is partly faded and is not easy to see when the rock surface is dry; however, 

its outline becomes much clearer when the surface is moistened. The motif has an oval-shaped 

body filled with cross-hatched and horizontal lines, which may indicate a patterned body or a wing- 

like feature. A long neck is visible, and two thin lines rise upward from it, giving the appearance 

of a crest. These details are drawn with thin, continuous strokes. The figure also shows four leg- 

like extensions and a long projection at the back that may represent a tail. Some features, such as 

the long neck and crest-like lines, are similar to the peacock motif seen elsewhere in the shelter 

(Fig. 13), but the presence of four legs makes the identification unclear. Because of this mixture of 

features, the figure cannot be identified with certainty. 

 
Fig. No. 34: An Unidentified animal, Tapka 
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Figure 35: The figure, painted in ochre and measuring about 20×15 cm, is heavily faded and 

difficult to identify. Only a few curved and overlapping lines remain visible, making the original 

form unclear. 

 
Fig. No. 35: Unidentified figure, Tapka 

Figure 36: The painting visible on this surface is heavily faded and difficult to identify under 

normal conditions. Only faint traces of the original lines remain, and most of the body is no longer 

recognizable. The upper part of the figure suggests a human bust, with the head shaped like a lotus 

bud. On one side, a curved line resembling an ear is still visible, drawn with a thin, continuous 

stroke. Below the head, the rest of the body is almost completely lost due to weathering. The figure 

now survives mainly as a shadowy outline rather than a complete form. 

 
Fig. No. 36: Unrecognizable figure, Tapka
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Fragmentary Motifs on the Right Panel: A few paintings are present on the right side of the 

rock shelter, located slightly away from the main painted panel. These motifs are relatively well 

preserved but occur in a fragmentary manner and do not form a continuous or integrated 

composition like those seen on the central and left panels. Among these are a few stick-style 

human figures, which appear faint and less prominent due to fading and their position at the 

extreme right of the shelter. These figures may belong to an earlier phase of painting activity. At 

the far-right end, the last identifiable motif of the shelter consists of four small figures of the 

birds, depicted moving toward the left. In addition, one or two other motifs are present between 

these figures, but their forms cannot be clearly identified due to fading. Notably, these fragmentary 

paintings are located slightly higher on the wall compared to the main panels, suggesting a 

different placement choice or painting episode. 

Microlithic Evidence from Inside and Outside the Rock Shelter: Along with the rock art, a 

few lithic artefacts were noted from within the Tapka rock shelter and the area immediately 

outside it. These include blade cores and finished microlithic tools, primarily made on chert and 

chalcedony. While the artefacts were found on the surface and not in stratified context, their 

presence indicates prehistoric human activity in and around the shelter. This material evidence 

complements the rock art and suggests that the shelter formed part of a broader cultural 

landscape involving habitation or short-term occupation. 

 
Fig. No. 37: In situ microlithic tools from Tapka rock-shelter 
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Chronology: In the absence of absolute dating evidence, the chronology of the rock paintings at 

the site has been established through relative dating methods. These include the study of 

superimposition, use of colour, subject matter, stylistic features, painting technique, and degree of 

weathering. This approach has been widely applied in rock art studies in India by scholars such as 

Wakankar, Brooks, and Mathpal, and particularly in the Sonbhadra region by R. K. Verma and 

Rakesh Tewari (Tewari, 1990; Verma, 2012). It helps in understanding the long-term sequence and 

development of painting activity at the site. 

Based on the phase-wise classification proposed by R. K. Verma for rock shelters studied 

across central India, the paintings of the Tapka rock shelter can also be broadly divided into four 

phases. The earliest phase (Phase I) is represented by black-painted figures (Tewary, 1990), 

particularly the small archer and hunting scene, an anthropomorphic figure painted in ochre in a 

simple stick style. This phase from the right panel, which depicts a hunting scene with animals 

painted in flat wash, identified from left to right as a rhinoceros, two swamp deer, and an elephant, 

along with three human figures holding bows and arrows rendered in linear style. These figures 

are simple in execution, relatively small in size, and stylistically consistent with early hunting-

related imagery. 

The second phase (Phase II) includes stylised anthropomorphic and animal figures 

executed mainly in red ochre and related motifs. These paintings show improved control over line 

work, greater use of decoration, and more complex compositions compared to the earlier phase. 

The third phase (Phase III) is marked by highly stylised and geometric representations. 

Human figures, bird motifs, floral designs, and dancing scenes can be placed within this phase. 

These paintings show increased abstraction, detailed costume elements (vastra), and symbolic 

features, suggesting a developed artistic tradition with possible ritual or social significance. 

The fourth phase (Phase IV) consists mainly of white-painted figures, with motifs decorated 

with white dots. These appear to be later additions to the panel. Evidence of superimposition 

supports this sequence, as several paintings belonging to Phases II and III are overlain by Phase IV 

figures. This relative layering confirms that the white-painted figures represent the latest phase of 

painting activity at the site. 
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Introduction: The term 'torana' was used for both a gateway and an arch. According to Monier 

Williams it  is an arch, an arched doorway, festooned decorations over doorways or a triangle 

supporting a large balance.1 This word is used in the Ramayana, Mahabharata, Arthasastra, Matsya-

Purana, Vayu-Purana, Kamikagama, Suprabhedagama, Mayamata, Silparatna, Manasara, Samarangana-

sutradhara, Aparajitaprccha, Jayaprccha, Kasyapasilpa, Ksirarnava and in several inscriptions meaning 

either a gate-way of a house or palace or city or stupa or temple or a decorated arch of a mandapa 

or niche.2  It is an architectural member as well as an ornament to buildings, mandapas, palaces, 

thrones, niches, chariots and gate-ways.3 Describing  the composition of a Torana Mayamatam 

states that it is a decorative structure which comprises two pillars or pilasters supporting an 

arched lintel above. It may be a frame of a door or a niche sheltering a divine image.4 

It appears that before Mauryan period, the toranas were made of wood with a simple form 

using one or more horizontal beams as a super-structure supported on two vertical pillars. These 

were usually carved with various motifs and designs. Later on, the same form and designs were 

copied in stone as seen represented in Lomas Rishi cave of the Barabar hill during the Mauryan 

period and at Bharhut, Sanchi, and Mathura in the Sunga-Kushana and Gupta periods. After that 

more developed forms and designs of toranas appear in early and late medieval times. 

