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PREFACE 

F all the ancient places in South India there is none that can rival the 

O ancient Kanchi (modern Conjeeveram) in the variety, antiquity and im- 

portance of ancient monuments. Here are Jaina and Buddhist, Saiva and 

Vaishnava temples of the Pallava, Chola and later times, which it would be difficult 

to imagine in any other single place. The Vaikunthaperumal temple is one of 

the earliest and most important Vaishnava shrines in Kanchi. It was noticed 

and described by Mr. A. Rea in his “ Pallava Architecture”. Mr. Rea has 

given a number of plates to illustrate the panels (vide Plate LXV, figs. 1, 2 

and 3 and Plates LXXXVIII to XCII), but in his description on page 44 he 

merely dismisses them with the following words “On the inner walls of the 

court is a continuous series of stone sculptured panels, representing scenes— 

evidently from one of the Puranas, but which, it 1s difficult to say. The general 

grouping of the whole, and style of the figures themselves, are very similar to 

those on the sculptured frescoes of “ Arjuna’s penance”, and the other மாட 

finished bas-relief near by, at Mamallapuram. The type of the figures seems 

very archaic, and some representations of temples resemble the “ Bhima’s ”’, 

“Dharmarajah’s” and other rathas at Mamallapuram. ‘Through the action of 

the temple priests in refusing admittance, to even the outer precincts, to a 

non-Hindu, a description of the panels from the originals cannot be. given ; 

such information therefore, as may be required about these and other details 

of the interior, can only be had by a reference to the drawings The pre- 

sent Memoir shows what an amount of trouble Dr. C. Minakshi must have 

faced in bringing out the true significance of these panels by intensive study. 

Her work shows an amount of critical knowledge of history and mythology 

which she has brought to bear on her task. The sculptures now stand self-reveaied 

as unique illustrations of the Pallava history. The work, which was at first 

submitted as a thesis for the Ph.D. degree of the Madras University in 1936, 
is now being published as a Memoir of the Archeological Department. 

_K. N. DIKSHIT. 
Director General of Arch } , 

New Dewar, | of Archeology in India. 

2nd September, 1939. 

It is with the greatest sorrow that I have to record that while this work was 

passing through the Press, the author Dr, C. Minakshi breathed her last on the 5th 

March 1940. She was an exceptionally brilliant scholar, easily the best among 
Indian lady archeologists and bv her untimely death Indian archeology loses 
a singularly gifted votary. ்‌ 

18th March, 1940.



THE HISTORICAL SCULPTURES OF THE 
VAIKUNTHAPERUMAL TEMPLE, KANCHI 

Importance of the shrine.—The celebrated Parameésvara-Vinnagar! is of great 
archeological and historical interest. The shrine was evidently erected by Para- 
meévara? alias Nandivarman Pallava-malla whose head bowed down constantly at 
the feet of Mukunda.? Of the many Vishnu temples where this Vaishnavite Pallava 
king worshipped’ the only one which can definitely claim this royal devotee for 
its builder is the Vaikunthaperuma] temple at Kafichi (Plates I and II), for it 
retains to this day all the characteristic architectural] features of a Pallava 
monument which can without any difficulty be assigned to the eighth century 
A.D. There is also definite epigraphical evidence enabling us to assign its 
construction to this monarch. Two Pallava records are engraved on the 
walls of the Vaikunthaperuma] temple; one of these is a document of great 
constitutional import ;> the other® dated in the 17th regnal year of Danti- 
varma-Maharaja, the successor of Nandivarman, registers the gift to the temple 
of a gold vessel which was endowed to the same god by. the king Dantivarman. 
It is this inscription that mentions the name of the temple as Paramesvara- 
Vishnugriham helping us to identify it with the Paramesvara-Vinnagar of the 
Periya-Tirumoli.? The sculptural representations of Vishnu in his different 
aspects and incarnations on the walls and niches of the central shrine® (Pl. II,1) 
are as important to us ag the scenes depicting the omnipotence of Siva on the 
walls of the other great Pallava temple at Kajichi, the Kailasanatha, But 
historically the most valuable sculptures in the Vaikunthaperumal temple are 
the series of unique secular panels depicting the chief stages in the history of 
the Pallavas and it is to these we shall direct our attention. 

Location and condition of the sculptures—Each of the four walls of the 
raised verandah running round the central shrine are adorned with two rows 
of sculptures, They are separated by a small band. This band was evidently 
meant to carry inscriptions explaining the sculptures above; this we may 
guess from the analogy of the sculptures on the southern wall representing the 

* Vide Note 1 appended at the end. 
* Nandivarman waa the abhisheka-ndma of the king, while hie origins! name was Parameévara, after which the shrine was named. Cj. ‘ Pallava-mallen-Ana Paramedvaran ” in the Vaikupthaperumal inscription, P. 54 infra, ©. 2. * “May his pair of feet dwell on this (the king’s) head which never knew of bowing down to others ©xcepting to the pair of the worshipful feet of Mukunda (Vishnu)", Tandentdttam plates—8. J. I., Vol. I, part V, Pp. 590, verse 12 " _* Pallayamatia is said to have worshipped Vishou residing in Ashtabhuja at K&fich!, Srirabgem, Nandipuram and at Tiruvallikkéni. 
* Madras Ep, Report No. 37 of 1888. Text and facsimile published in South Indian Inscriptions (§. J, 1), Vol. IV * 8. 1. 1., Vol. IV, No. 34, See Note 2 at the end. _— ப Paramesvara-Vinnogar-Padigam—Periya-Tirumoli by Tirumangaimannan. 
* See Note 3 at the end,



2 HISTORICAL SCULPTURES OF THE VAIKUNTHAPERUMAL TEMPLE, KANCHI 

events preceding the coronation of Nandivarman Pallava-malla. The - sculptures 
are also divided vertically into several compartments, each depicting a parti- 
cular occurrence. Unfortunately, the panels have been covered with thick 
layers of whitewash, with the result that in most of the sculptures the figures 
have been rendered featureless. 

Emgraphical evidence.—It will not be a wrong assumption if we suppose 
that the original intention of the executors of the Vaikunthaperumal sculptures 
was to inscribe under each panel notes to explain the event depicted above 
and that for some unknown reasons the idea was abandoned ; to-day we see 
explanatory inscriptions only. under those sculptures representing the events lead- 
ing to the coronation of Nandivarman Pallava-malla, However, the beginning 
of the first label on the southern wall has much to inform us about the preceding 
panels. It reads as follows: “ Ivvagayé Brahman=ddi-dga varaninya Pallava- 
varrsaitul Paramesvara Pottaraiyar svarggasthar=dvadu ”\—that is to say, the death of 
Paramesvara Pottaraiyar of the Pallava family which began first with Brahmi. 
This indicates with sufficient clearness that the immediately preceding sculptures 
relate to the rule of Parameévaravarman II, the immediate predecessor of Nandi- 
varman Pallava-malla and that the whole series beginning with Brahma narrates 
the history of the Pallava family. 

Earlier notices of the sculptures—Mr. Alexander Rea who has published full 
and complete sketches of the panels in five plates in his Pallava Architecture 
has altogether missed their significance as may be seen from the following 
remarks made by him: “On the inner walls of the court is a continuous ‘series 
of stone sculptured panels, representing scenes evidently from one of the Puranas, 
but which, it is difficult to say. The general grouping of the whole and style 
of the figures themselves are very similar to those on the sculptured frescoes 
of “ Arjuna’s Penance” and the other unfinished bas-relief near by at Mamalla- 
puram. (See plates Nos. LXXXVIII to XCII). The type of the figures seems 
very archaic and some representations resemble the “‘ Bhima’s ”, * Dharmaraja’s ” 
and other rathas at Mamallapuram,”2 

Mr. Venkayya on the other hand thought that each sculpture denotes a 
particular event in contemporary history? Dr. J. Dubreuil commenting’ on 
Mr. Venkayya’s suggestion, says “I think that the idea that these sculptures 
refer only to contemporary events of the time of Nandivarman is not quite 
correct. These sculptures have a general signification.” His suggestion that 
the first few sculptures explain the origin and birth of Pallava is most convincing, 
but he has now established his statement by the interpretation of the rest of the 
sculptures but only surmises that they continue the history of the Pallavas. 

Difficulties in describing the panels.—It is but natural to begin our examina- 
tion of the figures with those on the west wall to the left side of the entrance, 
and proceed along the verandah from left to right in a pradakshind. 

18.1.1, Vol. IV, Text; p. 54 infra, A, 1. 
® Pallava Architecture, p.. 44. ரி 

7G. 0. No, 492, 2nd July 1906, p. 61. 
* Pallaca Antiyuities, Vol. J, p. 70.
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The initial difficulty here is to discover how the. rows of sculptures are 

related, for it is not easy at first sight to grasp clearly the continuity of the 

events represented in these panels. We are not quite sure whether each wall 

or section thereof has to be treated as a whole, with the lower sculptures as a 

continuation of the upper ones therein, or whether the upper ones on all the 

walls around the court are to be read first before starting at the entrance again 

with the lower series. 

Yet another difficulty noticed already is that only a few of the sculp- 

tures bear inscriptions and therefore, our interpretation of the rest will entirely 

depend upon our knowledge of the history of the Palltvas. We cannot then 

hope to understand the full significance of each and every one of the scenes. 

Some can easily be made out with sufficient exactness with the material at pre- 

sent accessible to-us; of the remaining sculptures we can only suggest tenta- 

tive explanations. 

Description of the Panels.—Beginning with the upper row (Plate LXXXVIII 

in Alexander’ Rea’s Pallava Architecture) on the west wall, te, wall No. 1 

to the left side af the entrance, we notice that the first eight panels trace the 

origin of the Pallavas and the traditional genealogical order which is found in 

several of their copper-plates is strictly maintained in these sculptures. Taking 

an early contemporary record of the time of Pallava-malla, the Kaéakudi 

plates! we find the following account: “Hail! Adoration to Sri! First, 

from the lotus which rose from the navel of Vishnu was born the Creator, whose 

origin is the (supreme) Brabman; who is self-existent; who fully knows the 

meaning of the sacred texts; (and) who is engaged in the creation of the whole 

world. 

“From him was born at the sacrifice a son of the mind alone, Angiras, 

who fully carried out his promises; who was more brilliant than fire; who, 

being sinless, put an end to sin; who, being the chief of the seera, obtained 

& place among the Seven Seers; who reached (th highest degree of) austerities 

that can be desired; (and) who was the best axe for cutting the tree of ignor- 

ance. 

“From this Angiras (came Brihaspati), who was an ocean of speeches 

(and) the father of Politics; whom (Indra), the- lord of the Gods (and) elder 

brother of Tridhdman (Vishnu), made his preceptor (guru); (and) relving on 

the power of whose intellect, the celestial women enjoy at ease amorous plea- 

sures, without thinking of the rising and setting of the sun., 

“Fyom him was born the fortunate (and) modest Samyu who destroyed 

sin (and) resembled the sun in brilliancy. When Fire had disappeared, (He) 

became the fire of the Gods and performed even the action of fire through his 

own power. 

“His son was a sage called Bharadvaja, who became the founder of the 

race (gotra) of the glorious Pallavas by the power of (his) virtues, (and) who 

mastered the three Vedas, which resemble mountains, by (his) austerities. 

  

1g. J. J., Vol. I, part 3, pp. 354 and. 355.
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“From him came Drona, the preceptor of the Kurus, who was produced 
from the semen (of Bharadvaja) in a pitcher called drond; whose victorious 
banner was an altar painted on the skin of a black buck; (and) who completely 
mastered (the four branches of) the science of archery, which resemble the four oceans. 

“From him came the sage Asvatthaman, who was an incarnation of (Siva) 
the enemy of Cupid; who deserved the confidence of the inhabitants of the 
world ; (and) at the rising of whose anger, Krishna, Arjuna and Bhima became 
terrified (and) threw down (their) weapons without any opposition.’ 

The Pattattalmangalam grant? dated in the 61st regnal year of Nandivarman 
Pallava-malla contains a less detailed but an identical account of the tradi- 
tional ancestors of Pallava in the same order as in the Kasakudi plates. The 
Vélirpalaiyam plates? of Nandivarman III only repeat the genealogy contained 
in these earlier grants, and in the light of these accounts we shall seek to de- 
scribe the first eight panels one by one. 

Wall No. 1—Upper row. 

Panel 1.—Vishnu is seated in sukhdsana and chamara-bearers are standing 
behind, while four attendant deities are seated below. He has four arms and 
Wears an ornamental mukuta. He is easily identified as Vishnu because he 
holds in his left hand a conch. The emblem in the right hand is badly erased, 
but we may easily infer that it must be a chakra. 

Panel II.—In this is seated in sukhdsana, Brahma who cannot be mistaken 
for anybody else, for he is always represented, as here, with three of his heads 
visible, the fourth being hidden behind. He is attended by chdmara-bearers and 
worshipped by devotees. ; 

Panel IIJ.—This is evidently Angiras seated like Brahma. The chamara- 
bearers are standing behind and attendants are seen below. 

Panel IV.—The son of Angiras is Brihaspati who occupies this panel. 
He is seated in sukhdsana and chdmara-bearers and attendants are: noticed, 
disposed in the same manner as in the preceding panel. 

Panel V.—Here we see the son of Brihaspati, the modest Sarhyu, seated 
in sukhdsana with chamara-bearers standing behind and attendants sitting at the 
feet—same as before. 

Panel VI.—The founder of the gotra of the Pallavas, the sage Bharadvaja 
occupies this panel. He is seated in swhhdsana and the chdmara-bearers and 
devotees are also represented. 

Panel Vil.-—While all the preceding members are depicted alone, Drona 
has his wife by his side. It is interesting that below, at the feet of Drona, 
is placed a pitcher evidently intended to express the idea that out of the pitcher 
was born Drona. 

Panel VII[.—The son of Drona was: Drauni (Agvatthaman), from whom took 
birth the celebrated ‘Pallava’. Aégvatthdman is seated here like his _prede- 
cessors attended by cha@mara-bearers and others as usual. 

' The translation is that of Hultzsch but slightly modified. 

* Epigraphia Indien (Ep. Ind.), Vol. XVILUL, p. 123. 

8. EL 1. Vol. TL part V, p. 510.
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Wall No. 2—Upper row. 

(West—North wall.) 

Panel I,—No student of Pallava history will mistake this panel for any- 
thing other than the birth of the ‘ Pallava *. The Kaésakudi plates record the 

story of how Pallava was born!:—“ The glorious Pallava (during whose rule) 

the earth was untouched’ (even) by the smallest calamity, was suddenly born 

to him (Aévatthiaman) on a litter of sprouts (pallava) by (the nymph) Menaka, 
that had been sent to him by Sakra (Indra), who was afraid of losing his posi- 

tion (on account of the sage’s austerities).” The same tradition in a slightly 

modified form, is inscribed on an octagonal marble pillar which is now in the 

Madras Museum but whose original home was Dharanikota near Amaravati in 

the Guntur district. It is considered a late inscription? on paleographical 
grounds, ‘though the king-and the hero of the epigraph is an early Pallava king, 

Simhavarman. The following account is contained in the Amaravati Pillar in- 

scription :;—“ By the favour of Sambhu, there arose to him (Drona) a brilliant 

(son), famed by the name of Aévatthiman, just as at morn the brilliant sun 

rises over the eastern mountain, 
Once, surrounded by (other) celestial maidens, the famous nymph Madani, 

who wished to see the abode of the hermits, entered the path of sight of that 
ascetic. 

The saint approached her, while seated amongst a group of Aéoka trees, 
she was wistfully regarding the male swans which were afraid of being separated 

from their beloved ones, whenever they lost sight of them behind’ a lotus of 

the lake, which was agitated by the wind. 

Perceiving him whe resembled Cupid in the dress ot, 4 saint, she lost her 

seli-control, just as Uma on seeing Sarva. Then the nymphs united the couple, 

which had conceived a deep affection (towards each other). 

