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Rock cut Images and North Guwahati, located on the northern bank of the Brabmaputra River in Assam, is
Sculptures, Hindu Gods a region rich in bistorical, cultural, and religious significance. The area is home to several
and Goddesses, North important temples and shrines dedicated to Hindu gods and goddesses, as well as a wide
Guwahati, Assam, India range of rock-cut sculptures and images of Hindu deities scattered across villages, namghars,

and private residences. Many of these sculptures date to the medieval period and hold
great archaeological and anthropological value, reflecting the religious practices, cultural
traditions, and artistic expressions of the region. This study aims to document and analyze
these stone images and sculptures through field exploration, non-participant observation, and
unstructured interviews with local priests and residents. The findings bighlight not only the
grandeur of well-known temples such as Dirgheswari, Aswaklanta, and Manikarneswar, but
also the equally important yet lesser-known sculptures preserved in small shrines and domestic
spaces. These artifacts reveal patterns of sacred geography, ritual continuity, and the integration
of art into everyday religious life By situating the sculptures within the broader historical
context of North Guwabati, the research underscores their role in shaping the region’s cultural
identity. Furthermore, the study emphasizes the urgent need for proper documentation and
preservation, as many of these artifacts are exposed to natural decay and neglect. The research
contributes to the understanding of Assam’s cultural heritage and provides a foundation for
future studies in anthropology, archacology, and beritage conservation.

Introduction

North Guwahati, located in Assam’s Kamrup district, lies along the northern bank of the
Brahmaputra River, directly across from Guwahati city. The area is historically significant, with
archaeological and religious sites dating back to early medieval Assam. Prominentreligious sites in North
Guwabhati include the Doul Govinda Temple, dedicated to Lord Krishna; the Dirgheswari Dewalaya,
a Shakti shrine associated with Goddess Kali; the Aswaklanta Temple, devoted to Lord Vishnu; and
the Manikarneswar and Rudreswar temples, which are linked to Shaivite traditions. These temples are
central to the region’s religious identity and continue to serve as active pilgrimage sites.

The Kanai Boroshi Bowa rock inscriptions, found in North Guwahati, offer valuable epigraphic
evidence of historical events and governance in ancient Assam. These inscriptions have been studied
extensively by scholars such as R.D. Banerji and S.K. Bhuyan, and they suggest the presence of a
structured administrative system in early Kamrupa (Bhuyan, 1949; Banerji, 1925). The Sil-Sakoo
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(stone bridge), located in the Silsakoo area and believed to have been built during the Pala period, is
an ancient engineering remnant that points to a structured administrative past (Barua, 1969). The
Auniati Satra, established in the 17th century and later relocated to Majuli, had early roots in the region
and reflects the expansion of Neo-Vaishnavism propagated by Srimanta Sankardeva and his disciples,
turther highlighting the area’s layered religious and historical evolution (Neog, 1980). Place names
such as Rangmahal (meaning royal palace) and Rajaduar (king’s gate) indicate a royal or administrative
complex that existed during the early historical period (Barpujari, 1992), reinforcing the notion that
North Guwahati served as a significant political and religious center.

While the main temples are widely known, numerous small shrines also exist in the surrounding area,
along with a variety of stone images and sculptures of gods and goddesses. Many of these are housed
in namghars (prayer halls) and even in private residences. These sculptures hold historical and cultural
significance equal to those found at the more prominent temple sites. Such artifacts are found in almost
all the villages of North Guwahati, suggesting that North Guwahati was once part of a wider religious
and ritualistic network (Barua, 1969; Neog, 1980).

In addition to significant religious sculptures, local residents frequently unearth various historical
artifacts during routine activities such as house construction, land clearing, or pond excavation. These
findings include flat bricks, decorated pottery, and other material remains that likely date to the historic
or early medieval period. Notably, the typology, surface treatment, and decorative motifs of these
artifacts show strong parallels with those excavated at the Ambeari site (Sharma ez 4/., 2006), further
supporting the archaeological significance of the region.

This study aims to document and analyze all such stone images, including those from the main
temples as well as the lesser-known ones found in smaller shrines and private spaces.