The earliest known example of a torana-arch is noticed on the Lomas Rishi cave  of the 

Barabar  hill located in the Jehanabad district, about 24 km north of Gaya in Bihar. It has an arch-

like shape façade (nasika) imitating the contemporary timber architecture. Between two sloppy 

pilasters its upper semi-circular face is elaborately carved with an archway (gopanasi) and the lower 

part is carved with a row of elephants coming out from the mouth of a makara (crocodile) 

proceeding towards, flanking both the sides of a stupa in the center, while the upper part is filled 

with perforated jail-vatayana, an imitation of timberwork. This is the oldest example depicting 

makara on the earliest torana-arch in rock-cut architecture imitating from wooden doorframe which 

might have become the model for the later toranas, popularly known as makara torana. Each and 

every part of the façade and interior of cave was highly polished, which was a speciality of Mauryan 
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period.  As the cave was donated by Mauryan kings to Ajivika monks, it can be safely dated to 3rd – 2nd 

Cent. B. C. 

 
Fig. No. 01: Lomas Rishi Cave, Barabar hill near Gaya, Bihar, Maurya period (272 B.C.-185 B.C) 

 

During Shunga, Kushana and Gupta periods Bharhut, Sanchi and Mathura were important 

centers of art activities. Though, in mid-Ganga plains for the first time stone was used in the 

Mauryan period, it became more popular afterwards providing durability to art objects. At 

Bharhut (near Satna in M.P.) there were four toranas on four cardinal directions attached to the 

railing of a Buddhist stupa. The eastern torana, which is the earliest and only surviving example, 

bears an inscription stating that this entrance archway is a torana, which was built during the reign 

of Sunga Dhanabhuti (150 B.C.). The inscription states ‘Dhanabhuti karitam toranam’. Other three 

toranas were also raised during Shunga period (184-172 BC).The eastern torana has two tall pillars 

consisted of four octagonal shafts joined together, while the north and south toranas were 

composed of square shafts surmounted by four distinct bell capitals formed of two winged lions 

and two winged bulls. The supper structure of these toranas was consisted of three horizontal 

beams carved with   open-mouthed crocodile (makara) figures with curved tails occupying the 

projecting ends, a remarkable feature. This is one of the earliest illustrations of makara on a torana 

which is variously repeated at Mathura and later on became an essential characteristic of torana 

architecture during medieval periods. On account of Mahabharata (Adi Parva, 176, 15) V. S. 
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Agrawal named them ‘simsumarasirah’. All these four toranas were embellished with Buddhist 

symbols like triratna,dharma-chakra, stupa etc. and many other decorative designs.5 

 
Fig. No. 02: Eastern Gateway, Bharhut Stupa, 2nd Cent. B.C. 

   

Sanchi (near Vidisha M.P.) has five toranas, four of them forming the entrance of the great 

stupa (No. 1), situated one on each cardinal direction and the fifth one is an isolated single member 

of another stupa (no. 3).6 Each torana is consisted of two upright tall pillars surmounted by a 

capitals, which supports a super structure of three horizontal architraves slightly bend upwards in 

the middle and separated from each other by square blocks as usual. A salabhanjika based on pillar 

capital supports the lowermost architrave as a bracket on both the outer sides.7 Some of these 

toranas are richly carved and decorated with Buddhist symbols and various scenes and designs.8  
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Fig. No. 03: Northern Gateway, Sanchi Stupa No. 1 (Courtesy American Institute of Indian Studies) 

 
Fig. No. 04: Gateway, Stupa No. 3, Sanchi (Courtesy American Institute of Indian Studies) 

 

Mathura a great center of art also produced various forms of architectural buildings. 

Toranas or gateways were popularly built at Mathura attached with railings around stupas and 

shrines during the Sunga and the Kusana periods. Like Bharhut and Sanchi, Mathura was also one 

of the earliest centers introducing toranas in stone which were initially made of timber and later on 

were reproduced in lithic forms. The architectural forms and designs of toranas built at Mathura 
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are the same as Bharhut and Sanchi but there are some variations in the decorations. The other 

important feature is that while Bharhut torana has carving of open mouthed makara figures having 

curved tails on both the projecting sides of the beam, but no shalabhanjikas supporting beams based 

on pillar capital, as represented at Sanchi,10 Mathura artists represented both the architectural 

traditions of Bharhut and Sanchi. The illustration of the makaras on torana beams and the 

salabhanjikas flanking upright pillars are variously repeated at Mathura.11 

 
Fig. No. 05: The Jain Stupa and Other Antiquities of Mathura, Allahabad, 1901 (Courtesy V. A. Smith) 
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Fig. No. 06: A Toran depicting a group of standing worshippers heading towards ayagapattas and below a 

processional scene on carts flanked by makaras on the cornes, Mathura (Courtesy V. A. SmithThe Jain Stupa and 

Other Antiquities of Mathura, Allahabad, 1901)               

 