In due time, the nymph gave birth to a protector of the earth, which is 

girt by the ocean. The father called his son Pallava, as he was lying on a couch 

(covered) with a heap of sprouts (Pallava) ” 

The Rayakota copper-plate grant of Skaudasishya* must be considered, again 

on paleographical basis, as a later copy of a contemporary grant of King Skan- 

dagishya, an early Pallava king. In this record, the fascinating story of the 

birth of Pallava wadergoes another change, and the mother of the ‘ Pallava’ is 

neither ‘Madani’ nor ‘Menaka’ but a ‘Nagi’.. Thus, only the Kasakudi plates, 
the most authentic of the records so far mentioned, describe in detail the jnci- 

dent of the birth of ‘Pallava’ in a manner calculated to explain the name 

‘Pallava’. These plates are dated in the 22nd regnal year of Pallava- 

malla and therefore, belong to the eighth century A.D. The absence of the 
story in the early Prakrit and Sanskrit charters of the Pallavas may lead us to 

suppose that it was an invention of the composers of the charters of the time 
of Pallava-malla. 

1g.J.J., Vol. 11, Part U1, pp. $46 ff., Verse 17. 
8,1. 1,, Vol. I, pp. 26-28. 

2 Ep. Ind., Vol. V, No. 8
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But there are not wanting indications to the contrary. Firstly, the relation 
between ‘ Aévatthiman’ and ‘Pallava’ was established long before the time of 
Pallava-malla by the time of the Kiiram plates of ParameSvaravarman I; and 
secondly, the importance attached to the sprouts in the tradition of the birth 
of Pallava is suggested by several references in epigraphy. In the Talagunda 
Pillar inscription’ of the Kadamba king Kakusthavarman, we have the following 
lines :—‘ Then entering the king’s service, he (Mayiragarman) pleased them (the 
Pallava lords) by his acts of bravery in battles and obtained the honour of 
being crowned with a fillet, offered by the Pallavas with the sprouts (pallava) 
of their hands.” The repeated phrases ‘ Pallavendra’, ‘kara-pallavaih’ and 
‘ Pallavair-dhritam’ may surely be taken to be more than a passing play on words. 

Moreover, avkura, a sprout, is synonymous with ‘pallava’ and we find 
that a few surnames of the Pallava kings end in arikura. The son of Charu- 
devi (an early Pallava queen) was called Buddhyankura. Mahendravarman I had 
the surname Lalitankura and his great-grandson, Rajasirnha, was known as 
Nayafkura (the sprout of polity)’ and Tarunankura (the young sprout). Thus 
we are led to conclude that the traditional account of the birth of ‘ Pallava’ 
on a litter of sprouts must have been popular as early as the fourth century 
A.D., but that it was recorded in detail for the first time in a copper plate only 
in the time of Pallava-malla and as we shall see, the Vaikunthaperuma] sculp- 
ture agrees well with the account contained in that grant. 

To return to Panel I of this wall (Pl. III, 2), that Asvatthiman is doing 
very austere penance is clear from his dress, his uplifted arms, his twisted jafd, from 
the fact that he supports himself only on one leg and from the ant-hill at his 
feet.2 Menaka the enticer is depicted twice in this panel, first as the dancer 
in the act of winning over Aévatthiman and secondly as the shy but happy 
mother of the baby Pallava standing by the side of the litter of sprouts. The 
conspicuous figure seated above in the left top corner may be Sakra watching 
the whole proceeding, but’ there is nothing to identify him as such. The other 
figures may be explained as attendants rejoicing over the birth of the child. 
It should be noticed that the artists have made the infant and his litter of 
Sprouts occupy a good half of the panel with a view to impress the fact that 
they form the central feature of the story illustrated on the wall. This panel 
is ample proof to show that the later Pallava kings attached great importance 
to their traditional descent from Aévatthaman and his son the ‘ Pallava’. 

Panel I1.—The prominent members in this panel are the two seated figures 
which appear to be a royal couple with kirifas on their heads. Three men 
are standing by their left, the foremost among them having his hands in afjali 
pose. I am unable to read the exact significance of this panel. (Pl. III, 4.) 

Panel IIJ.—This is a picture of a hunt. A man is represented in the act 
of blowing a trumpet as he is running. He is chasing two deer while a fero- 
cious tiger is hiding himself in his den. To the extreme right are seen two men 

Ep. ind., Vol. VIN, p. 35. 

3 See Note 4 at the end.
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standing, while three others are also depicted witnessing the scene from their 

perches on a branch of a tree. (PI. V, ௦) 
Verse 18! of the Kasakudi plates contains the following remarks about 

the Pallava born of Aésvatthdman:—‘ Though born from a race of Brahmans, 

he possessed in .the highest degree the valour of the Kshatriyas, which was in- 

herent in him. Does not the thunder-bolt possess by nature the quality of 
burning, though it springs from the cloud?” One suspects if the hunting 

scene in the forest portrayed in the above panel is intended to show the idea 

of the Kshatriya valour of the son Pallava. If this could be maintained, then 

the pane! preceding the hunting scene probably represents the marriage of the 

Pallava with a lady of some distinction, so far an unknown incident. 

Panel IV.—An attempt to explain this group of people may be ventured 

on. It appears to represent the ideas embodied in the following lines from 

the Kaéikudi plates? :-— ‘ Tatah prabhrity-akhanda-kala-bhuvana-mandal-dimasat- 

karan=ékhandita-vikramaparah, paripdlita-sakala-varndsrama-vyavasthd-viseshah prabha- 

vishnur-Vishnor-ams-dvatara iva ~—s van s-Gvatarah Pallavindn=nikhila-bhuvana- 

pivenataya Garmgavatéra iva cha nirmalas-samavartaia” that is, “From him 

descended the powerful, spotless race of the Pallavas, which resembled a partial 

incarnation of Vishnu, as it displayed unbroken courage in conquering the circle 

of the world with all its parts, (and) as it enforced the special rules of all castes 

and orders, and which resembled the descent of the Ganga (on earth), as it 
purified the whole world”’. 

The two main ideas in this passage are: firstly, that the Pallava race 
resembled an incarnation of Vishnu in the conquest of the world and secondly, 
that it purified the world (evidently by its good acts) just like the river Ganges. 

There is thus an allusion to the Vardh-dvatéra or the Boar Incarnation of Vishnu 

represented in the sculpture by the presence of Vishnu with a boar face and in 
the act of lifting up Bhiimidevi (the Goddess of Earth). The poses of these 

figures are entirely in agreement with the bas-reliefs of Vardha avatdra in the 

shrines at Mamallapuram: The other idea that the Pallava race resembled the 

descent of the Ganges is expressed by the artists by depicting a man, obviously 

Bhagiratha, performing penance just as in the Gagavatarana® scene on the rock 

at Mamallapuram. Resting on one foot, with the ant-hill at the feet,4 his 
jaja and beard and his uplifted arms mark him out as one in severe penance. 
On either side of him is a man standing, the one to his right has his hands in 

247816. There is also a worshipper at the feet of Bhagiratha. (Pls. XIV, 2 and IV, 1.) 
Panel V.—In this we find a figure seated in sukhasana with a high crown 

and attended by two men, while another man stands on the left with folded 

palms in adoration. (PI. 1V, 2.) 
Panel VI.—Here is again a seated figure with a crown. A chdmara-bearer 

stands on the left, while another man sits on the floor with his hands in anjali. 
    

“19.7. J, Vol. I, part ITE, p. 358. 

* Ibid., p. 347, lines 34-36. 

*Thia soulpture was originally called ‘Arjuna’s penance’; but this name has since been altered inta ‘ Bhagiratha’ 
penance’ or ‘ Gapgavatarana ' (Arch, Memoir, No. 33, page 44), : * 

* See Note 4 at the end. ்‌ ‘ 

B2



8 HISTORICAL SCULPTURES OF THE VAIKUNTHAPERUMAL TEMPLE, KANCHE 

To the right of this group are two horsemen. Two elephants are also standing 
each carrying two men, one of them holds a bow in his left hand. I am not 
able to suggest an interpretation of this panel. (Plate IV, 3.) 

Wall No. 1—Lower row. 

Panel I.—This is a typical coronation scene just like that of Nandivarman 
Pallava-malla which we shall observe later. In the series of panels on, these 
walls of the temple, we are able to witness not one or two cotonations but 
severai, and at the end of the descriptions of them, we shall’ be in a position 
to count the exact number of crowned. kings. who, according to ‘he executors 
of the Vaikunthaperumal sculptures, ruled the Pallava kingdom before Pallava- 
mala, 

This panel contains the first of these coronations. The king is seated on 
the throne with a crown on his head and a double breast band, a characteristic 
feature of all the kings in these coronation scenes. The Brahmans and the 
other officials of the State are surrounding the king and two men: are pouring 
the abhisheka water on the head’ of the monarch. It is not easy to specify and 
name the first crowned Pallava king, for early Pallava genealogy is neither com- 
plete nor settled beyond dispute. Therefore, we have to be cautious in our 
identification of the first king of the dynasty. The earliest Pallava charter is 
the Mayidavélu grant in Prakrit and the donor is one Yuva-maharaja Siva- 
skandavarman. Since he is styled Yuva-maharaja and the grant is dated in 

the 10th year of the ruling king, we have to infer that there was already a 
crowned king on the throne of Kajichf before Sivaskandavarman. Of this pre- 
decessor .of Sivaskandavarman, we know practically nothing. 

In the Hirehadagalli plates, Sivaskandavarman is called Maharajadhiraja and 

the Bappa Svamin mentioned in this record has been supposed by some scholars 
to be the first crowned king ‘and the father of Sivaskandavarman. There is 

nothing in the grant to indicate that Maharaja Bappa Svamin was the father 

and the predecessor of Sivaskandavarman. Again, it is maintained' that Vira- 

kircha or Virakiirchavarman was the first crowned king of the Pallavas, because 

the Vélirpailaiyam plates say that Virakiircha, simultaneously with the hand of 

the daughter of the chief of serpents, also grasped the complete insignia of 

royalty and became famous.2. The exact place of Virakiircha in, Pallava genea- 

logy is very uncertain and under these conditions, it is best not to commit 
ourselves to anything definite with regard to the identity of the first crowned 
Pallava king in this panel. 

Panel If.—The following three panels obviously relate to the king whose 
coronation we saw in the last one. In this panel we see seven people of whom 

two are chhatra-bearers. The figure seated in a very unusual posture is pro- 
bably the king with a mukuta on his head. Behind stands his chhatra-bearer ; 

to his left are standing two men, one of them having his hands in afjali. We 
cannot say anything more about this panel. 
  

1 Dubreuil—Patlavas, p. 29. - 
8, சீ. மீடி Vol. I, part V, p. 510, verse 6.
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Panel III.—The king is seated on the throne. Four of his officers are 
Standing: in a row to his left; the foremost appears to receive some orders from 

the king. Two small figures are depicted on the top behind the four men, 

while an attendant stands to the right of the king. 

Panel IV.—This shows the actual preparation made by a royal officer for 
' executing the command of the king. It is not possible. to explain the attitude 

of the royal officer in any other manner than as one who is ready to obey the 

mandates of the monarch, perhaps placing the Tirumugam on his head. In 

front of the king is another officer seated on the back of an elephant. Between 

these two royal officers sits the queen on an dsana with an attendant to her 

right. Behind the king stands his attendant. At a distance from this group 
of people and by the side of a pillar are seated a man and a woman. It is 
not clear who they are and what they are domg. 

Panel V.—Herein we have the second coronation very similar to the first 
already described. This and the following panels until we come to another 

coronation, describe the activities of another Pallava king of the line. Ef we 

suppose that the father of Sivaskandavarman of the Mayidavélu and the Hire- 

hadagalli plates was the first crowned king of the Pallava dynasty. then this 
panel will represent the abhisheka ceremony of Sivaskandavarman, but as we 
have already seen, the problem is not so readily solved as there is nothing very 

definite in this or in the succeeding panels to enable us to identify him 
definitely. 

Panel VI.—The king is seated in state on a throne. Three persons who 

Tay be ministers are seen seated on the ground by the side of the king. The 
rest, perhaps State officials, are standing behind in a row with their hands in 

anjali, An attendant stands to the right | of the king and a chdémara-bearer 

stands on the left. 

Panel VII.—One quarter of the panel is occupied by the seated king .on 

his throne with two chdmara-bearers standing behind ;! the rest of the panel 
represents the marching of’ elephants and horses with riders on them. The 

howdas over the elephants are beautifully sculptured. The whole picture seems 
to indicate some warfare, for we see a man thrown on the ground from a horse 
and the men over the horses and elephants are extremely excited. 

Panel VIII.—This affords some interest to us. “Having sculptured only a 
single individual who occupies a humble position in the left corner, the rest of 
the panel is allowed to remain blank.2 The existence of this blank space is 
not 4 mere accident but has something definite to tell'us. I think it indicates 
confusion and difficulty in the Pallava kingdom causing danger to the kingship 
The truth of this statement will be tested in the light of another blank space 
which follows later. 
  

“The chdmaras in Rea’s sketch are missing, while they are very distinct in the sculpture. 
* A part of this blank space has beon recently converted into a small niche for putting in one or two small images 

The btatiar of the temple gave me this information and it is corroborated by the trustees of the temple. ்‌ 
* The latter blank space precedes the sculptures relating to the coronation of Pallava-malla. 

from the inscription of the temple that the Pallava kingdom underwent an anarchy before Pallava 
fo the throne, I think the blank space here explains the lamentable condition of the Pallava kingdom. 

Since we knov 
-taalla’s election
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The only incident which could have shaken so badly the Pallava rule in 
its early stage was the invasion of Samudragupta. The defeat of Vishnugopa 
of Kafichi by the Gupta army and the terror inflicted in the hearts of the South- 
erners must have caused some obstruction to the continuity of Pallava rule in 
South India and the sculptors of Pallava-malla, who sought: to portray the 
whole of Pallava history from the beginning, did not fail to mark this critical: 
point. The marching of elephants and horses in the preceding panel and the 
coronation depicted in the succeeding panel strengthen our interpretation of the 
blank space, This raises the problem whether the second: coronation observed 
above is that of Vishnugopa of Kafichi, the adversary of Samudragupta. The 
date of the Gupta invasion may be easily fixed as the first half of the fourth 
century A.D. and Vishnugopa was undoubtedly one of the very early Pallava 
kings. Therefore, we shall not be altogether wrong if we identify the preced- 
ing coronation as that of Vishnugopa since it is the second coronation in the 
series. The single figure in this panel is probably the defeated Vishnugopa with 
a mukuta on his head and represented in a very downcast mood. 

Wall No. 2—Lower row. 

Panel I.—This is divided into two halves showing a double event, one 
succeeding the other. In the first half we find the third coronation similar 
in all its details to the preceding ones. The other half represents the march- 
ing at full speed of elephants and horses, perhaps indicating that they are ex- 
pecting to be in a battle-tield very soon. (PI. III, 3.) 

Panel II.—This appears to be a valuable picture for us. One half of the 
panel is assigned for the king who is seated on his throne with his mahishi to 
his right. Two chdmara-bearers are standing behind. In front of the king 
there stands a man! with his hands in aijali evidently relating something to 
the king. In the other half of the panel which is divided into two sections 
horizontally, we see the same king seated in front of what looks like a little 
shrine with the queen to his left. In the lower register stand two armed 
soldiers (foot-men) and a man seated on the ground, just attempting to gain 
control over an adorned horse which looks very ferocious. The horse is tied to 
the ytpa. (PI. III, 5.) 

The whole panel seems to represent the king, first as hearing reports of 
victory and then as one preparing himself for an asvamedha sacrifice. The 
ferocious horse and the two bhafas in front suggest this. If this view is correct, 
the sacrifice must have taken place in the precincts of a temple, unless indeed 
what looks like a shrine is itself the ydgasdld. 