Methodology

The study methodology involved primary data collection through field visits using the exploration
method. These visits took place during the dry and winter seasons, from November to March. During
these visits, engravings and sculptures at the identified sites were carefully recorded.

To collect data on religious edifices, the non-participant observation method was used, which
involved observing the sites without participating in religious activities. Additionally, unstructured
interviews were conducted with priests and local residents of the respective religious edifices. For
accurate geospatial documentation, a GPS camera was used to record coordinates.

Secondary sources such as books, research papers, articles, and Ph.D. theses were also used to
supplement the primary data collected during field visits, providing historical context and scholarly
insights to enrich the study.

Findings
Site: Dirgheswari Dewalaya

Dirgheswari Dewalaya, located on Sitachal Hill in North Guwahati, is an important Shakti temple
dedicated to Goddess Kali. Also known as Bagheswari and Gupto Kamakhya (Barua, 1969; Neog, 1980;
Bhattacharjee, 2003; Dutta, 2008; Sharma, 2010; Nath, 2013), the temple holds deep religious significance
and is believed to be a Shakti Peetha, where a part of Sati’s body is said to have fallen (Barbaruah, 1981).

According to a rock inscription at the site, the present structure was built in 1659 Saka (1737 AD)
during the reign of Ahom king Siva Singha (Barua, 1981; Bhuyan, 1930; Choudhury, 1959; Sharma,
1978). Legend also connects the site to sage Markandeya, who is believed to have worshipped Goddess
Durga here (Sharma, 2005).
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The area is rich in archaeological remains, including rock-cut sculptures of deities such as Ganesha,
Yamraj, and Hanuman, as well as rock engravings and ancient structural remnants, reflecting the site’s
artistic and historical value.

Rock-Cut Sculptures of Ganesha

Field investigations conducted during the present study have documented seven rock-cut
images of Lord Ganesha on Dirgheswari Hill, each depicting the deity in distinctive iconographic
forms. All figures represent Chaturbhuja Ganesha, the four-armed manifestation, with each hand
holding different symbolic attributes.

Two of these sculptures are located on a large rock to the right of the entrance to the main temple.
The first, recorded at 26.194222° N and 91.718758° E, measures 60 x 40 cm and portrays the deity in
savyalalitasana, seated on alotus pedestal with his vabana, the mouse, beneath—an element consistent with
canonical Ganesha iconography. Nearby, another sculpture at 26.242912° N and 91.745902° E measures
75 x 80 cm and depicts Ganesha in ardbaparyanka mudra. The deity is distinguished by a kirtimukuta
(monster-faced crown) and a serpent-formed #pavita, attributes that reinforce his divine authority and
emphasize his esoteric associations, underscoring the symbolic depth of these representations.

The most prominent is the largest Ganesha figure at the site, positioned at 26.243297° N and
91.7497° E. This imposing image measures 179 cm in height and 135 cm in width. The deity is depicted
in maharajalalitasana, a graceful posture with one leg bent inward and the other resting on the ground,
creating a regal yet relaxed pose. In his upper right hand, he holds a padma (lotus); in the upper left, a
parashu (axe). His lower right hand holds a rosary, and the lower left supports a laddu (sweet). Notably, his
trunk curves toward the sweet, resting gently upon it, a motif frequently seen in Ganesha iconography. The
deity also wears a clearly defined #pavita (sacred thread) across the torso, highlighting his divine sanctity.

Near this large image, the smallest Ganesha sculpture in the complex is located at 26.243397°N,
91.749678°E, on the western side of the hill. Carved in the same mabarajalalitasana posture, it
measures only 60 cm in height and 40 cm in width, making it strikingly diminutive compared to the
monumental figure nearby.

At the summit of Dirgheswari Hill, close to the main temple complex, a fifth Ganesha sculpture
is found at 26.243497°N, 91.74942°E. Similar in size to the preceding image (75 x 80 cm), this
representation depicts the deity seated in mabarajasana. The elaborate kirtimukba crown adorning the
figure adds to its grandeur, evoking both majesty and ritual significance.

Very close to the back of the garbhagriba, two more images of Ganesha (26.243497°N, 91.74942°E)
are found on a small, partially buried rock. Both figures are identical in size and style. As they are located
on the rear portion of the rock and remain out of sight for most visitors or devotees, they have been spared
the regular application of vermillion and oil. However, their surfaces have been considerably weathered
due to natural exposure to rain and sunlight. Both representations depict four-armed Ganeshas seated
in lalitasana, though their attributes are indistinct and cannot be clearly identified.