Though at present we have no trace of any complete torana from Mathura but the recovery 

of a large number of architectural fragments, such as upright pillars, architraves and salabhanjika 

figures show that toranas were being constructed either attached with stupas or temples.12 A stupa 

carved on an ayagapatta of about first century A.D. from Mathura depicts a torana with three 

architraves supported on two upright pillars flanked by salabhanjikas as represented at Sanchi.13 

 

 

 
Fig. No. 07: Torana, or gateway and railing of stupa, a fragment of a Jaina stupa, Kankali Tila, near Mathura 

(Government Museum, Lucknow) (Courtesy V. A. SmithThe Jain Stupa and Other Antiquities of Mathura, 

Allahabad, 1901) 
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Fig. No. 08: Jain ayagapatta, Kankali Tila, Mathura, Dated: 1st century CE, The torana is adorned with two 

'shrivatsa' symbol and flanked by two dancing girls (Courtesy V. A. SmithThe Jain Stupa and Other Antiquities of 

Mathura, Allahabad, 1901) 

 

A salabhanjika and remains of horizontal beams excavated at Sonkh near Mathura were the 

parts of a torana which was probably attached to a Naga temple of Kushana period.14 Here we 

have a western end of a top lintel depicting an elephant with a makara who carries a lotus stalk in 

his trunk. The other piece which is the western end of the bottom lintel shows a male naga-purusa 

figure stepping out from the open mouth of a makara15 having curved tail at the end. Several other 

torana fragments also show the spiral makaras as represented at Bharhut.16 
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Fig. No. 09: (Courtesy Hartel, Herbert, 1976, Hartel, Herbert 1976) Some Results of the Excavations at Sonkha: A 

Preliminary Report, New Delhi, pp.97-98, figs, 43-44.) 

 

The tradition of torana building extended to other parts of Central India, during Shunga-

Kushana and Gupta periods and later on became popular in the medieval period. A few 

fragmentary examples of toranas are reported from  Katar-Umaragadha and Musa Nagar in tehsil 

Ghatampur, district Kanpur and Jankhat near Kannauj in Uttar Pradesh. Remains of upright 

pillars surmounted with lion capitals, railing posts and other decorated stone pieces reported 

scattered around Katar-Umaragadha and Musa Nagar have greater resemblance with torana 

pillars of Bharhut. A shalabhanjika bracket and a pair of posts with an inscription of third century 

AD from Jankhat near Kannauj, which is at present housed in the Archaeological Museum, 

Kannauj, U.P. The Top of the shalabhanjika bracket and that of the door-jamb are joined with 

another piece of stone which indicates that it must have been inserted into a socket of an 

architrave. These architectural fragments must have been parts of a torana which was built on the 

style of Sanchi and Mathura.  

From about ninth century onwards the toranas were elaborately ornamented. The 

composition of these toranas was recorded by the artists and the acharyas in the vastu and shilpa-

texts which was followed as a rule by their successors. The North Indian texts of Nagar School and 
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the South Indian texts of the Dravida School, both have mentioned the types and decorative 

aspects of  toranas in details. Mayamatam and Silparatnam describe four types of torana. These are 

stambha-torana, patra-torana, makara-torana and chitra-torana (Mayamatam, 21, 29-80; Shilparatna, 23, 

10-32). Manasara classified these toranas into four categories namely patra-torana, pushpa-torana, 

ratna-torana and chitra-torana (Manasara, XLVI, 19). Aparajitaprccha describes toranas (gate-way) 

classifying them into five categories namely uttunga-torana, maladhara-torana, vichitra-torana, 

chitrarupa-torana and makaradhvaja-torana (Aparajitaprccha 194, 1-3)  

The arch adorned with leaves and creepers is called the patra-torana. Here the crocodile and 

leaves should be ornamentally carved at the base and top of the arches while forepart should be 

furnished with leaves, demons and creepers etc. and on the both sides of the pillar should be 

carved vyala figures (Manasara, XLVI, 20, 23-25).The same arch adorned with various ornaments, 

jewels, flowers and with the demi-gods, the Yakshas, Vidyadharas and others, is stated to be the 

chitra-torana. (Manasara, XLVI, 26). The arch decorated with various flowers is known as the 

pushpa-torana. (Manasara, XLVI, 27). It should be furnished with the carvings of crocodiles and 

female Kinnaras but should be without any other carvings and lotuses, although all over decorated 

with makaranda (a kind of jasmine) flowers and various ornaments (Manasara, XLVI, 28).The ratna-

torana should be ornamented with all jewels (Manasara, XLVI, 21). It should be decorated with the 

nine gems, with crocodiles and the Kinnaras, all the gems should be engraved on the tail and all 

other limbs of the crocodiles; the gems should be suspended like clusters of stars over the belly of 

the crocodiles; two serpent shaped pillars should be erected over the upper part of the arch; the 

extreme parts of the crocodile should be covered with all the gems placed in rows and it should be 

adorned with all other ornaments (Manasara, XLVI, 28-31).The lotus and the elephant should be 

made over the middle of the arch and the image of the Lakshmi should be made over the centre 

adorned with various ornaments (Manasara, XLVI, 32).These toranas may be also constructed 

quite plain that is, without any such carvings or decorations (Manasara, XLVI, 35-36). 

Uttunga-torana consists of pitha, kumbhika, stambha carved with tilaka, bharana, shirah, gadavi, 

kutachadya and makara supporting architrave decorated with illika having Sadashiva in the centre, 

Brahma in the south and Vishnu in the north (Aparajitaprccha 194, 4-9). If the same pattern is 

represented in a pair, it is called as maladhara-torana, and if above it there is square decoration of 

illika in all four directions, east, west, south and north, it is stated as vichitra-torana. (Aparajitaprccha 

194, 10-11). Chitrarupa-torana has decorations of mattavarana and is flanked by a pillar on both the 

sides while makaradhvaja- torana has six pillars ( Aparajitaprccha 194, 12-13). 