In the later records? the Pallavas in general are accredited with the per- 
formance of the asvamedha sacrifice, but considered individually, two Pallava 

kings bore the title ‘asvamedha-yajin’—the performer of the «asvamedha 
sacrifice—the special attribute of a king who has subdued all kings. Dharma. 
Maharajadhiréja Sivaskandavarman of the Hirehadagalli copper-plates is called 
  

* The head-dress of this officer of the king is very curious in the sketch of Rea. However, in the actual 

sculpture we see him wearing a beautiful turban. . 
*Chéndeltir plates of Kumiravishnu.—-Ep. Ind., Vol. VUII, page 235, line 14.
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a performer of asvamedha and the Omgddu grant of the Pallava king Vijaya- 

skandavarman, describes Kumaravishnu as an asvamedha-yajin. 

The Vélarpalaiyam grant supplies the information that Kumaravishnu captured 

the city of Kajichi and was victorious in battles. If we are to maintain that 

the above capture or recapture of Kajfichi was necessitated by the invasion of 

the Gupta emperor, then we have reason to believe the third coronation of the 

series to be that of Kumaravishnu of the Omgédu grant and the expedition and 

the sacrifice in the two succeeding panels to belong to his reign. The act of 

Kumaravishnu in securing Kafichi for the Pallavas fits in all right with our view 

of the blank space going before his coronation. 

Panel III.—A king and queen are seated on a throne with a chdmara-bearer 

standing behind. I doubt very much if this is again Kumaravishnu, the aéva- 

medha-yajin. A few officers are also standing in front. Perhaps a minister 

of the king is seated in front of the king on a lower dsana. The significant 

featuce of this panel is the coronation, which I think is not that of a king but 

of a Yuvaraja. The reasons for the assumption may be stated thus :—While 

each of the other coronations occupies a full panel, this particular one is assigned 
only a corner. Secondly, the individual concerned looks comparatively young 

and further, we have already noticed a king and queen seated on a throne on 
a higher pedestal and they are evidently witnessing the abhisheka ceremony. 
Therefore, we are led to presume that it is a coronation of a Yuvaraja and not 

that of a king. (Pl. V, d.) 
Pallava history tells us that among the early kings, there was a Yuva- 

maharaja Vishnugopavarman who, according to Dr. Fleet, never reigned at all. 

With the material furnished by the Omgédu grant of Vijayaskandavarman, we 

suggested that the performer of the asvamedha sacrifice may be Kumaravishnu, 

If we are to think that the king and queen of this panel are Kumaravishnu and 
his mahishi, then’ we may either have to give up our assumption that the Yuva- 

rija of this panel is Vishnugopa or maintain the suggestion that the king and 

queen in this picture are not Kumaravishnu and his queen but some others, for 
in the light of the Omgédu plates! of Simhavarman II, there are three genera- 
tions’ separating Kumaravishnu from Yuva-maharaja Vishnugopa. 

Kumaravishnu. 

(The performer of asvamedha.) 

Skandavarman. 

Viravarman. 

Skandavarman. 

Yuva-maharaja Vishnugopa. 

In spite of these difficulties we may still hold the view that the prince in the 

above panel is Vishnugopa. In Panel VI in the same row, we have the corona- 
tion of a king whom we can with sufficient reason identify as Nandivarman I 
  

> 

1 Ep, Ind, Vol. XV, pp. 246-265,
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the donor of the Udayéndiram grant. The genealogical order of succession of 

the early Pallavas as found in the Omgddu plates taken together with the Uda- 

yéndiram grant of Nandivarman I and the Mangadir plates, mentioning Yuva- 

maharaja Vishnugopavarman, may be reconstructed as follows :— 

  

Kumiravishnu. 

Skandavarman. 

| 
| ்‌ t 

Viravarman. Simhavarman I. 

Skandavarman. Skandavarman. 

=— Vishnugopa. Nandivarman I, 

Simhavarman II. 

This reconstruction satisfies the order of succession of kings contained in 

six copper-plates of the Pallavas—the Uruvapalli, the Mangadir, the Pikira, 

the Udayéndiram and the two Omgédu grants." 

According to the Mangadir plates, Yuva-maharaja Vishnugdpavarman was 

the son of Skandavarman and grandson of Viravarman, and according to the 

Udayéndiram grant, Nandivarman I was the son of Skandavarman and grand- 

gon of Simhavarman. The Uruvapalli grant tells us that Viravarman was the 

son of Skandavarman and the Mangadir grant relates that the father of Simha- 

varman was again Skandavarman. Thus it is clear that Skandavarman had 

two sons Viravarman and Sirmhavarman and that each of them named his -son 

Skandavarman after the grandfather. This establishes the relationship of Yuva- 

i: aharaja Vishnugopavarman and Nandivarman | as cousins. 

Since there are copper-plates of Yuvaraja Vishnugopa dated in the regnal 

years of Sirnhavarman, we have to infer that Vishnugopa, for some unknown 

reasons, renounced his rights to the throne in favour of others. It is just 

possible that before Sirhhavarman the kingdom was ruled for 4 short time by 

his uncle Nandivarman I. We have so far only one grant of Nandivarman 1 

and that is dated in his first regnal year. The Vélirpalaiyam plates introduce 

Nandivarman thus? :—'‘ And after a host of kings including Vishnugopa had passed 

away, was bor Nandivarman.” Vishnugopa here may well be the Yuvaraja 

Vishnugopavarman after whom came Nandivarman I. 

We said that Kumaravishnu, the asvamedha-yajin, could not have witness- 

ed the abhishéka ceremony of Yuva-maharaja Vishnugopavarman. Therefore, 

the king of this panel is probably the immediate predecessor of Yuva-maharija 

  
  

1 The Chéndalar plates do not conform to this order, but they have been @ problem on any hypothesis. 

* See Note 5 at the end, 

28,1. 1., Vol. Il, Part V, pege 510, Verse 9.
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Vishnugopavarman. According to our table, there are at least three kings wh 

ruled between Kumiravishnu and Nandivarman I and it is obvious that the coro- 

nation scenes of these three kings have been omitted. 

Panel 1V.—We are not quite certain if this and the succeeding panel relate 

to the activities of Yuva-maharaja Vishnugopa’s contemporary Pallava king. 

The king, whoever he was, is seated on the throne. Two attendants are stand- 

ing to his left and another is seated close to him on the ground also to the left. 

The rest of the panel is filled by riders on elephants and horses. (Pl. IV, 4.) 

Panel V.—The king is seated with both his legs placed on the throne. There 

are two chdmara-bearers behind him on either side. An attendant is seated on 

the ground behind the throne. The noteworthy feature of this panel is a struc- 

ture resembling very much a Buddhist chaitya. To the right of this chaitya 

are two men standing, below whom two more men are found, one standing 

ard the other sitting. Below the chaitya, on the ground, are seated two 

men erhaps worshippers. (PI. [V, 5.i 

If, as maintained by some, Buddhavarman of the Chéndalir plates was one 

of the successors of Kumaravishnu, it is just possible that when Vishnugopa was 

installed as Yuvaraja, Buddhavarman was the actual ruler. It has been held 

that the name Buddhavarman reveals the personal faith of the king. If this is 

correct, we may consider that the king in this panel may be Buddha varman 

and that the chaitya in it is intended to reveal his faith. 

Panel VI.—The object of this sculpture is to represent another coronation 

which we have said was probably that of Nandivarman I." Since a few succeed- 

ing panels appear to portray achievements ascribed to Nandivarman in the Vélir- 

palayam plates, we may suggest that the coronation preceding these panels is 

that of Nandivarman I, the cousin of Yuva-maharaja Vishnugopavarman. The 

coronation takes place with all the paraphernalia of kingship. The ministers 

of the realm are standing with due respect before the newly crownéd king. Two 

venerable looking and bearded Brahmans are seated by the side of the throne and 

three officers are seated on the royal elephant. Guests of the occasion are watch- 

ing the ceremony from the storey of a building. (PI. IV, 6.) 

Walls Nos. 3 and 4—Upper row. 

Panel 12.—We have nothing more in this panel than the marching of a few 

elephants and horses with riders on them. 

Panel I1.—The king whom we identify as Nandivarman, is on his throne. 

One of his officials is seated to his right on a small platform and another stands 

to his left. There are two chdmara-bearers behind. 

Panel I11.—In this we have a beautiful shrine with a dome-shaped sikhara. 

A worzhipper on whose right arm hangs a basket filled with flowers is represented 

in the act of entering the shrine. His left arm is raised aloft as if in astonish- 

nent at the sight of the prominent devotee seated in front of ‘the shrine, 

1 Gopalan’s Pallavas—page 59. 
* Rea’s Pallava Architecture, P]. XCI, Fig. 2, upper row.
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The second individual who may be identified as Nandivarman himself is bereft 

of his crown, though there are two women chdmara-bearers standing béhind.? 

The king is deeply engaged in meditation with his hands in afjali. From the 

Udayéndiram plates? we learn that Nandivarman was a very pious king devoted 
to Siva. The seal of the Udayéndiram grant also contains a standing bull, once 

more attesting the faith of the monarch. The shrine in the panel was perhaps a 
Siva temple built by Nandivarman I. (Pl. V, 6.) 

Wall No. 4. 

Panel IV?,—The king is on his throne. Two chdmara-bearers are behind 

him. An officer stands to the left of the king while the one to his right is obvi- 
‘ously receiving some royal orders. (Pl. XIX, 1.) 

Panel V.—This is a bold relief of the king depicting him in all his power and 

strength. He is seated on his throne and is instructing an officer standing before 

him. The usual cha@mara-bearers are posted behind the king. (Pl. XIX, 2.) 

Panel VI.—This panel represents three sets of pictures. On the right we 

have an imposing representation of Nandivarman I seated on his throne and 

attended on either side by chdmara-bearers. The left half of the panel is divided 

horizontally into two parts. In the upper section, on an dsana sit a couple. 
Their faces are slightly damaged. The man wears a yajhopavita. Before 

this couple to the left of the man sits a Brahman priest identified by his jafd, 

beard and yajiopavita. Inthe lower half of the panel is seated another Brahmar 
on whose left stands a horse. (Pls. XVII, 1 and XIX, 3.) One wonders if the whol 

picture represents another preparation for an a$vamedha sacrifice. We have no direc. 

evidence from copper-plates that Nandivarman I was the performer of an asvamedha 
sacrifice. I am, therefore unable to venture a better interpretation to this panel. 

Panel VII.—Under a chhatra we find the king seated on his throne. An 
officer is standing to the right of the king. Another man stands before the 

king and is in the act of reporting something. 
Panel VIII.—The king sits alone on the throne, behind him are seen the 

chamara-bearers. (PI. VIII, 4.) 

Panel IX.—The monarch occupies his throne as in the other panels but in 

this he holds in his left hand a long club. The purpose of introducing this is 

not clear. A man stands again before the king. Another official is seen 

to the left of the king. Two chkdmara-bearers stand behind. (Pl. VIII, 5.) 

Panel X.—This panel appears to have an interesting picture. Just before 

the seated king, we find the same man whom we saw in panels VII and IX, con- 

tending bravely with a fearful lion. Over the head of this fighter is sculptured 

a chhatra. Two men, one standing in the left upper corner and the other, sitting 

in the corresponding right corner are witnessing the scene of the fight with the 

lion whose significance is not clear to me. Perhaps it shows one of the heroic 

acts of Nandivarman’s successor Simhavarman who must have been a prince in 

the time of Nandivarman I. (PI. VII, 3.) 

1 The two women chamara-bearers as well as the man with the flower basket are missing in Rea’s sketch, 

3 Indian Antiquary (Ind. Ant.), Vol. VIII, p. 167. 
3 Rea: Pallava Architecture, Pl. XCI, Fig. 3, upper row 
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Panel XI.—The king is seated on the throne holding a sword in his right 

kand. Two men are standing to his left, one wearing .a makuta on his head anc 

the other without it. Two bearded Brahmans (identified by their yajnopavita) 

are seated on the ground to the left side of the throne. (Pl. VII, 4.) 

Panel XI1.—We have the king again seated on his throne. This panel is 

slightly damaged. Behind the king, to the right, stands a man with his hands 

folded. On the floor sits another individual. Three dancers, two women and 

a man, are standing to the left of the king. The make-up of the hair of the male 

dancer is very artistic. The ‘two women dancers are standing, one on either 

side of the man. This group of dancers has just finished entertaining the 

king and is watching a wrestling performance. 

Panel XIII.—The king sits alone, while two chdmara-bearers are standing 

behind him. ‘To the’ left of the throne, on the ground, sits a figure with hands 

in afjali. 

Panel X1V}.—The monarch sits in state with a chdmara-bearer to his night. 

Three Brahmans are seated on the right upper corner .of the panel. Two women 

dancers are just getting out of the king’s court. Their hair-dress is worthy 

of notice. 

Panels XV, XVI and XVII.—These three panels together appear to explain 

a fact recorded in the Vélirpalaiyam plates about Nandivarman who, we have 

already said, was a devotee of Siva. The line in the copper-plate runs as fol- 

lows :— 

 Anugrahad=yéna Pinakapdneh pranartitd Drishtivishak Phanindrah ”* 

that is: (Nandivarman)—% Who, with the favour of the god who carries the pindka 

in his hand (Siva), caused to dance a powerful snake whose poison was in its eyes.” 

‘To express the sense in plain language, the Pallava monarch, after having 

propitiated Siva, was able to defeat (pranartitah) the Phanindra, who was 

evidently a Naga king. Indeed, the adversary must have been a powerful 

one in order to cause Nandivarman to seek the favour of the god for a 

victory. 

Panel XV.—Panel XV represents Nandivarman in the act of praying to the 

God Pindkapani who is represented here with only two arms. But he has an 

ornamented kirita which is different from the one noticed on the head of Nandi- 

varman in the previous panels. That which marks out Pindkapani is a 

  

1 Rea: Lallava Architecture, Pl. XCI, Fig. 1, upper row, 

29. ].J., Vol. II, Part V, p. 510, Verse 9. 

3 Mr. Krishna Sistri says in the mtroduction “ Then appeared a king named Nandivarman I who brought under hi 

.rol a powerful snake, apparently called ° Drishtivisha ’,” and adds in a note: “> The influence of the Nigas who, as | ட 

suggested, must have been the original rulers of Southern India, apparently down to the time of Nandivarman of ne a 

6th century A. D.” If, according to our statements, Nandivarman was @ predecessor of Sicnhavarman II wh = the 

accession, according to the Lokavibhaga, was about 436 A. D., then Nandivarman I should have ruled som 086 date of 

the year 420 A. D. 
e time about 

[It is interesting to note that the Sinda chief Adityavarman in his grant (Ep. Ind., 

himself Drishtivisha-phanindra-vaméodbhavah. As we know from other க that im Gee TPs ff.) calls 

‘Naga lineage, the term Drishtivisha-phanindra seems to be synonymous with Naga. It is possible that ‘ D: ன்‌ ae ip the 

tno personal name of the Sinde raler of Sindavadi of the Niga-(phanindra)-vathsa, who was a contem rishtivisha’ wag 

Nandivarman I, and had suffered defeat at the hands of the latter. (See Journal of the Andhra Bene of Pallava 

Society, Vol. XII, part 3.—Ed.] 
: tstorical Research 

32
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small club which he holds in his right hand.1 There are two . chémara-bearers 

standing behind and two more men are standing with their hands raised aloft. 

All these men are watching the seeker of the boon. Below; at Siva’s feet are 

seen two attendants. Under his dsana, beneath the boon-seeker, two small 

men stand and below we see a boar, the presence of which though by no means 

easy to explain, may be accounted for somewhat as follows. (Pl. VI, 1.) 

We have already noticed the connection of the Pallavas with the heroes of 

the Mahabharata. Comparisons of the Pallava monarchs with the Epic heroes, 

especially in their valour are found in epigraphy. For example, Rajasimha 

is called Yuddhaérjuna—an Arjuna in battle—and Péarthavikramah—a Partha 

(Arjuna) in valour. Therefore, we may consider that the sculptors of the above 

panel wanted to compare Nandivarman with Arjuna, i.e., just as Arjuna, in 

order to defeat his enemy prayed to God Siva for favouring him with the 

Paésupata, so also, Nandivarman sought the favour of Pinakapan to give him 

victory over his enemy, the Phanindra. 