Yamraj

Adjacent to the large sculpture of Ganesha is a rock-cut image of Yama (26.243302°N, 91.749725°E),
the Hindu deity of death. The god is depicted seated on his mount, identified as a buffalo, recognizable by
its prominent horns and raised posture. Yama holds a weapon, most likely a mace, in his left hand, while
his right hand rests indistinctly on his chest. His head is turned backward, giving the impression of looking
behind. The buftalo is adorned with a bell around its neck, and its long tail nearly touches the ground.
The positioning of the legs suggests movement, imparting dynamism to the representation. Considerable
weathering has affected the sculpture, eroding many of its finer details, including the facial features.
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Hanuman

Another significant carving is that of Lord Hanuman, located to the left of the entrance, slightly above
the large Ganesha sculpture (26.243528°N, 91.749592°E). Hanuman is depicted with a human body,
a monkey’s face, and an elongated tail. The sculpture is heavily coated with layers of oil and vermilion,
obscuring some details. However, it is clear that he holds a mace in his right hand and raises a hill with his
left, wearing a prominent crown. Local tradition associates this scene with the episode from the Ramayana
in which Hanuman lifts the Dronagiri mountain to obtain the Sanjivani herb to revive Lakshmana.

Engraving of Shiva

On the leftside of the entrance (26.24349°N, 91.749464°E), an engraving of a deity’s face is visible on
alarge rock surface. The figure is marked by a distinct third eye on the forehead, which clearly identifies
the carving as Lord Shiva, one of the principal deities of the Hindu pantheon.

Unidentified Carvings at the Dirgheswari Site

In addition to these prominent figures, several other carvings are difficult to identify due to erosion
and indistinct features.

Possibly Har-Gauri

On a steep stone near the stairway, a relief depicts two seated figures (26.243489°N, 91.749678°E)
leaning back against each other on a shared platform. Each appears to hold a rounded object in one
hand. The figure on the right is identified as female by the depiction of the chest. The pair may represent
Har-Gauri (Shiva and Parvati) or, alternatively, apsaras in a relaxed posture.

Standing Female Figure (Unidentified Goddess)

Another remarkable carving depicts a six-armed female deity (26.243489°N, 91.749569°E) in a
dynamic stance, with her weight on the right leg and one leg bent. Although the face is eroded, features
such as tall headgear, long hair, large earrings, and a bare torso are visible. She thrusts a spear toward a
subsidiary figure, while another hand is raised in Abbaya mudra. Two minor figures with folded hands
appear at her sides. The iconography strongly suggests a fierce form of Durga, the warrior goddess.

Site: Fulung Village

Fulung Village, located west of Dirgheswari Dewalaya on the slopes of Sitachal Hill, preserves a series
of sculptural remains closely associated with the sacred geography of the temple. Along the route from
Fulung Village to Dirgheswari Temple, three rock-cut images of Lord Ganesha can be seen, positioned
only a few meters apart. Their proximity to the Dewalaya suggests a strong historical and religious
connection, possibly serving as markers for pilgrims approaching the temple.

The first sculpture is located on the left side of the road leading to the temple, approximately two
kilometers from the shrine (26.23929°N, 91.74687°E). The image measures about 100 cm by 76 cm and
depicts Ganesha seated in ardbaparyanka posture, with one leg folded and the other extended. He wears
a crown, holds an axe in his upper left hand and a lotus in his upper right, while the attributes in the
lower hands are no longer identifiable. Heavy red paint, combined with natural erosion, has obscured
much of the detail, erasing distinct bodily and facial features and diminishing its aesthetic integrity.

A second Ganesha sculpture is found nearby on a rock surface (26.239257°N, 91.746882°E). This
image, measuring 84 by 74 cm, is severely damaged and partially buried about three feet below ground
level. Prolonged exposure to moisture has further deteriorated the figure, while thick layers of oil and
vermilion applied during ritual practice have masked many details. Despite this, the pot belly and crown
remain clearly visible, and the deity’s upper right hand holding a lotus can be identified. The remaining
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hands are indistinct due to erosion.