Besides, above mentioned toranas in the texts, later on from eleventh century onwards 

many other kinds of toranas (arches) decorated with illika (caterpillar), gajatalu (coffered cusp), 

tilaka (with figure in the centre), hindola (swinging) and various other designs were also 

introduced in the art of central India, Rajasthan and Gujarat regions.  

Thus, these were variously known as: stambha-torana (made up of pillars or pilasters), patra-

torana (decorated with leaves), makara-torana (decorated with crocodiles), chitra-torana (decorated 

with figures), pushpa-torana (decorated with flowers), ratna-torana (decorated with diamonds and 
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jewels), vaktra-torana (decorated with lion faces-Kirttimukhas), illika-torana (decorated with 

caterpillar), hindola-torana (swinging) tilaka-torana (serpentine decoration with figure in the centre) 

and gajatalu-torana (decorated with elephant's palate-coffered cusp like design) 17.  
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Fig. No. 10: Citra-torana is where Purima at the centre, is flanked by a makara which he holds by the trunks and 

from the mouths of the makaras pour vidyadhara, dwarves, lions, vyala, hamsa, infants as well as garlands and 

festoons, jewels and ornaments for this arcature which is perfectly proper for gods and for kings.(Mayamatam, 21, 

70-72; Silparatna, 23,14-16.) 

 

 

 
Fig. No. 11: 
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Many temples of early medieval and medieval periods are adorned with Toranas. In these 

temples the torana-gate or the torana-arch is represented from about late 9th century AD. Gadarmal 

temple (c.875 AD) at Badoh (Dist. Vidisha, M.P.) is remarkable for a huge torana on the northern 

side.18 The Ghatesvara temple (c.925 A.D.) at Baroli, district Kota in Rajasthan, is entered by a 

makara-torana of a simple bow like form.19 While Sasa-Bahu temples at Nagda, district Udaipur in 

Rajasthan are approached through a makara-torana which is not unlike that of the Ghatesvara 

temple at Baroli.20 The closed hall of the larger temple at Nagda has four central pillars with 

makara-toranas thrown across them which are most richly ornamented.21 Kali temple (c. 10th cent.), 

locally known as Mahajamata temple at Terahi near Kadwaha, district Guna, M.P. also 

represented a grand torana.22 Ruins of a large Visnu temple (c. 10th cent.) at Gyaraspur, district 

Guna, M.P. also has a ornamented torana, locally called hindola-torana, which is supported on a 

pair of majestic bhadraka pillars decorated with various motifs. The space between the pillars is 

filled by a makara-torana of two complete loops springing from the top of the lower brackets. The 

loops, carved with figures of garland bearing vidyadharas, touch the lower surface of the beam, 

which rests on the upper bhuta-brackets and is relieved by a register of scrolls and a frieze of 

deities in niches and devotees in the recesses. The crowning members of the torana are lost. 23 

 
Fig. No. 12: Hindola Torana, Vishnu Temple, late 9th Cent., Gyaraspur, Guna 



Torana Art and Architecture 

 

40 

The 'Hindola Torana' or the'Swinging Gateway' is an entrance gateway having two lofty pillars 

that support a double arched architrave.The pillars stand upright on a pedestal with its bases 

housing carvings that depict the ten incarnations or avatars of Lord. 

The entrance porch of the Laksamana-temple (c. 10 cent.), the Kandaria-Mahadeva temple 

(c. 11th cent.) and the Javari temple (late 11th cent.) at Khajuraho, district Chhatarpur, M.P. is 

entered through an ornate makara-torana which is profusely carved with miniature figures 

resembling as a hanging tracery. The Laksamana temple shows a simple makara-torana of two 

loops, each coming out from the mouth of a flanking crocodile which has been forced open by a 

bearded gladiator carrying a sword in the right hand and a scarf-like object in the left. A 

handsome male figure is seen seated on the proboscis of the crocodile carrying a lotus flower in 

the left hand. The loops are decorated with a running frieze of dancing vidyadhara couples carrying 

a garland or playing on musical instruments. The meeting point of the loops is decorated with a 

large gagaraka pendant dropping from the mouth of a Kirttimukha.24 The architrave of the ardha-

mandapa of the Parsvanatha temple is surmounted by a frieze showing makara-torana of five loops 

in the centre and male and female attendants on the sides. The makara-torana rests on the two 

Kirttimukha projections and is preserved only in the east side. 25 

 
Fig. No. 13: Kandariya Mahadeva temple - Mukha-mandapa, Makara Torana (Courtesy American Institute of 

Indian Studies) 

The Kandariya Mahadeva and the Javari temples have makara-toranas of four loops without 

flanking figures. The three junctions of the loops are decorated with pinecones. The upper edges 

of the loops are embellished with lotus scrolls and a frieze of vidhyadharas or vidyadhara couples, 

dancing or carrying garlands or playing on musical instruments. While each junction of the loops 

is crowned by a kirttimukha. Vidyadhara couple also occur within the loops in Kandaria Mahadeva. 