It is impossible to represent all these ideas in one panel without confusing 

them with the main issue, and it may be that the sculptors have adopted the 

device of including only the boar which played an important part in Siva-Kirata’s 

fight with Arjuna—a well-known storyin the Mahabharata. 

Panel XVI.—In the next panel we have the actual fight between Nandivar- 

man I and the Phanindra. Nandivarman is represented here with a drawn bow 

attacking his enemy who is depicted as a human figure with a crown on his head 

sheltered by a five-hooded serpent. The force of pranartiiah is very skilfully 

brought out in representing the adversary of Nandivarman I. _The Phanindra. 

is depicted in the act of running though his face is turned towards his foe.’ On 

the top of the panel are four men who appear to be excited over what is taking 

place in front of them. (Pl. VI, 2.) 

Behind Nandivarman stands a short man with a turban round his head and 

to the left of the Phanindra is also a man with + kirtfa. The Phanindra in this 

panel holds in his right hand a club which is conspicuous by ‘its absence in the 

sketch of Mr. Rea. 

Panel XVIJ.—Herein (Pl. VI, 3) we see the consequences of the quarrel 

between the Pallava and the Naga. The latter looks a completely disappointed 

enemy, undoubtedly as a result of the victory resting on the side of the Pallava 

monarch. To the left side of the Phanindra stands a bhata, his right hand raised 

aloft while with the other he holds a club. 

Four men are seen on the top of the panel behind the Naga king. To his 

right stands a man® with a kirifa on his head, who: holding the tight hand of the 

lady by his side, leads her along. The lady appears to be shy. A chhatra is 

sculptured over her head. I cannot say who this couple are. If we are to 

suppose that the man with the mukuia is Nandivarman himself, then there arises 

  

1 We do not find the club in Siva’s hand in the picture contained in Res’s Pallava Architecture. “இரககம” means 

either ‘a club’ or ‘a bow’. 

*[ He is literally shown aa dancing.—Ed.} 

* Rea’s sketch has a lady, which is inaccurate
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the suspicion whether he married the daughter of the: Naga king just as Virakircha 
is said to have done on a former occasion. But there is nothing special to indi- 

cate that the lady whom the man or the king leads is a Naga princess ; therefore, 

we have to leave the question open, for the present. 
Panel XVIII.—The king is found taking his seat not on the throne as usual, 

but on a piece of rock. Two men wearing makufas are standing in front of 

him ; the foremost keeps his palms in afijali and receives royal orders. Bebind 
the king stand a man and a woman, the former to the right of the king and the 

latter to the left. 

Panel XIX.—This is much damaged ; still we are able to see the king sitt- 

ing at ease. Behind him stand two attendants and before him stands another 

individual. The head of the king is much damaged. 

Panel XX.—This is a panel that throws some light on the aesthetics of the 

Pallava king who is seated on a raised dsana with an attendant standing behind. 

The riders on two elephants and a horse are evidently proceeding to fulfil some 
royal commission. To the right side on the top, we see a couple resting by the 

side of a pillar and watching something that is coming before them. March- 
ing into the king’s court from outside, is a troupe of nine people consisting of 

musicians and dancers. One dancer, perhaps the leader of the troupe has already 

entered the king’s presence and is seated on the floor by the side of the entrance. 

The first member of the troupe is a drummer playing on his drum. He is fol- 

lowed by six men and two women dancers. It is interesting to learn from this 

panel that the Pallava monarchs patronised group dancing consisting of men 

and women. 

Panel XXI.—The king is seated on a throne in a very peculiar posture ; the 

queen takes her place by the king’s right side and a chdmara-bearer is also seen to his 

right. Two attendants are standing behind the king towards his left, while an 

officer who stands in front of the monarch with his hands in afjali appears to 

receive some royal orders. The lady attendant of the queen is seen at the feet 
of her mistress. 

Panel XXII.—The king sits on the throne but in a different posture. The 
usual chdmara-bearers are behind, also another attendant. A man stands in 

front of him, while another sits on the floor by the side of the throne. 

Panel XXIII.—This probably depicts a single lady dancer entertaining the 
king in his court; however, we cannot be sure of this, for the bust of the dancer 

is much damaged.1 In the upper right corner are five men standing in a row 

besides the chdmara-bearers and an attendant. In the. lower right corner we see 

three more men ali standing; the foremost of them has his hands folded in due 

respect to the king. 

Panel XXIV.—There are three divisions in this panel showing three different 
actions. The first portion has the king seated on his throne and instructing an 

officer who stands before him, The chdmara-bearers are behind. The rest of 
the panel contains two divisions, the upper and the lower; the upper shows the 

1 The central portion of this panel is badly damaged. Therefore, the details given by Rea are verified with great 

difficulty. ்‌
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swift. marching of elephants and horses and the lower contains five. standing meri 
watching a figure fallen on the ground. If this fallen man with a kirifa on his 

head be the king himself, then we:-may consider that this section of the panel 

represents the end of the king in war, as the next panel depicts the coronation 

of the next king of the Pallava line. 

We have already remarked that we know very little of Nandivarman I from 

Pallava epigraphy. The Udayéndiram and the Vélirpalaiyam plates together 
furnish two important points about him. Firstly, that he was a devotee of 

Siva and secondly, that he defeated a Naga king. 

In the course of our description of these panels we have been able to locate 

scenes illustrating the: two above facts mentioned about Nandivarman and on 

the basis of this we concluded that the adjacent panels also relate to his rule. 

Nandivarman’s generosity and respect towards Brahmans evidenced by the Uda- 

yéndiram grant is also corroborated by panel XI, where we have two Brahmans 

seated at the feet of the king. The additional information which we gather 

from these panels about Nandivarman is of interest to us. In his court we have 
witnessed not only an animal fight, a wrestling performance and a few dancing 

performances ; but we have also evidence of the king being busy with the public 

administration, hearing reports and issuing orders. Panel XXIV eompletes the 

activities of Nandivarman’s rule and shows signs of a troubled time, since the 

horses and the elephants in the upper half of the panel seem to be engaged in an 

active conflict. This leads us to infer that the first part of Nandivarman’s rule 

was free from any warfare and if, as I said, the upper half of panel XXIV depicts 

a war between Nandivarman’s forces and those of his enemy, and if the 

man fallen on the ground in the lower half of the panel may be the king 
himself, it is just possible that Nandivarman I lost his life while fighting against 

his enemy. 

Panel XXV.—This is divided into four parts, the first and the most con- 

spicuous picture is the coronation which we may suppose is of Simnhavarman 

II, the son of Yuva-mahiraja Vishnugopavarman. Opposite to the king stands 

an officer with his hands in avjali. The resi of the panel is divided horizontally 

into two halves; the upper half has again two divisions separated by a vertical 

band. The first upper division has horses and elephants with men riding on 
‘them, while the second upper division contains two seated Brahmans. The 

lower division has a number of armed soldiers ready for attack. Perhaps the 

presence of these soldiers indicates that the rule of this monarch was full of war- 

fare which had already begun in the last days of his predecessor’s rule. Let 

us see if the succeeding panels agree with the historical information we have cf 

Sithhavarman from Pallava epigraphy. The Omgddu grant dated in his fourth 

regnal year is his earliest inscription. The Pikira plates are dated in his 5th 

year, the Mangadir in hix 8th year and the Uruvapalli in his 11th year. 

If Viravarman, the great grandfather of Simhavarman II, be the same as Vira- 

kirchavarman, an identification generally accepted, then the great grandson 

(name lost) of Virakirchaverman mentioned in the Daréi plates may be also
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Simhavarman II, in which case the Darsi copper-plates will also belong to the 

reign of Simhavarman II. 

  

  

Kumaravishnu. 

Skandavarman. 

T 1 1 

Vira varman. Simhavarman. 
(Virakiiy¢havarman) 

Skandavarman. Skandavarman, 

Yuva-maharaja Vishnugopavarman. Nandivarman 1   
Simhavarman II. 

The above table shows the position of Viravarman identified with Vira- 
kirchavarman and his relation to his successors Nandivarman I and Sirnhavarman IT. 

We have to remember that all the grants of Simhavarman II were issued 
by the king from “camps of victory” (vijaya-skandhdvardt and vijaya-sthandat) 
which shows beyond doubt that Simmhavarman fought several battles in the 
northern parts of the Pallava kingdom, i.e., in and about the Nellore and Guntur 
Districts. Who exactly the enemies were, we cannot say; that, however, does 

not concern us now. But the scenes in the succeeding panels seem to show that 

Sirnhavarman’s reign was one of constant warfare. 

Wails Nos 3 and 4~Lower row. 

Panel I2—This is divided vertically into two sections. The first portion 
depicts the king and the queen seated on a throne, The ministers (two) are 

seated. just behind the king on the left and are engaged in a conversation with 
the king.* The other division represents a fight between horses and elephants. 

The king and his minister perhaps seated on a raised seat at a distance, are wit- 

nessing the proceedings of the battle. 

Panel II.2—This panel is again divided into two halves by a thin vertical 
band. ‘The first part represents a terrible battlefield. .To the extreme left 

we gee the Pallava king seated on a raised platform, under a chhatra, He wears 

his usual crown, holds a sharp sword in his right hand and his military officer 

sits on his right. Both are watching the battlefield with great anxiety. To 

the extreme right we see the enemy king seated with his queen to his left. He 
wears a turban and has a pointed moustache. Between these two adversaries 

is represented the battlefield where we have two sets of cavalry and two sets of 

®t Res : Pallasa Archilecture, Pl. XCL, Fig. ¥, lower row, 
2 Rea’s sketch of this panel is not very faithful. The queen is not depicted as she onght to be. 
§ Rea: Pallava Architecture, Pl. XCI, Fig. 3, lower row.
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elephants engaged in an intensive tight. The wing on the left belongs to the 
Pallava king Sirnhavarman and the one on the right to the enemy king. The 
mien over the elephants on the right side are extremely excited as if cheering and 
shouting with both their hands raised aloft. Before the enemy king, kneels a 
soldier, perhaps giving reports of the fight. (Plate XIX, 4.) In the other half of the 
panel we have the Pallava king seated on an dsana, hearing reports of battle from 
a group of soldiers who have just arrived before him. By the king’s left are standing 
three of his officers while two men (perhaps Brahmans). are seated on the floor. 
The details of the sculptures to the right of the seated king are slightly effaced. 
To the right of the effaced surface is a group of soldiers in different postures : 
some standing with folded hands, others holding their palms in anjali ; yet & 
few are standing with sharp swords in their hands. One of these soldiers who 
evidently seems to be the victor is being carried by a woman, It is quite likely 
that he was wounded in the battle, and is being carried to the presence of the 
king in great pomp. (Pl. V, a.) 

Panel /I],—If the structure in this panel represents the Pallava king’s camp, 
then we may state that this picture indicates an attack on the camp by the 
enemies’ horses and elephants. We witness the Pallava footmen very vigour- 
vuslv attempting to defend the camp. (Pl. VIII, 6.) 

Panel [V.—This panel has received slight damage. ‘The king is seen seated 
and attended by a few men. We have a few elephants and horses marching 
along. (Plate VII, 5, left.) 

Panel V.—We have the marching of more elephants ard horses. (PI. VII, 5, right.) 
Panel VI.—This panel is ‘much too damaged to receive a full description. 

The king sits on an dsana with a few men standing and others sitting before 
him. . The rest of the panel appears to depict another battle. 

Panel VIT1—This is-a long panel with seven sections? each divided by a 
thin vertical band. The first section bas the king seated on a raised surface 
with his queen on his right, and an officer standing on his left. The next section 
has a number of horses and elephants marching and the Pallava king, seated 
perhaps at the threshold of his camp, obviously praying for victory. The 
succeeding section depicts the marching of elephants, horses and foot-men. In 
the next section we have the king who after finishing his prayers sits with his 
queen, an attendant standing behind. In the last three sections we have 
the army of elephants, horses and foot-men marching ; the whole series even- 
tually ends in a battlefield, (Pl. VI, 4.) 

Panel V1II.—The king is in his camp and sits on what leoks like a 
camp cot. There is also a camp table. Four men are standing behind him, 
three to his left and one to his right. Two Brahmans are seated on the floor 
to the leit of the king between the cot and the table? This panel ends the 
activities of the rule of Simhavarman II. 

‘Rea: Pallava Architecture, Pl. XCI, Fig. 1, lower row. 
* The thin vertical bands dividing this panel into seven’ sections observed and maintained by Rea in his aketches are not very clearly visible on the wall owing to thick layers of white-wash. 
5 It is not possible now to verify the details of thia panel as the repeated white-washee have effaced the surface very badly, bt the camp table and the camp cot are visible,
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Thus we see that Sirmhavarman’s rule was one‘of continuous warfare. The 

complete absence of the chdmara-bearers behind the king endorses our view that 

the activities of this particular Pallava monarch were chiefly confined to his 

victorious camps pitched in the different parts of the Telugu district. 

We have now to attempt to identify the king who succeeded Sirhhavarman 

Il’ and whose coronation we witness in the next panel. ‘The exact number of 

kings who ruled the Pallava kingdom between Sirnhavarman IJ and Sirnbavishnu 

is very doubtful. Dr. Hultzsch in editing the Chéndalir plates of Kumaravishnu II, 

remarked that the four Pallava kings Skandavarman, Kumaravishnu, Buddha- 

varman and Kumfravishnu II[—ruled in the interval between Simmhavarman and 

Sihhavishnu. 

According to Mr. Gopalan, two kings Vishnugopavarman and Simhavarman 

III ruled the Pallava kingdom between Sirnhavarman II and Sirnhavishnu. The 
Kasakndi plates do not aid us here because they make no definite statement 

regarding the immediate predecessors of Sirnhavishnu. It is not unlikely that 

Kumiravishnu II, a cousin of Simhavarman II, succeeded the latter, since as we 

have suggested above, Buddhavarman was perhaps the ruler when Vishnugopa, 

the father of Sirnhavarman was made the Yuva-mahiriaja. 

That Kumiravishnu did rule the Pallava kingdom for some time is certain 
since we have a copper-plate grant, the Chéndalir plates dated in the 2nd year 
of his ‘reign of growing victory’. The grant is issued from the victorious 

‘Kafichipura. We saw that the whole of Simhavarman’s Teign was filled with 

battles and it is quite likely that as a result of these, the kingdom needed a strong 

man after the death of Sirnhavarman, and Kuméaravishnu, although a fairly old 
man, was probably the best qualified person. Thus, we iuay conclude that 
Kumaravishnu succeeded Sirnhavarman Il. The alphabet of the Chéndalir plates 

which, according to Dr. Hultzsch, resembles the Pikira, the Mangadir and the 
Uruvappalli grants, further strengthens our assumption. 

Since we have only a single grant of Kumaravishnu dated in his 2nd_re- 

gnal year and since he was a fairly old man when he ascended the Pallava throne 
after Sivnhavarman II, we may suppose that he ruled only for a short time. This 

is supported by the sculptures now under discussion. We have only two 

panels that may be ascribed to Kumaravishnu. 

Panel [X.—This is divided into two parts by a single vertical band. The 

first represents his coronation and the second the marching of elephants and 

horses. 

Panel X.—This panel is again divided into two parts by a vertical band. 

In the first we see the king seated on a raised dsana. Two chdmara-bearers are 

standing behind. Another individual stands to the lett of the king with his 

hands in afjali and a fourth man is seated on the floor at the left foot of the 
monarch. The other half of the panel contains the marching of foot-men and 

elephants. 

Panel XI.—This- represents another coronation evidently that of Kumiara- 

vishnu’s successor. Who exactly this king was is again a matter of uncertainty. 