Adjacent to this second figure, on its left side, lies a third Ganesha image, which is only partially
visible above ground. Although the body remains buried, the facial features, particularly the trunk,
securely identify it as Ganesha. The incomplete exposure of this sculpture adds an element of mystery,
suggesting the possibility of further hidden images or archaeological remains in the vicinity.

Site: Borchandara village

Borchandara, a village located about four kilometers from Dirgheswari Dewalaya, is surrounded
by small hills, with Sitachal Hill rising prominently to the east. Within this landscape, a significant
rock-cut sculpture of Lord Ganesha is found at coordinates 26.260423°N, 91.736492°E. The deity
is carved into a large boulder and housed within a small temple built by local villagers, where daily
worship continues. Ganesha is depicted seated in mabarajalilasana, holding an axe, a triangular object
possibly representing his broken tusk, and a Jaddu, which his trunk touches. Two flying attendants are
shown above his head. Over time, however, layers of vermillion, oil, and soot from ritual practices have
obscured the finer details of the carving.

Site: Manikarneswar

The Manikarneswar archaeological site, located on the northern bank of the Brahmaputra in North
Guwahati, derives its name from a sacred shivalinga known as Manikarneswar and an adjoining pond
called Manikarna, which eventually merged with the river (Neog, 1960). The principal monument at
the site is the Ahom-period temple, the Manikarneswar Dewalaya, situated on Manihalya Hill. This
brick temple was commissioned during the reign of King Rajeswar Singha in 1755 CE and is notable
for being constructed upon the star-shaped ground plan of an earlier stone shrine, dated stylistically to
the 10th—-11th centuries CE (Sanathana & Hazarika, 2019). In addition to this central shrine, the site
preserves a remarkable assemblage of scattered sculptures and images that together highlight the long
religious and artistic tradition of the region.

Among the sculptures, the rock-cut image of Ganesha (26.208552°N, 91.748432°E) occupies a
prominent position. Located on the right side of the steps leading to the temple, the deity is intricately
carved within a shrine-like niche on a large stone surface. Ganesha is depicted with four arms, seated in
savyalalitasana on a lotus pedestal. In his upper right hand, he holds a parasu (axe), while the upper left
holds an ankusha (elephant goad). The lower pair of hands is unfortunately damaged, obscuring their
original attributes. The upper portion of the panel is adorned with a kzrtimukhba flanked by stylized lotuses,
while two female attendants stand on either side of the deity. The image, now heavily coated with red paint
from later ritual use, reflects the iconographic richness and sophisticated craftsmanship of the period.

Another important composition is the sculpture of Shiva and Parvati (26.192292°N, 91.756468°E),
placed within the temple premises near the entrance. Though severely worn, the basic contours remain
visible. Shiva is represented in vamalalitasana on a lotus seat, his left leg folded while the right leg
hangs downward, with Parvati gracefully seated on his lap. The god holds tridents in both hands, while
attendants flank the divine couple with garlands. A kirtimukba motif crowns the composition.

Equally significant is the image of Nagaraja (26.206417°N, 91.747637°E), carved on the riverbank
below Manihalya Hill. Submerged for much of the year and exposed only during the winter low-water
season, the figure is seated in savyalalitasana with hands folded in namaskara mudra. Although erosion
has obscured much of its detailing, the identification as Nagaraja is supported by the distinctive seven-
hooded serpent canopy and additional serpent forms emerging beside the hands.

The Kalbharava sculpture (26.206527°N, 91.747817°E), lying inverted near the Brahmaputra,
presents a unique image of Shiva in his cosmic dance. Depicted nude (digambara), Shiva tramples a
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demon beneath his right foot while raising his left, adorned with gem-studded sandals. His serene yet
fanged face, matted hair with a crescent moon, four arms holding various attributes, and rich ornaments
emphasize both the ascetic and cosmic aspects of the deity. Two female attendants accompany the scene,
one collecting blood in a skull, symbolizing ritual sacrifice.