The outer and inner faces represent niches on the flanks of the makaras containing figures of Siva-

Parvati, Laksami-Narayana and Brahma- Brhmani26 



Indian Journal of Archaeology 

 

41 

 
Fig. No. 14: Sun temple - a view of torana Modhera, temple, Modhera, Mehsana, Gujarat, ca 1027 CE (Courtesy 

American Institute of Indian Studies) 

 
Fig. No. 15: Pillars and tilaka torana, Mahavira temple, Kumbharia, Banaskantha, Gujarat, 1062 CE (Courtesy 

American Institute of Indian Studies) 
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Later temples of Rajasthan and Gujarat, the temples of the Solanki style of Kumbhariya in 

district Banaskantha of Gujarat and Dilwara group of Jain temples in Rajasthan represent mainly 

three types of ornamental torana namely the illika-torana (crawling caterpillar), the madala-tilaka 

(serpentine) and the makara-torana. The pillars of the sabha-mandapa of these temples are 

surmounted by brackets with multi-bends torana-arches in between. The rangamandapa of the 

temples at Kumbharia has toranas in four directions between the bhadra pillars. The rangamandapas 

of the Dilwara temples show toranas between the pillars flanking the middle pair. As an exception 

the Mahavira temple at Kumbharia has torana in trika-mandapa between the side and the central 

columns and the mandapa of the Neminath temple has a torana in its fore-bhadra. 27 

 
Fig. No. 16: (Courtesy American Institute of Indian Studies) 

 
Fig. No. 17: (Courtesy American Institute of Indian Studies) 
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The illika-torana and the madala-tilaka-torana are also known from the earlier Brahmanical 

temples at Modhera (district Mehsana in Gujarat) and Kiradu, (district Barmer in Rajasthan). But 

the double twisted madala-tilaka variety first known from the hall of the Luna-Vasahi temple (Abu, 

Sirohi, Rjasthan) seems the innovation of the architects who worked for the Jain temples. The 

toranas were used more frequently in Jain temples than the Brahmanical temples, but their rich 

beauty is fully expressed and seen at its best in the Jain rangamandapas. 28 

 
Fig. No. 18: 

The earliest illustration of makara-mukh (crocodile) on torana appeared at Bharhut in Sunga period. 

It also continued in Mathura art and later on gained popularity being essentially represented in 

most of the examples on both the sides of each torana projecting madala or other kind of figures 

from the mouth of the crocoldile (makara). So it would not be proper to call each of them a makara-

torana on the basis of a crocodile being shown on the sides. Other decorative factors should also be 

taken into account while naming a torana. 
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Introduction: Religion is a pervasive and universal institution deeply rooted in human beings. 

Throughout history, religion has greatly influenced societies. It is not just a strict institution but 

influences all other institutions. It has shaped individual beliefs, cultural norms, and values. 

Religion has also defined social groups, organisations, and political power.1 Like other regions of 

ancient South Asia, the socioeconomic impact of religion in ancient and early medieval Kashmir was 

significant and influenced various aspects of daily life. Religious transformations in the region 

significantly affected socioeconomic changes, leading to transformations in the social and economic 

landscape for those practicing the religion. In this backdrop, analyses have been conducted to 

understand how specific social groups emerged distinctively through their faith and how these 

faiths gradually established and impacted the socioeconomic fabric during the specified period in 

the history of the region. Additionally, this effort will delve into the significance of temples and 

pilgrimage centers in early medieval Kashmir. This research aims to understand their roles in 

fostering cultural integration, stimulating economic development, and facilitating religious 

exchange within the region of Kashmir.  

 

Religion and Social Transformations: Kashmir, during early medieval times, experienced a notable 

social transformation marked by the emergence of distinct social groups. A comparison between the 

Nilamata Purana and Kalhana’s Rajatarangini reveals this shift. The Nilamata Purana, written 

anonymously in the 7th century CE, depicts a diverse array of tribes inhabiting Kashmir. The 

Nilamata Purana enumerates various tribal social groups dominant in the region, including Nagas, 

Pisachas, Darvas, Abhisaras, Gandharas, Shakas, Khasas, Mandavas, Yavanas, Madaras, and others.2  

However, Kalhana’s Rajatarangini offers a different perspective on the social structure of the region, 

suggesting a significant evolution over time.3 The social geography apparent from the Rajatarangini 



Sacred Transformation: Religious Influence and Socioeconomic Dynamics in Ancient and Early Medieval Kashmir 
 

46 

marked a complete transformation from the proceeding phase. It has been evident that numerous 

distinct classes emerged in the landscape of the region. These social groups appear to have emerged 

considerably due to their socioeconomic and religious affiliations.  

Tracing the origin of early sects of India in Kashmir is challenging, and the social structure before 

the early medieval period of the region is murky. However, the prominence of social groups linked 

to different sects became more evident from the early medieval period onwards. Its profound 

influence on the fabric of various social groups, particularly those involved in teaching and 

propagating its ideologies, is evident. During this period, the emergence and prominence of the 

Brahmins became apparent. This development can be attributed to the dominance of Brahmanism 

within the region. This has also facilitated the establishment and flourishing of Brahmins as priests 

influence of Brahmins within the social hierarchy of Kashmir. Over time, the Brahmins, who were 

the lineage of the Vedic priesthood, extended their religious assistance to other sects and region.4 

They form distinct social groups, who were often portrayed in sources to have migrated towards 

Kashmir in different waves, sometimes brought by the ruling elite of the time.5 Rajatarangini 

mentions that the Brahmans migrated to Kashmir from earlier times and were bestowed with 

agrahara land grants and other privileges.6 These social groups brought the appellations they had 

acquired through the varna attributes in the Subcontinent.  