D
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There is a definite statement in the Vélirpalaiyam plates that Simhavishnu 
was born to one Sirnhavarman. With the date provided by the Jaina work 
Lokavibhdga,) we may approximately fix the rule of Sirnhavarman II between 

the years 436 and 460 A.D. The usual dates accepted for Sirnhavishnu are be- 
tween 575 and 600 A.D. Thus we see that Sithhavishnu could not have been 

the son of Sirnhavarman II, for the one is separated from the other by more than 
a hundred years. 

The Penugonda plates? of Madhava II mention in order Konkanivarmar 

Dharma-mahadhirija, his son Madhava-Mahadhiraja I, his son Aryavarman who 
is said to have been “duly installed on the throne by Sirhhavarma-Maharaja, 

the lord of the prosperous Pallava family”, and his son Madhava-Mahadhiraja, 

who was duly installed on the throne by the illustrious Pallava king Skanda- 

varman. Dt. Fleet considered these plates as genuine as against others, and 
suggested that the contemporaneous Pallava kings, Simhavarma-Maharaja and 

Skandavarman, were related as father and son. 

According to the genealogical table constructed by Mr. Gopalan, we have 
two kings, Vishnugopa and Sithhavarman III, coming in between Sirnhavarman 
Il and Sunhavishnu. It this is a correct calculation, then Simhavishnu was the 
son of Simhavarman III and not of Simhavarman IJ, and consequently there 

must have reigned four kings between Sirnhavarman II and Suhhavishnu, for we 

cannot afford to omit Skandavarman of the Penugonda plates. There is nothing 

to prevent us from assuming.that Simhavarman Ii had two sons, Skandavarmar 

and Vishnugopavarman, the first having been named after the great-grandfathei 
and the second after the grandfather. These two sons must have ruled the 

Pallava kingdom one by one, and then the latter, Vishnugopavarman, was succeeded 

by his son Sinhavarman III. Now the sculptures that are being described appear 

to contain only one coronation between that of Simhavarman’s successor Kumara- 

vishnu and the one which we ascribe to Simhavishnu. For reasons of their own, 

the sculptors might not have included the coronations of Skandavarman and 
Vishnugopavarman and have perhaps depicted the coronation of only Simhavar- 
man III, the father of Simhavishnu. Of this third Simhavarman the Vélirpalai- 

vam grant remarks:—‘‘ Then from the king named Simhavarman who wiped 

off the pride of (his) enemies, was born the victorious Subhavishnu whose prowess 

was widely known on earth.” We know nothing more about this Simhavarman 

and much less about his immediate predecessors Vishnugopa-and Skandavarman. 
Therefore, it is difficult to give definite interpretations to the sculptures preceding 

those which we ascribe to Simhavishnu. However we shall describe them 

fully ; but their interpretation must wait till more evidence turns up. 
Panel XII.—We may suppose for the moment that the previous panel 

represents the coronation of Simhavarman III. This panel is divided into two 

halves by a thin horizontal band; the upper shows the marching of elephants 
and the lower the marching of foot-men. 

1 Mysore Arch Report, 1909-10, para. 112. 
* Bp. Ind., Vol. XIV, page 381 ff.
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Panel XI11.—This represents nothing more than a fight between two sets of 

elephants. The one perhaps belongs to the Pallava king and the other to his enemy. 

Panel XIV.—This is divided into three parts by thin vertical bands. In 

the first sits the king on his throne under a canopy. Three Brahmans are seated 

in the right upper corner on a raised platform. An officer sits on the floor to the 

left of the king, while an elephant stands behind the officer. The head-gear of the 

king is damaged. The next part shows a fight between two sets of elephants. The 

last part again represents the king seated. Below him on the floor sits an attendant, 

Panel XV.—This is an interesting panel. We see a river flowing down. 

Camps are pitched on either bank of the river. On the right bank we see ele- 

phants with riders on them. On the left bank we also see elephants and foot- 

men seated awaiting something. 

Wall No. 5—Upper Row. 

(Kast wall.) 

Panel P.—Even this panel is much damaged, but we clearly see the marching 

of huge elephants with men on them and a few horses and foot-men. 

Panel II.—This is a long panel divided horizontally into two halves. Let 

us first describe the upper half. On the top left corner we see a shrine distinctly 

in Pallava style; the sikhara is not visible being hidden by the foliated band on 

the top, but the kadus are clearly Pallava and so also the circular dome. We 

see a few worshippers in front of the temple. Opposite the temple, at a distance, 

we clearly witness the presence of the dipastambha by the side of which stands 
a worshipper. But more interesting is the dancing party. The woman dancer. 

is holding the hand of a male dancer. The drummer is playing on his instrument, 

while a few others are watching the performance. This picture reveals only, 

@ common ancient custom in South India; that is, the close association of music 

and dancing with temple rituals. Between the temple and the dancing party 

we see an elephant’s head—perhaps all that remains of the temple elephant depicted 

as standing in the precincts of the temple. 

Coming to the lower half, we see a man seated on an dsana. It is perhaps 

the king, his kirita being hidden away by the bottom of a pilaster. Two tiny 
attendants are standing behind him. Another man stands before the king with 

his palms in a@ijali as if making a request to the king for something. 

To the left side of the king’s dsana stands a third huge man with a number 

of smaller men by his side. To the left of this party of people we see two horse- 
riders while three others are walking in front of them. Behind what looks 
like a pillar, are hiding two or three men. Next to these we have a man cutting 
down a tree with a long sword, while another is actually depicted in the act of 

pulling down a branch that is being cut by the other. The significance of all 
this is very doubtful. The only suggestion that I can make regarding the cutting 
down of the tree is that it is perhaps a symbolic representation of the name 

1 Rea Pallava Architecture, Pl. XCH, Fig. 1, upper row. 

D2
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Kaguvetti, often applied to the Pallavas in Ganga inscriptions and in later 
Pallava epigraphy and Tamil literature. 

Panel III.—This again’ is divided into two halves by a vertical line. The 
first half is subdivided into two sections horizontally. The upper one shows 
first an elephant rider and a man standing behind. Next, by the side of a pillar 
are seated a man with a kirifa, attended by two men standing behind. In the 
lower half we see the two horsemen, the same as those we saw in the last panel. 
They are attempting to enter the gateway of a mansion. At the gate of this 
mansion are two figures; one is seated and the other is standing with his hands 
in afjali. |The other half of the panel depicts the king seated on a raised plat- 
form. Behind him a chdmara-bearer is standing to his left while an attendant 
stands to his right. A man standing ‘in front on his left with his palms in aajali 
is obviously receiving some orders. (Pl. [X, 1.) 

Panel IV.—This is as usual divided into two halves by a horizontal band ; 
the upper shows three seated Brahmans, the lower having four men three of whom 
are standing. The foremost of them is bending down in a very peculiar posture. 
What he is intending to do is not clear. (Pl. IX, 2.) 

Panel V.—This is an interesting panel which I consider contains the corona- 
tion of the famous Sirnhavishnu. The reasons for the assumption may be stated 
as follows :—Pallava genealogy after Sirmhavishnu until the time of Nandivarman 
Pallava-malla is more or léss settled. We actually know the number of kings 
who succeeded Sirhhavishnu and ruled the Pallava kingdom before Nandivarman 
Pallava-malla was elected to the throne. For very good reasons, to bé given 
later, we cannot but ascribe the last coronation on this wall to Parameévara- 
varman II, the predecessor of Pallava-malla. It will be seen that the number 
of coronations depicted on this wall is the same as the number of kings from 
Simmhavishnu to Parameévaravarman II. 

The panel under consideration is a:vided into two parts by a horizontal 
line. In the upper half we have first a man with a kirtta who is seated on the 
ground. Another man stands before him relating something: Next we have 
evidently a representation of the king’s palace built with massive pillars. The 
distinguished guests are witnessing the coronation from the different balconies 
of the palace. The men on the elephants standing in front of the palace are 
rejoicing over the coronation of the king which must have taken place as it seems 
in the courtyard of the palace. The lower half depicts the actual coronation. To 
the right of the king are the Brahmans who are seated and the ministers and other 
officials who are standing behind the Brahmans. To the king’s left side are the horse- 
men and foot soldiers representing the king’s martial power. (Pls. IX, 3 and XII, 1.) 

Panel VI.—Here we have the king and queen seated on the throne. A 
chhatra is depicted over the head of the queen. The king holds in his right hand 
raised aloft a club which is seen behind his crown. The sculptor has made the 
king appear huge in this panel perhaps to show the prominent place of Sitnhavishnu 
in Pallava history. Beneath the throne sits a man. A beautiful shrine is 
sculptured in the panel and a number of devotees are shown standing by the side 
of the temple while a man with a staff stands in front of it. (Pi. XII, 2.)
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Of Simhavishnu the Udayéndiram plates,! a contemporary record says :— 

“In the race of Pallava, which flourished in an uninterrupted line of regular 

descent (was born) Sirnhavishnu, a devout worshipper of Vishnu.” Perhaps the 

shrine sculptured here is a, Vishnu temple built by Suhhavishnu. 

Panel VII.—This is a panel of some interest. We distinctly see here 

Sirnhavishnu seated on his throne with a long staff in his right hand; attendants 

are standing behind and another man is seated at his feet with his hands in 77௧03. 

To the left of Sirnhavishnu we see, on an elevated surface, the coronation of another 

king. The same balconies of the king’s palace are sculptured here and men are 

witnessing the coronation from there. Below, we have horses and elephants 

just as we had them in the coronation of Sirmnhavishnu. (PI. XI, 1.) 

The Kagakudi Plates definitely assert that the sixth ancestor of Nandi- 

varman Pallava-malla, that is Bhimavarman who was a younger brother of 

Sitnhavishnu, ruled the Pallava kingdom for some time after the glorious Sirha- 

vishnu. I do not think the Pallava sculptors would have omitted to utilise this 

valuable information from a contemporary charter especially when Bhimavarman 

happened. to be. an ancestor of Nandivdrman Pallava-malla, the builder of this 

temple. Of the other ancestors of Nandivarman, the charter does not say that 

they succeeded the Pallava throne one after another. 

On the other hand it says that Mahendravarman and his successors came 

after Sirnhavishnu. Now it is just possible that for some unknown reasons, 

Sihavishnu after ruling the Pallava kingdom for some time, renounced the throne 

in favour of his younger brother Bhimavarman. Thus we may suppose that 

this coronation is of Bhimavarman and that Sirnhavishnu is witnessing it. 

Panel VIII.—This must be Bhimavarman seated on his throne. A chdmara- 

bearer and two attendants are standing behind him. By the side of the king’s 
foot-stool which is very artistically executed, sits a man. Another officer kneels before 

the king reporting some thing. Behind him stands another individual. (PI. XI, 2.) 

Panel IX*.—This obviously represents the coronation of the great Mahendra- 

varman I, the son of Simhavishnu. The king is seated ona very highly elevated 
platform. To his right stand two Brahmans; to his left are elephants and horses. 
On the top right corner is a man walking along towards the king. Since the 

next panel depicts the coronation evidently of Mahendravarman’s successor, it 
is a great surprise that the greatest monarch of the Pallava line is disposed of 

in a single panel. It must be that Mahendravarman’s greatness was so well 
known that the sculptors thought it enough to represent only his coronation. 

Two points interest us in this panel. One is the vessel kept under the throne 
of Mahendravarman J, the significance of which I cannot understand, the other 

is the cave-temple in the upper right corner of the panel. Obviously the sculp- 
tors wanted to reveal the fact that Mahendravarman was the ‘father of cave- 

temples’ in South India. (Pl. XI, 3.) 

Panel X.—The son and successor of Mahendravarman I was Narasitihavar- 
man I and the coronation of this panel must be attributed to the latter. We 
know from Pallava history that his.rule was marked by his battle with the Chalu- 

18.1. Z., Vol. 11, part IL, p. 370. 
* Rea, Pallara drchitectere, PL, XCII, Fig. 2, upper row.
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kyas and the Pallava raid on the Chilukyan capital, Vatapi. The succeeding 
panel seems to lend support to the above facts. (PI. X, 1.) 

Panel XI.—This represents a battlefield. The Pallava horses and elephants 
are attacking those of the enemy, probably of the Chalukyan king. On the top 
of the panel we have a man with a kirifa on his head seated with a lady to his 
right to the left of the man are two more seated figures. 1 cannot say if the 
man and the woman represent the Pallava king and queen.! (PI. X, 2.) 

Panel XII.—The king sits on his throne with the ‘queen to his right. Two 
attendants are standing behind. Below is seated an officer relating something 
to the king who is very anxiously listening to what is being related. Placed 
before this individual who is seated on the floor, -we see two vessels; one is a jar 
or a pitcher and the other is in the shape of a modern flower-pot. (Pl. XIU, 1.) 

We may venture to suggest that the man who is giving reports to the king 
is perhaps Siruttondar, the famous general of Narasivahavarman I. It 
is he perhaps that is relating.the whole account of his raid on Vatapi. The vessels 
may indicate the war trophies filled with precious stones? 

Panel XIII.—That the king sits in his court is evident from his throne, his 
foot-stool, and the attendants standing behind him. A man is seated on the 
floor at the feet of the king. To the left of the king we witness a few interesting 
things. First, a five-hooded serpent? by the side of which stands an elephant. 
Below these, we have two horsemen; one is in the act of attacking the other 
and below them we see two armed mallas and three men stand surrounding them. 
The two mallas with their shields and swords are attacking each other. The scene 
cannot represent a battle for it is the king’s court that we see here. (Pl. XIII, 2.) 

It may be that Narasithhavarman I liked to witness contests among mailas 
and horsemen, in which case this panel will also explain the name Mahd-malla 
which the Badami stone inscription attributes to Narasimhavarman, the con- 
queror of Badimi ௦ Vatapi. 

Panel XIV.—The king is seated on his throne. Behind him stand two 
chimara-bearers ; besides, there are three others who are seated in the right upper 
corner. In front of the throne is placed a cup-shaped vessel. To the left of 
the king three men are standing in a row, the foremost having his hands in afjah 
and is in the act of securing the favour of the king. One wonders if this could 
be Manavamma, the exiléd king of Ceylon, seeking the help of Narasimhavarman 
I, but there is nothing to confirm this surmise. (Pl. VII, 1, left.) 

Panel XV.—This panel really includes three pictures. The first shows the 
Pallava king seated on an dsana; attendants are standing behind and two men 
are seated on the floor at the king’s feet. The next picture consists of a man 
and a woman. The latter is seated to the right of the former. By the side of 
the man stands an attendant. It is interesting to notice a sort of tail behind 
the woman. Below this couple we see represented a battlefield. Elephants and 
  

? Father Heras is of opinion that Narasihavarman himeelf led the expedition against Vatapi and that General Sst tondar was at the immediate command of the army. Studies in Pallava History, p. 38. . * Periyapuranam, p. 45 et seq. (Madras Ed. 1923.) 
* The five-hooded serpent is not distinctly visible in the actual sculpture, though we see traces of its hoods. “Ind. Ant., Vol. IX, p- 99.
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horses are seen fighting. Perhaps this shows the fight between the Pallava army 
and that of the Ceylonese king—the usurper who had driven away Manavamma, 

the friend of Narasirnhavarman J. If this is right, then the picture may be 
taken to represent the presence of Pallava king on one side and that of Mana- 
vamma seated with his wife on the other, both conducting the war against 
the king of Ceylon. (PI. VII, 1, right.) 

The Mahavarnsa describes! in detail the various activities of Manavamma 
and his services to Narasirnhavarman J. It clearly states that the king of Ceylon 
sought the help of the Pallava king twice. On the second occasion Narasimha- 
varman I himself is said to have conducted the army, crossed the sea and after 

defeating the wicked king of Ceylon, installed firmly on the throne Manavamma, 

his friend and ally. 
Panels XIV, XV and XVI, I think, seek to depict these tacts, the first show- 

ing Manavamma’s return from Ceylon to secure the help of the Pallava king. 