The Vishnu sculpture, now partially submerged and inverted (26.12383°N, 91.44876°E), depicts
the deity enthroned upon the serpent Vasuki, beneath a seven-hooded canopy, with Garuda shown in
namaskara mudra. The four-armed Vishnu holds a mace, discus, and conch, while a lotus from his navel
supports Brahma. Despite damage and displacement, the composition demonstrates the high degree of
symbolic complexity and artistic finesse characteristic of early medieval Vaishnavite iconography.

Site: Rajaduar

Rajaduar, a small town in North Guwahati, is culturally and historically significant as the home of
the renowned Chandrabharati Hill and the sacred Doul Govinda Temple, which continues to attract
pilgrims from across the region. The town is also notable for the Kanabarasi Bua rock inscription, which
provides valuable evidence of its ancient past and enriches its cultural heritage.

Among the temple sculptures, three images of Lord Ganesha are particularly noteworthy. At the
entrance of the Doul Govinda Temple, a four-armed Ganesha sits on a lotus pedestal in savyalalitasana
(26.206972° N, 91.741706° E). His attributes include a triangular object, a /laddu, and possibly an
axe, though erosion and layers of vermillion have obscured finer details. A second, unfinished rock-cut
Ganesha nearby reveals only the deity’s outline in mabarajalilasana, oftering insight into the sculptural
process. A third, more refined rock-cut image at a private residence depicts Ganesha seated on a lotus
in maharajalilasana, adorned with a serpent as his sacred thread and a crown. In his upper hands, he
holds a mace and a goad, while the lower hands are damaged. This sculpture, like the others, is regularly
worshipped, resulting in the application of vermillion and oil that conceal its finer artistry.

Other deities are also represented at Rajaduar. Kartikeya (26.206972° N, 91.741706° E), enshrined
in the Doul Govinda Temple, is shown in savyalalitasana on his peacock mount. He holds a spear
in one hand, while the remaining attributes are either broken or depicted in mudras symbolizing
fearlessness and benevolence. At the temple entrance, an image of Shiva in dbyanamudra reflects deep
meditative symbolism. With four arms, Shiva carries a trident and gestures of spiritual focus, though
erosion has obscured one attribute. A nearby carving of a Brabmakamal lotus adds symbolic depth,
representing purity and spiritual awakening. Together, these sculptures highlight the rich religious and
artistic heritage of Rajaduar.

Site: Kanai Barasi Bowa

Kanai Barasi Bowa (26.12615°N, 91.44545°E) in Rajaduar, North Guwahati, is a significant
archaeological site protected by the Directorate of Archaeology, Government of Assam. This massive
rock formation holds both mythological and historical importance. According to local belief, it was the
seat of Lord Krishna, where he is said to have fished in the Brahmaputra River. Historically, the site is
notable for its inscriptions, engravings, and rock-cut sculptures. The inscriptions, carved in Assamese
and Devanagari scripts, are considered some of the earliest specimens in the region, with one dating to
1205-06 CE that records the Turkish invasion of Kamrupa. Two later inscriptions, likely from the 17th
century, mention conflicts between the Ahoms and the Mughals (Das 2007).

Thesiteisfurtherenriched by two rock-cutsculptures. On the easternside of the rockisalarge Ganesha
image (26.209984°N, 91.742434°E) measuring 150 x 130 cm. Depicted as a four-armed deity seated in
maharajalalitasana on alotus, Ganesha holds an axe, trident, rosary, and laddu. Nearby, another rock
bears a half-buried female figure, locally revered as Goddess Kali (26.210257°N, 91.74242°E). Despite its
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weathered condition, the image continues to attract religious devotion, highlighting the site’s enduring
cultural significance.

Site: Chilanighat Asram Ganesh Temple

The Chilanighat Asram Ganesha Temple (26.204445°N, 91.740664°E) is located behind the Doul
Gobinda Temple near Chandra Bharati Hill, on a gentle slope along the bank of the Brahmaputra
River. The site, surrounded by scenic natural beauty, also preserves scattered remains of old temples,
enhancing its historical and cultural value. On a large rock near the temple are two images of Ganesha—
one larger and one smaller. Both images have been obscured by thick layers of red paint and vermillion
applied over centuries of worship. The larger sculpture depicts a potbellied, four-armed Ganesha
seated in savyalalitasana, a posture seen in several Ganesha depictions across North Guwahati. The
attributes in his hands are difficult to identify due to erosion and pigment layering. The smaller image
is incomplete and heavily worn, though features such as the elongated face and rounded belly confirm
its identification as Ganesha.