Brahmans and their social titles came to Kashmir region. These migrants or those who were 

brought to the region for the propagation of their creed, brought with them rituals and customs, 

which increasingly dominated society. To accommodate these new factors, the social structure of 

the region got transformed. Though the region's social structure appeared to have followed South 

Asian traditions, it was also influenced by local conditions, influences, and historical events. This 

cultural adaptation and alteration were not specific to Kashmir but could be found in different 

regions, demonstrating the dynamic nature of cultural integration and change. Some of the 

Brahmins were seen to have arrived to Kashmir through migration, and some may have arrived out 

of their religious zeal. Kalhana mentions numerous waves of Brahman migration in the region, 

implicitly making it apparent that these Brahmans maintained and consolidated their position in 

Kashmir.7 Sources indicate references to such migration during the time of different rulers in ancient 

Kashmir, starting with king Jaluka, Gopaditya, Mihirakula, etc.8 The migration of Brahmins into 

Kashmir highlights how the varna system, a fundamental aspect of the varna system, permeates the 

region.9 However, the varna system was adapted and interpreted differently in various regions of 

the Indian Subcontinent. The concept of acculturation, where cultures come into contact and 

exchange features, is central to understanding the social dynamics in Kashmir following the 

migration of Brahmins. This process wasn’t one-sided; the Brahmins and the existing societal 

framework in Kashmir influenced each other. This mutual adaptation ensured that while the social 

system underwent considerable change, it didn’t result in a complete overhaul of the existing 

structures. In this backdrop, a flexible social system seems to have emerged in Kashmir, which 

otherwise was rigid in the Subcontinent.  
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In Kashmir, historical sources of the period suggest a more fluid social hierarchy than the 

rigid caste division in other contemporary societies. However, like other regions, Brahmans 

emerged as a significant social group in Kashmir. Their prominence was intricately linked to their 

religious function. Caste rigidities often strictly defined social mobility and occupational roles. In 

Kashmir, Brahmans managed to transcend these traditional boundaries, providing services beyond 

their conventional religious duties. Besides this, the belief in their supernatural abilities and the fear 

of the consequences of Brahman hatya created a protective layer around them, reinforcing their 

elevated position.10 This phenomenon is not unique to Kashmir but can be seen in various forms 

across different cultures where religious or spiritual leaders were attributed with extraordinary 

powers. This resulted in the elevated status of Brahmans and the belief in their spiritual authority. 

They predicted the future by reading stars and bodily signs, and abhicara or Kharkhoda (sorcery) was 

their other important occupation.11 Kalhana has described this sorcery as the cause of death for 

several rulers and others associated with the ruling elite.12 The potency of Brahmanical sorcery 

highlights the deep intertwining of spiritual belief systems with the political machinations of the 

time. This further elevated their status and cemented their influence over spiritual and temporal 

domains. 

The early medieval period in Kashmir witnessed the consolidation and flourishing of 

Brahmanism in the region, which profoundly impacted the socioeconomic fabric. The 

predominance of the different Brahmanical cults in the belief system led to the consolidation and 

flourishment of the Brahman community, which smoothened their access to the royal courts. The 

Brahmans, who were well versed in the religious scriptures, were known to get their earnings from 

the religious ceremonies and the Dakshina (sacrificial fee and other offerings) given to them by the 

devotees.13 They received sacrificial offerings and fees from the people, which consolidated their 

position. Nilamata Purana delineates diverse ceremonies where devotees were emphasized on 

presenting gifts to the Brahmins.14 Rajatarangini details instances where kings and queens 

magnanimously offered gifts to Brahmins. Additionally, prosperous merchants made substantial 

contributions to the Brahmins. They were bestowed with numerous land grants in the region mainly 

because of their religious beliefs.15 The special favours extended to the Brahmans in the region seem 

to have increased the migration of Brahmans towards the region for their economic gains. Their 

growing influence over time led them to engage in the political affairs of the region, with many 

rising to high ministerial positions.16 Additionally, some Brahmins adopted professions in the 

military services, a prerogative not typically afforded to them in other contemporary societies. The 

crucial question is whether migration to the region encompassed all varnas or mainly Brahmins. 

Literary sources barely discuss migration from lower varnas during the period. Assuming migration 

from all varnas seems speculative, lacking solid literary evidence. 

 

Sacred Spaces as Symbols of Religious and Economic Power: The early medieval period in 

Kashmir is also known for its various colossal sacred spaces. Though in ruinous states, these 

structures offer us glimpses of the time to which they belong. The temple ruins scattered across 
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Kashmir serve as silent witnesses to the rich religious history of Kashmir. These temples seem to 

have acted as public architecture, as they contained markets and employed numerous officials 

maintaining the administration and recording transactions of these sacred spaces. Temples often 

reflect the generosity of the ruler who constructed them, and these structures also contain a medium 

of information about the social relations associated with power. Power in human societies seems to 

have been expressed and exercised through recognizing and accepting symbols of legitimacy.17 

These sacred spaces highlight the predominance of various faiths over time and underscore the 

cultural and religious dynamism of ancient and early medieval Kashmir. This religious architecture 

was a ritual instrument that integrated individuals and communities into a cultural fabric.18 The 

architecture and iconography of these temples offer invaluable insights into the religious practices, 

artistic expressions, and socio-political contexts of the period.19 These ancient sites implicitly show 

the appropriateness of the space by the various religious traditions in ancient Kashmir. Temples 

emerged as a pioneering focal point and a principal instrument of integration in other parts of the 

Subcontinent during the early medieval.20  This assumption appears to be true in the context of 

Kashmir. Many temples in the region were elaborate and monumental, serving as a testament to the 

prosperity of the region. These structures also reflected the royal patronage of various rulers to 

diverse religious traditions. An analysis of these edifices in an economic context indicates the high 

level of prosperity during this period.  