“Perhaps the: vessel contains the presents (pearls and precious stones) which 

Manavamma’ brought for the Pallava king; the second represents the battle 
between the Pallava force and the Ceylonese army, and the third, which we shall 
describe now, contains the picture of the Pallava ‘king, re-installing Manavamma 
on the throne of Ceylon. 

The Kasakudi plates,2? a contemporary recora, again very aptly compare 

Narasimhavarman I to sri-Rama, thereby implying the victorious progress of 
the Pallava king in Ceylon. It says:—“‘From him (Mahendravarman I) was 

born the victorious hero Narasirnhavarman, who surpassed the glory of the 
valour of Rama by (his) conquest of Lanka.”’—that is to say: Just as Rama 

crossed the sea, went to Lanka, defeated the wicked Ravana and installed on the 

throne the good Vibhishana, so also Narasithhavarman I crossed the sea, landed 

in Lanka, defeated the usurper and installed on the throne the rightful Mahi- 
raja Manavamma. 

Panel XVI.—This represents the Pallava king sitting on the throne affec- 
tionately holding his friend, Manavamma seated to his left. ‘To the left of 
Manavamma stands an old man with a jatd and a long beard; by his side sits 
another individual. Behind stand four attendants and below the throne sit 
the officials of the State. 

The above panel closes the rule of Narasirnhavarman I, and we come to the 
coronation of his successor in the next panel. 

Panel XVII.—After the death of Narasiihavarman I Mahé-malla, hig 
son Mahendravarman II succeeded to the throne. We have neither copper- 

plates nor stone inscriptions of this Mahendravarman except a few references 
to him found in the grants of his successors. 

The Kiiram grant® of his successor ParameSvaravarman I says that Mahen- 
dravarman “ thoroughly enforced the sacred law of the castes and orders’ and 
the Kasakudi plates glumfy his benevolent charities towards temples and his 
  

* Turnour’s translation. The Mahavamea, Ch, 47. 
18.1. 1., Vol. I, part III, p. 356, v. 22. 
98.2. 1., Vol. I, p. 152, 1. 17,
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extreme devotion to Brahmans. This pious-minded patron of Brahmans seems to 

have ruled oniy for a short time. This may be due to more than one cause. 

We must know that Narasimhavarman I ruled for a long time and when the 

Pallava throne came to his successor, the latter, 4,உ., Mahendravarman II, must 

have been a fairly old man. Secondly, being pious-minded himself, he did 

not perhaps care to continue as king very long, and might have renounced the. 

throne in favour of his young and enterprising son Parameévara. That Mahen- 

dravarman II ruled only for a short time is not only corroborated by the complete 

absence of any inscriptions dated in his reign, but also by the next panel where 

we have the old king witnessing the coronation of his young son. 

In‘ this panel we witness the coronation of Mahendravarman II. Two 

royal elephants are depicted on the right upper corner. The corresponding 

lower half of the sculpture is effaced. 
Panel XVIII.—The king sits on his throne with three attendants standing 

behind and one sitting below. In front of the king stands a man with a conical 

head-dress and another individual is standing behind him. 
Panel XIX.—This panel is divided into two halves. In the upper register 

we have the old king who sits on his throne. The crown on his head is missing, 

perhaps indicating that he had renounced his kingship. Four attendants are 

standing behind him, the foremost having his hands in afjali. In the lower 

register is represented the coronation of the young son, to whose right we see 

two officers, seated, the one in front folding his hands in afjali. (Pl. XII, 4.) 
Panel XX.—Paramedvaravarman I sits on his throne and looks a full-blown 

king, attended by two Brahmans seated on the floor, The foremost holds his 
hands in afjal. (Pl. XII, 5.) 

With the accession of ParameSvaravarman I we seem to find ourselves in 

stirring times. Dr. N. Venkataramanayya in his able paper’ on “ Parameé- 

varavarman 1” has collected together all the facts scattered in Pallava and 

Chalukya epigraphy regarding the military activities of this king. He has 

demonstrated conclusively that Vikramaditya I, the Chalukyan king and the 

contemporary of ParameSvaravarman I, invaded the Pallava kingdom soon 

after Parameévaravarman I ascended the throne and that Paramesvaravarman I 

led a counter-invasion into the Chalukyan kingdom. He describes thus the 

events leading to the battle of Peruvalanallir and to the Pallava invasion into 

the Chalukyan territory : “ Parameévaravarman I, who succeeded him (Mahendra I), 

found himself im the midst of troubles. The enemies of his family wre 

already masters of a good part of his kingdom. His capital city had also falien 

into their hands. His army was defeated and discouraged. His enemy Vikra- 

maditya I, a veteran soldier and an able commander, was at Trichinopoly at 

the head of a large army. The prospect was gloomy enough to chill the bravest 
heart. Paramesévara I, however, rose equal to the occasion. He collected his 

beaten and disspirited troops and led them personally against the enemy. The 

contending armies met at Peruvalanalliir. A fierce fight ensued. We have 

a graphic account of this battle in the Karam plates. It resulted in the complete 

i Madras Christian College Magazine, Vol. VII, 1927, No. 4, pp. 236 et seg. 
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defeat of the Chalukyan army; and Vikramaditya I was forced to evacuate the 

Pallava territory immediately. 

“ Paramesvara I appears to. have pursued his vanquished foe to the gates 

of his capital city. All the provinces of the enemy’s kingdom, taking advantage 

of the presence of the Pallava army, seem to have rebelled against their king.” 

The foregoing account prepares us to find in these panels representations 

of the battle of Peruvalanalliir and the invasion of the Pallava king into 

the Chalukyan kingdom. 

Panel XXI.—This is divided into two sections by a vertical band.’ The 

first section represents a fight between foot-men, and the next section shows 

a fight between horses and elephants. Men are anxiously . witnessing the battle 

from the top but the interesting portion of the picture is a man kneeling before 

a seated figure. This is depicted in the upper section of the first half of the panel. 

It may indicate the defeat of the Chalukyan foe. It is possible that it represents 

the Chalukyan Vikramaditya 1 kneeling before the Pallava king. ‘Three men 

with folded hands are standing behind the person who kneels. It is, I am 

inclined to think, a panel the whole of which depicts the battle of Peruvalanallir? 

and the defeat of the enemy by the Pallava force. A single elephant which is 

given distinguished place in the first half of the panel that is being separated 

from the main scene may be the war-elephant of Parameévaravarman which 

was called ‘Arivarana’ and which played an important part in the battle of Peru- 
valanallir. 

We saw that Paramesvaravarman I, encouraged by his victory over Vikra- 

maditya, led an invasion into the Chalukyan capital; the succeeding panels seem 

to support this view. 
Wall No. 5—Lower Row. 

East Wall. 

Panel I°.—We see the victor Paramesvaravarman ‘standing with his queen 
to his right. He holds her nght hand and is leading her. Behind him marches. 

bis army of elephants and horses, A man is standing before the king and 

queen; another kneels at their feet. 

Panel I1.—This is divided into two sections by a vertical band» The second 

section shows the king and queen proceeding along their way, while in the first 
section we see the army of foot-men, elephants and horses following. Before the 

king and queen kneels an individual and behind him are depicted two men standing. 
We must remember that Paramesvaravarman I had to go a long distance 

from his capital Kajichi in order to reach the Chalukyan capital Vatapi, and on his 
way he must have encamped in many places. Possibly several local rulers, once 
subjects of the Chalukyas, now joined him on the way to Vatapi when his success 
seemed assured. 

Panel III.—In this panel we see the king seated on an dsana. To his 
right is posted his army. To the king’s left stands a man. Below the 

” 1{he vertical band is made thicker in Rea’s aketch. In the actual sculpture, it is only a thin band. Therefore, it looks 
aa if it is a separate panel. 

3A full description of this battle 1s given in the Kfiram grant. 3S. J. 1., Vol. I, p. 158. 
? Rea, Pallava Architecture, Pl. KCII, Fig., 1, lower row. 
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king’s dsana three smail men are depicted. Perhaps this picture represents 

the first of the king’s encampments. 

Panel IV.—This is again divided into two parts by a vertical band. The 

first’ part represents a number of men following the king and queen who are 

pursuing their journey. The men with தப்‌ perhaps the feudatory chefs 

who have now joined the Pallava army. The next part which depicts the king 
and queen marching contains also a few more members, A Brahman with 

folded hands stands behind the queen. To the left of the king stands another 
man, while an individual sits at the feet of the king with his hands in afjals 

apparently preferring some request. 

Panel V.—This panel represents a ‘party of men with elephants and music 
proceeding towards the Pallava king and queen to welcome them. We see the 
drummer playing on his instrument. The next picture in this panel evidently 

shows the Pallava king seated on a throne. The man, perhaps a fendatory chief, 

who ‘is seated to the left of the king on a different dsana, might well be the host. 
Two attendants are standing behind the throne and a few more men are seated 
by the side of the throne. The other half of the panel shows the swift marching 

of soldiers with long swords and bows, indicating that the Pallava king has again 
resumed his march towards the Chalukyan kingdom. The first part of the 
panel possibly represents his‘ second halt on_ his way. 

Panel VI.—This, I think, marks the third halting place of the king and, his 
army. The king and queen are seated on an dsuna. A chhatra is depicted 
to the left side of the king. A man sits at the feet of the king while another 
individual stands before him with folded hands and anxiously reporting something. 
The army of elephants and foct-men is standing in front as if waiting for a signal 

“to start. 

Panel VII.—This panel is interesting because it shows the meeting of the: val- 

lava army with the forces of the adversary, the Chalukyan king Vikramaditya I. The 

two sets of horses and elephants are in the act of attacking each other. (Pl. XH, 3.) 

Panel VIII.—This panel taken along with the last one represents the actual 

fight between the Pallava and the Chalukyan elephants, the former trying to push 
through the latter forces. (Pl. XII, 3.) 

Panel 1X.—This again depicts the Pallava horses and - elephants marching 

along-in the attempt at reaching the capital city Vatapi. 

Panel X.—This looks as if the king having encamped in a place near the 
Chalukyan capital, is in the act of giving instructions to his whole army before 
the actual attack was attempted. We have the elephants and foot-men here 

~rranged in rows. The queen is also seated by the side of the king. 

Panel XP'.—This evidently shows the capture and the destruction of the 
Chalukyan capital and the confusion that followed as a consequence. A number 
of men are depicted here with uplifted hands lamenting the disaster that has 
fallen upon their kingdom. 

ene 

1 Rea, Pallava Architecture, Pl. XCII, Fig. 2, lower row.
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Panel XII.—Here sit the Pallava king and queen, the victor and his mahisht, 

before the gates of the Chalutyan palace. The two men seated below the mansion 

are perhaps the gate-keepers of the Chalukyan palace? (PI. XIII, 3.) 

Panel XIII.—This panel is divided into four sections? by two bands, a 
horizontal and a vertical one. In the first upper section sit the king and queen, 
the chdmara-bearer standing to the left of the king. Below the king’s seat two 
bhatas are sitting and are engaged in a conversation. One of them holds a 

sword in his left hand. In the upper right corner are sculptured two beautiful 
elephants facing each other with riders seated over them. This perhaps means 

that the Pallava-Chalukya wars were aot at an end. In the lower right corner 

four bhatas are seen marching abreast with swords in their hands. This ends 

the activities of the reign of ParameSvaravarman I, for we see in the next panel 

the coronation of his successor: (PI. XIII, 4) 

Panel XIV.—The son and successor of Paramesvaravarman was Narasiti- 
havarman II, surnamed Rajasiha. Pallava history tells us that he was a 
great Saiva devotee, who constantly wore on’ his head Siva as his crest-jewel 
‘Sivachadiman:’ was a surname of Rajasimha. He is best remembered as the 
builder of the great Kailasanatha temple at Kafichi. Though his surnames pro- 
nounce him to be an excellent warrior, his rule is generally believed to have been 
free from foreign invasions. 

The present panel first represents his coronation. (Pl. X, 3.) He looks a 
very handsome king, and it is no surprise that he is described in the Kaildsanatha 
inscriptions as “ he who possesses the grace of Cupid” and as “one whose beauty 
is unrivailed.” It appears as if Rajasirhha was married immediately after his 
coronation, for soon after this scene we see him standing with his mahishi, perhaps. 
the famous Rangapataka.® (Pl. X, 4.) The king holds the right hand of his queen 
and is leading her. Their facial expressions, their dress and their poses bear 
striking resemblance to the royal portraits of a king and queen depicted on the 
monolith, the so-called Arjuna’s Ratha at Mamallapuram.* Therefore, we may tenta- 
tively conclude that the king and queen depicted here in this panel are the same 
as on the monolith at the Pallava sea-port. The military commanders and chief 
officials of the realm are paying their respects to the newly crowned soveteign. 

Panel XV.—The sketch of Rea of this panel is far from being a faithful 
copy. This picture shows in fact a continued attack of horsemen and elephants 
from the ‘left and foot-soldiers from the right on a fortress standing at a height. 
The fight as seen in the picture is very severe. To the right of this, the king sits 
on an dsana and under a chhatra. To his left are sitting two men; one on an 

dsana and the other on the floor. We cannot fail to notice in this panel the 
armed soldiers and horsemen vigorously engaged in a conflict on one side, 
of the panel and the king sitting with an anxious and grave look in the other half. 
We have said that Rajasirnha’s rule is generally accepted as one free from 

* One of the men in Rea’s sketch has his hands in aijali, but in the actual sculpture both the inen sit erect with dis. 
appointed looks. 

* The four sections are not clearly maintained in the sketches of Rea. 
#8. I. 1., Vol. I, p. 23, No. 29, 

ன ‘Tam inclined to consider the royal portrait to be Narasimhavarman II and his queen, though Gangoly seems to think otherwise. 

52
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warfare, but it is possible that he met with troubles towards the end of his rule, 

either from the side of the Chalukyas or from some other enemy.? (11, VII, 2.) 

Panel XVI.—In this the king is seated on his throne. An individual with a 

kirita on his head stands on his left and is touching the king’s shoulder in the act 

of consoling the king who looks very worried. Another man stands to the right 
of the king with his hands in avjali. Two more men are seen to the right of the 

throne ; the one on the top has his hands in afjali and the one below is standing 

Next comes a building constructed on high plinths and covered with a roof bear- 

ing close resemblance to the Kaildsanatha temple at Kajichi.2 Below this temple 

are depicted two men seated on the floor. 

Panel XVII.—This represents the same king seated on his throne. This 
portion of the panel is slightly damaged. A small man stands to the left of the 

king in the act of reporting some important news. To the left of this man, we 
seem -to find the picture of a soldier (dressed), his head being damaged as well 

as his hands. He is depicted as if he is about to fall down.® Perhaps he is ® 

wounded soldier who was one of the men defending the fortress represented in 
panel XV. Two tiny attendants are standing by the side of the throne. The 
two men whom we saw by the side of the king in panel XV are again standing 
here, the one with his arms folded and the other anxiously watching something. 

Before them stand two men wearing turban-like head-dresses, the foremost re- 

porting something. Behind these are two elephants with riders on them. 

Panel XVIII.—The king and queen are seated on the throne. The ‘queen’s 

figure is very mueh damaged and so also the bust of the king, whose head is also 

missing in the actual panel, though Rea’s sketch includes it. Two Brahmans 
are seated on the floor below the king’s seat, as if they are praying for the welfare 

of the king. In the top right corner to the left of the king are two men, one 
facing the other, in the act of carrying a man in a cloth hammock to the presence 

of the king. This also seems to be a wounded chief. The carriers are feeling 

the weight of the man who is being carried. We have also'a number .of men 

who are distinctly shown as if excited over something, very likely over the presence 

of the wounded chief. (Pl. XII, 6.) 
Panel XIX.—This depicts the coronation of Parame’varavarman II, the pre- 

decessor of Nandivarman Pallava-malla. (PJ. XII, 7.) We are sure that this is 

Paramesvaravarman II because the label under the next panel specifically asserts 
that after the death of Paramesvara Péttaraiyar, Nandivarman was elected to the 

Pallava throne. Besides, we have furtlier proof of this in the blank space which occupies 

this wall next to the coronation scene of Paramesvara and preceding the panels 

that relate to the accession of Nandivarman. We learn that the Pallava kingdom 

experienced total anarchy after the death of Paramesvara and .nothing could 
represent this condition better than a blank space, which we see following imme- 

diately after the coronation scene of Paramedvara. We have already drawn 
ee 

1 Bee Note 6 at the end. 

* The details of ornamentation ou the roof and the different sections therein are not faithfully carried out in the 
sketch given by Mr. Rea. 