Site: Lothia Bagisa Ganesh Temple

Lothia Bagisa Ganesh Temple (26.183438°N, 91.697292°E) is located in Lothia Bagisa, a Bodo-
inhabited village named after a former tea garden. On a small hillock in the area lies a unique large stone
image of Lord Ganesha, notable as the only known deity sculpture in the village. This depiction shows a
four-armed Ganesha seated in /alitdsana, with the left leg folded and the right leg hanging. He holds an
object in his upper right hand and a Jaddu in his lower left, while the lower right hand rests on his knee.
The upper left hand is damaged. The sculpture features a prominently carved belly, a broken left tusk,
and relatively small, square-shaped ears, making it a distinctive local representation.

Site: Aswaklanta Temple, Majgaon Village

The Aswaklanta Temple, located in Majgaon village on the northern bank of the Brahmaputra, is a site
of significant religious, historical, and artistic importance. Perched on a small hill known as Ashrakut, the
temple complex was built in 1720 AD during the reign of Swargadeo Siva Singha of the Ahom dynasty
(Diversity Assam, n.d.; Northeast Bullet, 2022). The site includes two important shrines— Kurma
Janardan at the foothill and Ananta Sayan Vishnu at the top— both dedicated to Lord Vishnu. Together,
these structures testify to the architectural brilliance and sculptural richness of the Ahom period.

At the entrance of the Kurma Janardan temple is a rare and distinctive two-armed Ganesha, carved
on a flat stone (26.186592°N, 91.723554°E). Unlike conventional depictions, this Ganesha is seated
in a meditative posture, holding a modak in his right hand while his left hand rests calmly on his knee.
The image is unusual in that it lacks detailed facial features and ears, with an elongated head that may
represent headgear. His vabana, the mouse, is clearly depicted near his left leg, further authenticating the
representation. Though seemingly unfinished, the figure offers invaluable insight into local variations of
artistic expression and the adaptation of traditional iconography in regional styles.

Near the Kurma Janardan temple, within one of the two small caves, there is another weathered and
partially collapsed sculpture enclosed within a square frame. Much of its surface has eroded, yet traces of
a six-armed deity remain visible. The deity, adorned with headgear and large ears, originally held several
attributes that are now lost. The lower portion of the body appears ambiguous, possibly resembling
bird-like legs suggestive of Garuda carrying Vishnu, or perhaps a slender goddess figure. On either side
of the central image stand two attendants in namaskara mudra, a gesture of reverence. Despite its
deteriorated state, the sculpture reflects both the devotional intent and the artistic vigor of its creators.

The most significant image at the site is in the Ananta Sayan Vishnu shrine, where the garbbagriba
enshrines an exquisite relief sculpture of Sheshasayi Vishnu. Carved in black stone and dating to the 11th
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century (Barua, 1933; Directorate of Archaeology, Assam, n.d.), the deity is depicted reclining on the
cosmic serpent Ananta, whose multiple hoods rise protectively over him. From Vishnu’s navel emerges
a lotus bearing Brahma, signifying the origin of creation. The four-armed Vishnu is accompanied by
Mahalakshmi (or Mahamaya), as well as the demons Madhu and Kaitabha, who appear in opposition.
Two rows of Naga Kanyas are also shown in prayerful devotion. This composition is significant not only
as an early specimen of Vishnu imagery in Assam but also for demonstrating the depth of iconographic
traditions integrated into regional art.

The outer walls of the shrine further enhance the temple’s artistic legacy, bearing images of Shiva on
his bull Nandi, Indra riding Airavat, Brahma mounted on a bird, and other deities. Each is adorned with
characteristic ornaments and attributes, though variations in depiction— such as Airavat’s reduced tusks
and heads— show localized reinterpretations of pan-Indian mythological motifs.

Near the Aswaklanta temple complex stands the Sarvajanin Ganesh Temple, another notable feature
of the site. Here, a four-armed Ganesha is carved on a hillock, seated in /a/itasana. The deity holds a
parashu (axe) in the upper left hand, a sweet in the lower left, rests the lower right hand on the knee, and
carries an indistinct attribute in the upper right hand. Over time, heavy application of saffron pigment,
natural weathering, and constant ritual offerings have blurred the sculpture’s finer features.