The construction and administration of temples in early medieval Kashmir significantly 

impacted the local economy and society. These temples, often described in literary sources as 

recipients of large land grants from rulers, played a central role not just in the religious but also in 

the economic life of the people. Land grants supported the temples’ religious activities and created 

various employment opportunities for the common people.21 The construction of temples required 

skilled and unskilled labour, thus employing craftsmen, artisans, and construction workers. Beyond 

construction, the day-to-day administration of these temples required a wide range of staff, from 

priests to administrators, creating a stable source of income for many individuals. This policy of 

religious inclusivity and the economic benefits derived from the construction of temples illustrate 

the multifaceted role of religion in early medieval Kashmir. Temples served not just as spiritual 

centres but also as hubs of economic activity and social integration, contributing to the overall 

development and prosperity of the region. King Lalitaditya Muktapida patronised Brahmanism and 

Buddhism, and his capital, Parihaspur, was adorned with the structures of these faiths.22 The 

construction of numerous temple complexes during this period reflects the substantial investment 

of resources, underscoring the intertwining of religious and economic structures.  

The rulers of Kashmir were seen to have resorted to temples to finance their wars and upon 

their success they return their loan amount along with the interest.23 However, it has been apparent 

that these religious institutions were amassing huge wealth. During the later phase of the early 

medieval period, it became the pretext for the subsequent rulers to loot these temples for the wealth 

they possessed.24 These temples also reveal the important deities common during the period and 

acted as catalysts for economic activities. Religious institutions patronised the arts, architecture, and 
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education. Temples and monasteries became centres of learning and artistic expression. Religion 

was often used in the region to legitimise the ruling authorities of the time, which in turn may have 

provided legitimacy to the ruling authorities.25 The construction of grand temples in the region of 

Kashmir and the creation of religious art reflected the rulers’ devotion and the avenues created for 

the employment of artisans, architects, and scholars. 

The religious traditions of ancient Kashmir indeed have a deep interconnectivity with the 

broader Indian Subcontinent. The religious landscape of the region was shaped by myriad 

influences, reflecting a rich fabric of beliefs and practices shared across regions. This cultural and 

religious exchange was pivotal in establishing Kashmir as a spiritual centre and a hub for pilgrimage 

and trade. The influx of pilgrims from various parts of the Subcontinent underscores the region’s 

significance in the religious imagination of other regions.26 This cultural exchange facilitated the 

influx of pilgrims from various regions, fostering trade relations and increasing pilgrimage-related 

activities. The flourishing conditions of Buddhism in Kashmir seem to be the cause, which often 

proved to be the important factor that pushed the people from different regions into Kashmir. The 

people associated with this faith visited the region mainly for religious places to acquaint 

themselves with the cultures of other peoples inhabiting different regions. The travels of Hiuen 

Tsang and Ou-k’ong to Kashmir are pivotal in the history of cultural and educational exchange 

between Kashmir and China. Hiuen Tsang’s journey in the 7th century, motivated by his quest for 

knowledge and understanding of Buddhist teachings, indicates Kashmir’s significance as a centre 

of Buddhist learning. His desire to learn from Kashmiri scholars highlights the region’s esteemed 

position in the Buddhist world. This further confirms that Kashmir emerged as a focal point of 

various cultural practices during the early medieval period. Yigal Bronner further elaborates on this, 

indicating that Kashmir garnered recognition as the principal cultural epicentre.27  

The sources of the period highlight the important aspect related to the economic role of 

different religions that were common in Kashmir. These religions were often associated with certain 

places in the region, which were considered sacred until now. This resulted in the emergence of 

pilgrimage centres, an important aspect of the Puranic religion. This fact has been emphasised by 

Kalhana while mentioning 'Kashmir as a country where there was not a space as large as a grain of 

sesamum without tirtha.’28 Suman Jamwal suggested the emergence of tirthas took place mainly as 

a result of the presence of priestly community, and the appropriate reason she attributed to this was 

the decline of trade.29 This economic downturn led to a situation where trading communities could 

not support the increasing number of temples and mathas. In response, the Brahmans in the region 

sought to capitalise on the sentiments of those who adhered to the worship of Nagas and created 

numerous tirthas. These pilgrimage sites elucidate the function of the tirthas in promoting 

connectivity within and among regions, both intra- and inter-state. It scrutinizes inquiries regarding 

the actors involved in pilgrimages, their facilitators, and the underlying rationale motivating 

pilgrimage, as portrayed in the textual narrative. 

The naming patterns of tirthas (sacred pilgrimage sites) in Kashmir reflect a cultural and 

religious continuity across the Indian Subcontinent. The replication of tirtha names from other parts 
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of the Subcontinent in Kashmir suggests a deliberate effort by the followers of the Brahmanical faith 

to recreate familiar sacred landscapes in their new environment. This practice of naming places after 

well-known tirthas underscores the deep-rootedness of pilgrimage traditions and the desire to 

maintain spiritual connections with the broader Hindu cultural sphere. Moreover, the similarity in 

nomenclature and the reverence for these replicated tirthas highlight the interconnectedness of 

religious sites across the Indian Subcontinent. It shows how pilgrimage and the sanctity of place 

transcend geographic boundaries, creating a pan-Indian religious landscape that is both diverse and 

unified. As a result, they revered Prayaga, the sacred confluence of the Ganga and Yamuna, as the 

Vitasta and Sindhu rivers. They also regarded the area from Trikitisangama to Har and the 

confluence of the Pavana and Rajovinirmala to Ciramocana as holy, similar to Varanasi.30 The 

ritualistic establishment of tirthas along the banks of rivers revered as goddesses represents a 

complex interplay of geography, religion, and culture. This process not only sanctifies the landscape 

but also serves as a means of cultural integration and religious expansion, particularly in regions 

like Kashmir and Chamba, where the Brahmanic tradition sought to establish its presence amidst a 

diverse religious milieu.31 

Furthermore, the names of various tirthas in Kashmir, such as Sarasvati, Rsikulya, Ramabhadra, 

Mundaprastha, Bhrgutunga, Citrakuta, Bharatagiri, and Kamatirtha, were similar to those found 

elsewhere in Indian Subcontinent.32 The creation of tirthas within Kashmir, influenced by 