? The white-wash is so thick on this panel that only faint traces of the wounded soldier are visible at present.
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attention to another instance of the employment of this device to represent the 
confusion consequent on the inroad of Samudragupta into Pallava territory. 

The reign of this sovereign (Parameévaravarman II) was very short-lived. 

We have only a single stone inscription of his from Tiruvadi,’ dated in his third 

regnal year and recording a gift of gold. The Kasdkudi plates say of him :— 

“He who controlled the (evil) manifestations of the Kali (age); who led the way 

of policy which had been prescribed by Dhishana (Brihaspati); and who protected 
the world”? He is described in the VeliirpaJayam plates as the chastiser of 

the Kali and as one who governed according to the laws of Manu? We know 

nothing more of Pararhesvara. 
In panel XIX we have first the coronation of Parameévaravarman II. To 

his left stands an officer with folded hands. We have a few bhatas excited 
‘over the coronation, and some elephants are also represented here. At the ex- 

treme right side of this panel, we see Parameévara again seated on his throne 
with an attendant standing behind. “He looks very grave and serious. This is 

all that we have of the predecessor of Nandivarman. We are next to imagine 
his death and the serious condition of the Pallava kingdom after his death by the 

blank space that follows. 
Wails Nos. 6 and 7—Upper row. 

(South Wall.) 
It is this wall that contains the labelled panels of the reign of Pallava-malla. 

That the election of Pallava-mialla to the throne was a necessity caused by the 

‘complete anarchy that. prevailed in the Pallava kingdom, is skilfully brought out 

by the sculptors, by continuing the blank space on to this wall and then begin- 

ning to tell afresh the story of the election from the upper row. (Pl. XV, 4.) 
In describing these panels we shall first give the substarice of each labelé 

‘and then see how far the sculpture agrees with the description given below. 
Panel [>—label I.—Parameévara Pdttaraiyar of the Pallava race (descended in 

this wise from its originator Brahma), having ascended Heaven and the kingdom 
reduced to 4 state of anarchy (utsanna),® the Mattras, the Ghatakayar and the 
Milaprakritis approached Hiranyavarma-Maharaja of the Kadava family to ask 
him to select a king of pure descent on both sides and one able to bear the burden 
of the kingdom. 

The first panel is divided into two sections by a horizontal band. The 
Mattras are depicted in the upper half while the lower half contains the Mala- 
prakritis and the Ghatakayar who are the learned ‘Brahmans of the Ghatika of 
Kajfichi. They are depicted in the act of marching to Hiranyavarman, the Brah- 
mans leading the others. The distinctions observed in their dresses are very 
interesting. The Milaprekritis wear a sort of conical head-dress while the Brah- 
mans have a knotted head-dress. Perhaps, their hair is twisted in this fashion. 
They also wear a sort of angavastram. (Pl. XV, 1.) 

1 Ep, Rep. No. 56 of 1903. 

*8.1.1., Vol. 2, part LI, p. 357, verse 26. 
78.1. 1., Vol. 2, part V, p. S11, verse 24, 
‘ For text of labels see Appendix I at pp, 54-85. 
* Rea, Pallava Architecture, Pi. XC, Fig. 2, upper row. 
* For the word ‘ ulesnna’ we have the following meanings : ‘ decayed ', * destroyed *, * ruined °, « uprooted *, “left off
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Panel I1—label II.—Here is the place where we have the members of the 
deputation waiting on Hiranyavarman who questioned them as to the object , 04 
their visit. They replied that their kingdom was in chaos and that they had 

come to him with an appeal to choose for them a king of good heredity, able to 

rule over them skilfully. This panel is again divided into two sections by a 
horizontal. band evidently expldining two incidents, and since Hiranyavarman 18 

concerned in both, he is represented conspicuously big in size, occupying a part 

of both the sections, the upper and the lower. (PI. XV, 2.) 

Hiranyavarman is seated on a throne attended by a chdmara-bearer on his 
right and-an attendant on his left. By the side of his foot-stool are seated two 

men. - His head-dress resembling a turban is quite different from the usual 
crown worn by the Pallava monarchs, the predecessors and successors of Sirnha- 

vishnu. This naturally shows that Hiranyavarman and the members of his family 

occupied a subordinate position in the Pallava kingdom. The members of the 
deputation have made their appeal and are shown awaiting a reply. 

Panel III-—labels III and IV.—In. response to their request Hiranyavarma- 

Maharaja sent for all the Kulamallar and asked if any of them would be willing 
to accept the Pallava kingship, but none of them volunteered to do s0. He 

repeated the question to his four sons, Sri-malla; Rana-malla, Sangrama-malla 
and Pallava-malla. Hach of the first three in turn refused to go, saying “ You 
had better go as a king; we will not”, while Pallava-malla alias Paramesvara, 

bowed to his father and replied “I shall go”. ; 
On hearing that his youngest son had consented to take up the kingship of 

the Pallava realm, Hiranyavarman was tossed between two conflicting feelings; 

of happiness at the thought that the good and truthful son born to enhance 

the glory of the Kadava family, was going to rule a kingdom, and of grief at 
the thought of separation from him. And with his heart filled as if with ambrosia 

and fire at the same time (amrtamannarerikalanda hridayastanakt), he refused to 

send his son, a boy who was only twelve years old. 
Whereupon, the disappointed (Viddhagamika)! Dharanikonda Pééan, assured 

Hiranyavarman that his son, Pallava-malla, had previously worshipped Maha- 

vishnu and therefore he was destined to become an Emperor. Thereupon, the 

king consented to part with his son. . 
Panel III is divided as usual into two halves by a horizontal band. Hiranya 

varman sits on his throne; an attendant stands to his left. The label below 

does not contain the information that the queen of Hiranyavarman is also by 

his side in this panel. But here we see her seated by the right of the Maharaja. 
The upper half of the panel to the right of the queen is taken up by six figures— 
the one next to her being smaller than the rest—who no doubt are meant to 

represent the members of the deputation and the Kulamallar. Who the smaller 

figure is, will become clear presently. 
ல 2 . i annot + The name of this person is spelt in all the places where it occurs in the text as Tarandikonda Posan ; and 50 ene 7) 

be equated into Dharanikonda pofan. He was probably a venerable Brahman, hailing from Tarandikonda (a ar > means 
and well-versed in the (Jgamas eniddhu dgamika). According to Kittal (Kannada Dictionary, p. 146) an ‘ agameta 

: 

bly the ‘one who has studied the sastras’, or ‘an offeiating Brddmane of a temple’, Tarandikonda poder wae probed’) Brahman-counseller of Hiranyayarman,
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The four sons of Hiranyavarman are standing in a row in the lower half. 

The last one occupying the left corner is the young Pallava-malla. He is again 

represented on the top bowing to his father having boldly announced that he 

would take up on his shoulder the burden of ruling the kingdom. Both Hiranya- 

varman! and his queen appear to be old. Below, at their feet, sits on an dsana 

the leader of the deputation, the Brahman Dharanikonda Poéan persuading the 

old father to send his son to be the king. (Pl. XV, 3.) 

Panel IV—labels V and. VI.—This part of the inscription is very fragmen- 

tary and is badly damaged. Therefore, we are able to make out very little of 

it. Hiranyavarman apparently asks a question on seeing something resembling 

an elephant’s head; more we cannot make out. 

Label VI contains the reply of Dharanikonda Posan. He says that ‘it was 

not an elephant’s head, but the crown to be worn by his son. One wonders why 

Hiranyavarman should have mistaken the ‘crown and other insignia of royalty 

for the head of an elephant, for these must have been familiar to him and should 

have been the same as those used in-the coronations of the former Pallava kings. 

It is possible, however, that Hiranyavarman, being a member of a collateral 

branch of the royal line,..who perhaps had never much to do’ with courts and coro- 

nations‘ and had chosen the life of a recluse, could not recognise the insignia of 

royalty as such. Or it may be that, being ‘old and perhaps half-blind and now 

excited over the departure of his young and beloved son, he could not at the 

moment recognise the things that were brought before him by the, ambassadors. 

Unfortunately, the insignia of royalty in the hands of the men are not visible in 

this panel. 

Part of this panel is divided into two ualves by a homzontal band. The 
‘men in the upper and in the lower halves. of this part appear to be very much 
excited. ‘But we see no crown rtesembling an elephant’s head in the hands of 

any member here. The right half of the panel shows the three queens of Hiranya- 
varman seated on a throne and three men standing near the throne. Unfortu 
nately, much of the label which must have had something to tell us about them. 

is lost. .(Pl. XVI, 3.) 

Panels V and VI—labels VII and VIII,—Then Pallava-malla having been 
presented with the weapons of war? by Hiranyavarma-Maharaja and Dharandikonda 

Pdéan, descended from his sibtka and having bowed to them requested his father 
Hiranyavarman to permit him to depart. Starting from there he passed through 
several mountains and jungles. 

Panel V is divided into two sections by a horizontal band. The upper 

shows Hiranyavarman seated with Dharanikonda Pésan by his side. The other 

officials and ambassadors are standing by their sides. The lower half has the 

young Parameévara.seated on a beautifully adorned horse and marches along with 

soldiers and other officials in front and horsemen behind. (11, XVI, 4.) 

} Rea's sketch includes a long flying feath Hi f ர b : . 

pture. & flying feather over Hiranyavarman’s turban, We do not find this feather in the actual 

* The expression vidai kodukka, as now revised, means ‘having given (Aim)+ permission’. Sub 
ட்‌ pe க sequently Pallay. 

took leave of Hiranyavarman and Tarandikonda Pogar and started. out. quently Pallavamalla
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Panel VI which is again divided into two halves as the previous panel, 
contains in the upper section Hiranyavarman seated with Dharanikonda Posan 

by his side. Behind Hiranyavarman! stands an attendant. Little Nandivarman 

bows before his father with his hands in ajali, seeking the blessings of his father. 

Behind him stands an armed soldier. 
The lower half represents -the young prince on his horse marching along- 

The word ‘ givigai’ used in this label generally means a palanquin, but the 

literal meaning of Sivigai is ‘a vehicle’. In the inscription it is evident that the 

word is used in the latter sense, for we find no palanquin in the sculpture 

and Pallaya-malla is placed only on a horse. It is interesting to find that the 

man standing just before the horse of Pallava-malla in this as well as in the pre- 

vious panel, has a huge drum and he walks before the prince, proclaiming the 

little prince’s coming election to the Pallava throne.? This is perhaps the katu- 

mukha-vaditra mentioned in the inscription. (Pi. XIV, 3.) ; 

Panels VII and VII1—labels VIII and 1X.—We have to take in a part of 

label VIII and the whole of label IX in order to explain the two panels. Then 

Pallava-malla passed through several forests and Pallavadiaraiyar, hearing of the 

arrival of Pallava-malla, welcomed him with a big army and placing him on 42 

elephant, proceeded towards the city of Kajichi. 
That the newly elected Pallava king was recognised by the Pallava feuda- 

tories is clear from the mention of Pallavadiaraiyar who, as we know, from Pallava 

epigraphy, were the feudatory chiefs of the Pallavas like the Muttaraiyar and 
Péraraiyar. On his way to the Pallava capital Kafichi, Parameévara must have 

passed through several little states ruled over by feudatories who came to pay 

their homage to the prince who is soon to be elevated as the overlord of the 
Pallava ream. 

Label IX informs us that the Mahdsamantas, the Nagarattars, the Mila- 

prokpitis and Kataka’-Muttaraiyar learning that Pallava-malla’s elephant had 

arrived, went to meet him and that all of them there entered the palace (kdyil).* 

Panel VII, which is divided horizontally into two sections, contains still in 

the upper row the seated Hiranyavarman, sad and dejected, with two attendants 

to his right. The rest of the panel illustrates one scene. (Pl. XIV, 4.) A number 
of men on the right side are cheering Pallava-malla as he is proceeding of 

horseback, A man with a kirtfja on his head is meeting him. Evidently, this 1s 
the Pallavadiaraiyar. His army of elephants is represented in the next panel, 

i.e, panel VIII, which is again divided as before into two sections. The 

upper is filled with the army of elephants and the lower contains the marching 
of soldiers and horsemen. 

pee 

* The sequence in Panels V and VI appears to be—top portion of panel V, top portion of panel VI, followed by ன சச 
portions of panels V and VI, Hire nyavarman and Tarandikonda Pééar are seated and young Pallava-malla takes leave © 
them both. Then mounting on a caparisoned charger he marches along towards Kajichi, followed by soldiers and other 

officials. 

* We mise thie artistic drum in the hands of che drummer in Rea’s sketch, but in the sculpture, we distinctly see me 
instrument. 

ay] think லு must be read as ‘ Kadava-Mittaraiyar, j.e., the Mittaraiyar chief ruling under the Pallavas. 
ss ரம்‌ may mean either ‘a palace’ or‘ atemple.’ Here I think ‘ kdyil’ may be taken in the former sense. 

“ Kéyin mannanaik-kurukina] * Silappadikaram. 20 : (47).
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Panel 1X.—The officials, the townsmen, the feudatories and the Maélapra- 

Initis are all seen in the lower half of this panel going towards Parameévara to 

welcome him. Paramesvara is seen again on horseback. The picture of their 

entering into the palace is not clear. We are left to imagine that they have 

entered the palace. Elephants occupy the upper half of the panel. 

Panel X—label X.—This label records thus :—After entering the palace, the 

circle of ministers, the Mahdsdmantas, the men of the two ganas and the Ghati- 

kaydr, all combined together and ancinted him (the Prince) under the name of 

Nandivarman, and (investing him) with all the insignia of royalty, such as the royal 

umbrella, the sasnudraghésha, the khatvanga and the rishabha-laiichhana, proclaimed 

his authority by issuing commands under the royal seal of ‘ Vidéluidugu ’.* 

In this panel, Nandivarman sits on a beautiful throne. ‘Two men are pour- 

ing the abhisheka water on his head. The officers mentioned in the label are 

seen standing m the upper half of the panel. The Brahmans, that is, the Ghati- 

Kayjdr are seated to the right of Nandivarman, the ministers standing behind 

them. It is interesting to mention here that this is the last coronation we see, 

for we witness no more coronations in the succeeding panels. (PI. XVI, 2.) 

Panel XP2—label XI.—Label XI is very much damaged, but we can surmise 

what the label intends to convey. It seems to ‘record that while Nandivarman 

Pallava-malla was ruling the kingdom as Peruménadi,? his ministers, the Mila- 

prakritis and others advised him to subdue Srichaluki (Vikramaditya), the most 

powerful and active of his enemies. 

This makes clear that immediately after the coronation of the young king, he was 

faced with troubles from the ‘ natural foe’ of the Pallavas, namely, the Chalukyas. 