The present study highlights the remarkable density and diversity of sculptural remains depicting
Hindu gods and goddesses across North Guwahati. Exploration of major temple complexes, village
shrines, and lesser-known sites reveals that the region formed a vibrant religious landscape, where
Vaishnavite, Shaivite, Shakta, and Ganapatya traditions flourished simultaneously. The variety of images
and their distribution across both prominent shrines and domestic or peripheral spaces reflect not only
devotional continuity but also the layered cultural identity of North Guwahati as a sacred geography.

Among all the deities, Lord Ganesha occupies a particularly dominant position. Rock-cut and sculptural
depictions of Ganesha are widely distributed across Dirgheswari, Fulung, Borchandara, Manikarneswar,
Rajaduar, Kanai Barasi Bowa, Chilanighat, and Aswaklanta. The recurrence of Ganesha in different
iconographic variations— mabarajalalitasana, ardbaparyanka, savyalalitasana, and lalitasana- indicates
his integral role as Vighneshwara, remover of obstacles, especially in ritual contexts associated with temple
entryways and sacred routes. The use of attributes such as the lotus, axe, laddu, and serpent thread
demonstrates adherence to canonical imagery, while unfinished or regionally distinct sculptures suggest
localized adaptations of broader traditions. The prominence of Ganesha imagery in both large temples and
small household shrines also underscores the deity’s popular appeal and accessibility across social groups.

Equally significant are the depictions of Shakti in her various forms. At Dirgheswari Dewalaya,
Goddess Kali is worshipped as a Shakti Peetha, reinforcing the importance of the goddess cult in early
and medieval Assam. The fierce six-armed female figure, possibly Durga, and the Har-Gauri relief at the
same site further emphasize the coexistence of benevolent and formidable manifestations of the divine
feminine. These images reflect the deeply rooted Shakta tradition, which received both royal patronage
and popular devotion in the region.

Shaivite imagery also holds a prominent place in North Guwahati’s religious art. Representations of
Shiva appear in multiple contexts: as meditative engravings, as part of the Har-Gauri pairing, and in the
forms of Bhairava and cosmic dancers, such as the Kalabhairava image at Manikarneswar. These images
not only demonstrate artistic vigor but also suggest the integration of ascetic and tantric dimensions
of Shaivism within local religious practices. The frequent presence of attendant figures, kirtimukba
motifs, and subsidiary deities reflects the rich narrative framework embodied in these sculptures.

Vaishnavite traditions are equally well represented, particularly at Aswaklanta temple with its
Sheshasayi Vishnu relief, one of the finest examples of Vishnu iconography in Assam. The Ananta
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reclining image, accompanied by Brahma, Lakshmi, and Nagas, exemplifies cosmological symbolism
and reinforces the theological centrality of Vishnu in sustaining the universe. Complementary figures
of Vishnu at Manikarneswar and other localities illustrate the strong presence of Vaishnavism alongside
Shaiva and Shakta cults. The coexistence of Kartikeya, Hanuman, Nagaraja, and other subsidiary deities
adds to the diversity, showing how North Guwahati’s religious art embraced a wide pantheon.

Taken together, the evidence suggests that North Guwahati served as a major religious and political
center where multiple strands of Hinduism converged and coexisted harmoniously. The distribution
of images in temples, roadside rocks, village shrines, and private homes indicates a living religious
landscape, where artistic expression and ritual practice were intertwined. The frequent application of
vermillion, oil, and pigment on sculptures illustrates their continued worship and the dynamic process
through which ancient art remains embedded in living traditions.

Conclusion

In conclusion, the stone sculptures of Hindu gods and goddesses in North Guwahati are not merely
remnants of the past but form a continuum of religious practice and cultural memory. They attest to
the artistic excellence, theological diversity, and devotional vitality of the region from the early medieval
through the Ahom period and beyond. As active sites of worship and cultural markers, these sculptures
continue to link the present with the spiritual and historical legacy of North Guwahati, affirming its role
as a sacred landscape of lasting significance.
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