Brahmanism, signifies a strategic adaptation of religious practices to suit regional geographical and 

socio-economic contexts. By establishing a microcosm of the other sacred sites within their 

landscape, the people of Kashmir not only made pilgrimage more accessible but also stimulated 

internal economic activities. This localization of pilgrimage sites served dual purposes: fulfilling 

spiritual needs and fostering economic development. This phenomenon also highlights the role of 

religious institutions in ancient economies. Temples and other religious institutions near tirthas 

accumulated wealth through donations and endowments. This could be reinvested in the 

community or used to support religious activities. This economic model, driven by faith and 

pilgrimage, contributed significantly to the prosperity of the region during the ancient and early 

medieval periods. 
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Introduction: For thousands of years, people around the world have created metal sculptures, each 

region developing its own distinctive styles, techniques and cultural significance (Chandra 1985, 

Agrawal 2000). In ancient Egypt, metal sculptures made of bronze, gold and copper were commonly 

made through hammering and casting techniques, primarily for religious and burial usages. Greek 

and Roman artists in the Mediterranean World made astounding strides in bronze casting to create 

life-sized statues that could be reproduced in great detail and in vast quantities by using the indirect 

lost-wax method (Wang 2022). Later on, the artists like Donatello (c. 1386 – 1466) and Benvenuto 

Cellini (1500 – 1571) revived ancient bronze methods throughout the Renaissance, producing highly 

lifelike sculptures with exquisite anatomy and emotional touch (Lange 2021). 

In West Africa, especially among the Yoruba and Benin peoples of Nigeria, bronze and brass 

sculptures were created using the lost-wax technique. The result was exquisite royal portraits and 

plaques that functioned as both historical documents and symbols of divine kingship (Odiahi 2017). 

Even in pre-colonial South America, cultures like the Moche and Inca, metalworkers made figures 

of deities and ritual artefacts out of copper, silver, and gold using sophisticated metalworking 

methods like alloying and repoussé (a metalworking method involving hammering a malleable 

metal from the back to form a low-relief design) (Schorsch 1998, Hörz and Kallfas 2000). Methods 

including hammering, etching, repoussé, chasing, inlaying and alloy casting have evolved 

independently and across cultures in various places, contributing to the global legacy of metal 
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sculptures (Wyatt 1852). Even though these diverse traditions are geographically and 

chronologically apart, they nonetheless have a regard for metal as a medium that can communicate 

both spiritual transcendence and worldly workmanship. 

In China, the Shang (1600 to 1046 BCE) and Zhou (1046 to 256 BCE) dynasties developed 

elaborate bronze casting techniques to produce ritual containers and figurines, often embellished 

with elaborate patterns and inscriptions, as an alternative to the lost-wax method (Veira 2022, Liu 

2023). Similarly, Southeast Asia has a rich artistic and spiritual tradition of crafting metal sculptures 

of gods and goddesses dating back over a thousand years. For the production of bronze images of 

Buddha and religious icons, Southeast Asian countries like Thailand and Cambodia have 

appropriated and modified Indian traditions, often including local artistic elements. Buddhism and 

Hinduism, which originated in India, had an enormous impact on this age-old tradition in Southeast 

Asian regions. Thailand, Cambodia, Myanmar, Laos, Vietnam, and Indonesia have rich metal 

sculpting traditions, particularly in making the images of Buddhist and Hindu deities such as 

Buddha, Vishnu, Shiva, and Lakshmi, as well as regional variations on these figures (Kossak and 

Watts 2001). Typically, lost-wax casting is utilised to make these sculptures, allowing for the delicate 

and realistic depiction of divine shapes, facial expressions, symbolic gestures or mudras and intricate 

adornment. By the third century CE, devotional images of the Buddha which were made of copper 

alloy had undoubtedly started to be produced in northern India. Beginning with the oldest known 

images from Pakistan, Afghanistan and the Hindu Kush areas, the skill for making Buddha 

sculptures of copper alloy was subsequently transmitted throughout Asia and eventually made its 

way throughout northern India. Through China, Korea, Japan, and western China, it proceeded 

northward. Along with the spread of Buddhism and Hinduism, the demand for sculptures also 

moved southward from India, passing via Sri Lanka, Myanmar, Thailand, Cambodia, Vietnam and 

Indonesia (Behrendt 2007, Strahan 2023). 

Bronze and gilt-metal images of Buddhas are commonly found in Thai temples, usually in 

serene meditation positions. Their flame-like halos and carved robes blend regional and Indian 

Gupta art styles (Behrendt 2007). Artists in Cambodia produced elaborate bronze statues of Hindu 

deities like Shiva and Vishnu, especially during the Khmer Empire (9th - 15th centuries CE). Like 

those from Angkor, these statues are often characterised by their exquisite diamonds, divine 

serenity and keen sense of proportion. In Myanmar, metal Buddha figures, especially those from 

the Pagan (Bagan), usually include a stylised flame on top of the head, symbolising enlightenment 

and softer facial expressions (Guy 2014). Myanmar, Thai and Cambodian sculptures were 

predominantly hollow cast, with iron armatures in the cores, in keeping with Indian tradition. After 

examining the majority of the metal sculptures it is confirmed that sculptors use copper, tin and 

lead alloys with varying amounts of tin (Strahan 1997). 

The sculptures in the early Cambodian group are very different from one another and from 

other sculptures of the same era in Southeast Asia. Almost all of the sculptures are very small in 

size. With the exception of iron, most metals must have been imported due to the insufficient 

sources of metal ore in Cambodia and the Mekong Delta (Bunker and Latchford 2011). However, an 
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