Contemporary records, such as the Kailasanatha mscription of Vikramaditya 

Il, the Vakkaléri and the Kendir plates of king Kirtivarman, throw light on the 

relationship of the Pallavas and the Chalukyas in this period. In particular, the 

Vakkaléri plates* provide detailed information relating to the invasion of Kajichi 

by the Chalukyan emperor, Vikramaditya II. The description contained in the 

Kendir plates is as follows :—‘ Being resolved to uproot completely his “ natural 

enemy’ (prakrity-amitra), Vikramaditya Il (A.D. 733-746) reached Tundaka- 

vishaya, beat and put to flight at the opening of the campaign, the opposing Pallava 

king named Nandipotavarman, took possession of particular musical instruments 

called katumukha-vaditra and samudraghosha, the khatvdjiga-dhvaja, many ex- 

cellent and well-known intoxicated elephants and a heap of rubies which dispelled 

darkness by the brilhiancy of the multitude of their rays; entered, without des- 

troying it, the city of Kajichi which was, as it were, a girdle adorning yonder lady, 

the region of the south, (and) rejoiced the Brahmans and poor and helpless 

people by his uninterrupted liberality ”....He also “ acquired high merit by restor- 

ing heaps of gold to the stone temple of Rajasirhesvara and ther gods which 

1 Tiruvanat-nadaci, cf. Dharmachakrapra.artana fendered into apavdji-nagavudal. [The idea seems to be tha 

*Vidélvidugu’ was fixed upon as the young king's sign-manual, for the issue of his rova) orders.—Ed.] ர 

2 Rea-Pallava Architecture, Pl. XC, Fig. 1, upper row. 

® Perumdnadi was a surname of Pallava-malla and the Ganga king Sripurusha is anid to have seized this ti 

ing Pallava-malla in a severe fight. 
his title after defeat- 

¢ Ind, Ant., Vol. VII, p. 23.
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have been caused to be built by Narasithhapotavarman who distressed Pandya, 
Chola, Kerala, Kalabhra and other kings... .””" 

Panel XI? is divided inte two divisions by a horizontal band. The 
upper shows three sections, the first containing perhaps the ministers and the 
Milaprakritis. In the next we have Nandivarman seated and a man, perhaps 
the chief minister, relating-to him the danger from the side of the Chaluki. Behind 
them, by the side of a pillar, stand a few men. The lower register exhibits a 
group of soldiers, Brahmans and the ministers of the king. The Brahmans are 
seated, the rest are standing. The anxious look of each of them is quite evident. 
(Pl. XX, 1.) 

Panel XII—tabel XII—The Chalukyan mscriptions clearly reveal the fact 
that Nandivarman II was badly defeated by Vikramaditya II and label XII, 
though very fragmentary, implies this fact by the phrase “ durdukkha” There 
is in the upper portion of panel XII a figure kneeling before another which is 
attended by bhatas. Behind the kneeling figure stands another bheta, his left 
hand raised aloft. Below in the lower section we see six soldiers standing in a 
Tow, some with swords. resting on their shoulders. The kneeling figure may 
be Nandivarman submitting to the Chaluki, but it is doubtful if the sculptors 
meant to depict him or his general. (Pl. XVIII, 1.) 

It is a pity that the labels below the panels stop with the Chalukya invasion 
and that the succeeding panels do not contain any description. The interpreta- 
tion of the rest of the panels has therefore once more to proceed with the mate- 
rial drawn from other sources, 

The Chalukya invasion, it has been held, must have taken place in the early 
years of Pallava-malla’s rule, when he was preoccupied with his southern wartare, 
between 733 and’ 746 A.D. The position of these panels relating to the wars 
among those of the reign of Nandivarman will be seen to confirm the date thus 
suggested for the Chalukyan invasion of Kafichi. 

That Vikramaditya II invaded the southern country some time during the 
first few years of Nandivarman’s rule is confirmed by the label and also by the 
panels here. 

That in the early years of his rule Nandivarman was threatened with internal 
dissensions and foreign invasion is clearly established from contemporary epl- 
graphy. Here, in the following panels we see continuous marchings of armed 
soldiers and many confused scenes of fighting and killing. 

The Udayéndiram plates* dated in the twenty-first year of Nandivarman, 
Bive a graphic account of Nandivarman’s long and difficult campaign against the 
southern powers—the Drévida princes who, for unknown reasons, espoused the cause 
of Chitramiya, a young pretender who had set up a claim tc the Pallava throne. 

The most valuable portion of the Udayéndiram grant is the account of 
services which Udayendra, the general of Nandivarman, rendered to his royal master. Pallava-malla was besieged by the Drdvida princes in: a place called 

4 Ep. Ind., Vol. 1X, pp. 205-6, 

* Rea, Pallava Architecture, Pl. XC, Fig. 1, upper row. 
* See Appendix II at pp. 56-57,
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Nandipura and Udayachandra came to his rescue’ and killed with his own hands 

Chitramaya and others.t 

It is probable that the series of panels after Panel XII relate to the military 
activities of Nandivarman and Udayachandra against the southern powers. 

Panel X111.—This is as usual divided into two sections by a thin horizontal 

‘band. The seated figuré in the upper half is perhaps Nandivarman holding a 

‘long sword in his left hand. The one seated to his right is perhaps Nandivar- 

man’s general Udayachandra. Another person is seated to the right of the above 
and two soldiers are standing to the left of the king. The lower half consists 
of five armed soldiers standing in a tow and appearing as if they are ready to start 

on an expedition. (Pl, XVIII, 2.) 

Panel XIV.—This panel has again two divisions but seems to depict more 
than one action. A part: of the upper division shows Nandivarman sitting and 

holding in his hand a long sword. ‘To his right sits a bhata. In front kneel 
two soldiers anxiously reporting something to the king. (Pl. XVIII. 3.) 

Three more soldiers are also standing behind these men. In the lower half 

we have five. soldiers of the last panel ‘marching behind another soldier who is 
riding on a horse. The handsome and young soldier on horseback is perhaps 
Udayachandra. He seems to march against the rival army of Chitramaya. 

We read in the Udayéndiram grant “ When he (Udayachandra) perceived that 
Pallava-malla was besieged in Nandipura by the Dravida princes, unable to bear 
this, like the visible death of the cloud of the enemies of Pallava-malla, slew with 
his sharp sword which glittered like the petal of a water-lily, the Pallava king 
Chitramaya and others........ 2 

A section of Panel XIV and the whole of Panel XV seem to portray these 
facts. The right upper corner of Panel XIV contains three men, one of whom is being bound to stake by another behind. A third figure sits before, holding 
forth the right hand to prevent the individual who was caught from escaping. 
This picture gives us the presumption that the man who was caught by’ the two 
individuals was a supporter of Nandivarman who had the misfortune to fall in 
the hands of his enemies. Three soldiers are seated below this scene, 

Panel XV.—This panel is divided into -two sections by a horizontal band, 
but each of the two sections is again subdivided into different small. sections by 

thin vertical bands, each sub-section depicting a. particular action. (P). VII, ர்‌.) 

The first upper section shows the marching of armed soldiers who suddenly 

appear to be excited at something, evidently dt the event which is depicted in 
the corresponding lower half of the panel. The lower half shows a number 

of soldiers who are standing. The two seated figures in the next section may 
be identified with the besieged general of the previous panel and his guard. There 

seems to be no doubt that the next picture (lower register) represents the slaying 

of Chitramiya ‘by Udayachandra and his soldiers. One man holds Chitramaya 
— யு 

த.ம. 72, 11, றவு, ற. 372. 

8 72% ற. 975. 

௪2
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firmly by the throat, while another is stabbing him in the heart with a long sword. 

This picture satisfies the description given in the Udayéndiram plates. 

The next section represents Udayachandra triumphantly marching along fol- 

lowed by the two veteran soldiers. In front wf the group stand three men, the 
foremost proclaiming to the world by beat of the drum  (hkatwmukha-vaditra) 

that Chitramaya, the deadly enemy of Nandivarman, is no more, and that Udaya- 
chandra is determined to pursue his other enemies. The other two lower sections 
show Udayachandra again on horseback marching forward and followed by soldiers, 
while others in front are announcing his victory. 

The corresponding upper sections depict inandivarman back on his throne 

after the suppression of Chitramaya’s revolt. He hears reports of further acti- 
Vities of his brave general against other enemies, and the elephants which are 

marching are probably sent by the king to help Udayachandra. 

The military activities of Udayachandra after the death of Chitramaya are 
recorded thus in the Udayéndiram grant :—‘‘ who (Udayachandra) defeated the 
hostile army on the battlefields of Nimba(vana), Chitavana, Sarnkaragrama, Nellir, 
Nelvéli, Stiravalundir and so forth, and (thus) bestowed the whole kingdom 
many times on the Pallava; who, while his strong arm became adorned with the 

copious rutting juice which oozed out at (his) collision with the pair of tusks of 
the elephant on which the leader of the Sabara army was mounted, split (the 
head of) the opposing Sabara king called Udayana in the terrible battle of Nelvéli, 
which could hardly be entered by a common man, and seized (his) mirror-banner 
made of the peacock’s tail, who in the northern region also.pursued the Nishada. 
chief called Prithivivyaghra, who desiring to become very powerful was running 
after the horse of the Aévamedha, defeated (him), ordered him out of the district 
(vishaya) of Vishnuraja, (which) he subjected to the Pallava, and seized faultless 
pearl necklaces of excellent lustre, an immeasurable heap of gold and elephants ; 
cand) who destroyed (the fort of) Kalidurga which was protected by the Goddess 
Kali, and defeated the Pandya army at the village of Mannaikudi ”.t 

1 think the scuiptures succeeding Panel XV appear to portray at least 
a part of the events contained in the above passage. 

Panel XVI.—In the upper section the elephants are represented marching, 
and in the lower section, we have the soldiers who are excited as if still proclaiming 
the happy death of Chitramaya. 

Panel XVII.—We still see the elephants in the upper half and the soldiers 

in the lower register, 

Panel XVII1.—In the upper section, Nandivarman sits on the throne hearing 
reports of warfare. In the lower the foot-men meet and join the elephants. 
(Pl. XVI, 6.) 

  

18.1. 1, Vol. I, part I, p. 372.
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Watis Nos. 6 and 7-—Lower row. 

(South Wall.) 

Panel I?.—This panel which is divided into four small sections is rmauch 

damaged ; however, Mr. Rea’s sketch contains all the figures and details found 

therein. The first section represents either the king or Udayachandra seated and 

surrounded by three or four soldiers. Next we see the same soldiers with a few 

more, listening to the orders from the commander who is seated in the next 

section of the panel.’ Then we witness the fussy soldiers, some peeping out 

to see if the army of their enemies is approaching, while others are climbing what 

looks like a huge branch of a tree. (Pl. XV, 5.) 

Panels II and III.—These seem to explain a single event. Panel [1 depicts 

the vigorous marching of the enemies’ horses, elephants and foot-men towards 

the Pallava army. The last two sections of Panel II continue the march of 

these elephants, horses and foot-men who finally attack the Pallava soldiers. 

I think that this part of the panel reveals one of the strategic methods em- 

ployed by the Pallava soldiers in attacking their enemies. It is likely that 

this fight which we see now took place in the middle of a forest. When the 

Pallava soldiers learnt, perhaps through spies, that the army of the enemy was 

marching against them they seem to have silently posted themselves on branches 

of trees waiting for the enemies to march through, with a view to attacking them 

suddenly from above. This panel seems to show a picture of that description. 

We see the Pallava soldiers posted on the branches. The attack has begun and 

a few men are shown falling off headlong from the branches as a result of the 

conflict that ensued. (Pl. XVI, 5.) 

Panels IV and V.—In these two pictures we have the Pallava king seated, 

attended by a number of soldiers, some seated, others standing. Elephants are 

also found here. These may be elephants and soldiers which have returned from 

the battlefield to report to the king the success of the army. 

We saw in the Udayéndiram plates that the last two acts of Udayachandra’s 

military career were the capture of the fort named Kalidurga and his successful 
fight in the battle of Mannaikudi. 

Panel VI.—It seems correct to identify this picture as representing the 

capture of Kalidurga. The fort is surrounded by high ramparts strongly 

fortified. A number of soldiers are in the act of attacking it and a row of ele- 

phants are posted to the left ot the fort. (Pl. XVI, 1.) 

Mr. Foulkes proposed to identify this fort with the present Calicut.2 

Dr. Hultzsch pointed out that the Tamil form of Calicut is not Kalikottai but Kalli- 

kottai and that its Malayalam name is Kolikkédu or Kolikkiidu.? 

Now we must remember that the battle of Mannaikudi was fought between 

the Pallavas and the Pandyas and that it is mentioned in the Udayéndiram 
grant immediately after the capture of Kalidurga.* 1 think Kalidurga must be 
situated in the South somewhere near the Pandya capital. It may be identified 

‘Rea, Pallava Archtlecture, Pt. XC, Fig 2, lower row, 

2 ind. Ant., Vol. VIET, p. 283. 

89. £. 1., Vol. If, Part UT, p. 364. 
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with the village Kalikappan in the Madura Taluk of the Madura district.) The 
last part of Panel VI shows the king seated, hearing reports perhaps of the ca ture 

of Kalidurga from a soldier standing before him with a long staff in his hand. 
Panel VII?.—This, I consider, represents the famous battle of Mannai- 

kudi, where the Pallavas and the Pandyas were vigorously engaged against each 

other. The man on horseback is perhaps Udayachandra and the Pallava elephants 
are posted on his right. (Pl. XX, 2.) 

Now the Udayéndiram plates tell us that the Pandya army was defeated 
at Mannaikudi, whereas the Pandya charter, i.e, the Vélvikudi grant, bestows 
the victory on the Pandya king. This need not mean that there were two 
battles of Mannaikudi. This is not the only battle in the history of the world 
in which both parties to it are seen claiming victory for themselves. ; 

Panel VIII.—King Nandivarman is seated on the throne; an attendant is 
standing behind him, and three more men are standing before. (Pl. XVIII, 4.) 

Panel IX.—This has again Nandivarman on his throne with an attendant 
standing behind him. The men on two elephants have just arrived before him. 
A soldier who has just descended from his horse, kneels before the king giving 
reports evidently of the battle of Mannaikudi. Perhaps .it is Udayachandra him- 
self who has returned from the battlefield and bowed before the king prior to the 
narration of his triumphant activities against the southern kings headed by the 
Pandyas. (Pl. XVIII, 5.) 

Panel X.—This seems to confirm our suggestion with regard to the last panel. 
I believe it is certainly Udayachandra who is now zaised up on a platform, standing 
and in the act of relating something very important to the king who in astonish- 
ment and wonder, is represented in the act of rising from his throne. An attend- 
ant stands behind the king. Two men who are seated behind _Udayachandra 
and two cthers seated on the floor are also listening to the thrilling account of 
the commander. (Pl, XVIII, 6.) . 

Panel XI.—In the right half of this panel which is divided into. two’ sections 
by a thin vertical band, Nandivarman sits on his throne with an attendant stand- 
ing behind him while another man stands to his right. A few soldiers have just 
arrived in his presence; the foremost is standing and has his hands in 324) 
the one next to him is kneeling and three others who are standing behind these 
two all appear to be giving reports of battle. (Pl. VII, 2.) 

11 am indebted to Dr. P. N, Ramasubramanyan of Madura for the following information regarding the village Kalikippan. He has been to the place and has examined the spot :— cy: 5 “The village Kalikappan is four miles due east of Madura. At present, the actual village with a ae a 
ters is situated in the midst of paddy fields, A couple of furlongs to the east of these huts right in the mi veal 
the paddy field again is a broken image of a nude Kali placed on a cut stone mound. Though rarely a ech 
worship is performed to this deity, still she is considered to this day as the Guardian Deity of this village. . nina to the village of Kalikappan is a temple called Pandimunikévil, which is frequented by large crowds of devotees every week. It is believed that the Pa dya kings used to come and worship here.” ரங்க é Another informant from Madura tells ne tik alent four furlongs due east of the present village al rea aE Boe traces of a ruined Kali temple surrounded by mounds heaped up here and there. These perhaps indicate the relics an ancient fortress, 

‘ ible that Somb of the copper-plate grants issued in Pallavamalla’s reign tome from the Tanjore District ; and it is possible or Tanjore and Trichinopoly Districts were the region where he had come into conflict with the Pindyas. | It is, however, problematical if Udayachandra’s army penetrated as far south as tle Pandya capital iteelf. * Rea, Pallava Architecture PL, XC, fig. L, lower row.
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Panel XII.—The three sections of panel XII portray the extraordinary 

performance of the Pallava cavalry. They are shown as if they are marching 

forward triumphantly from a thick fight, crushing under the hooves of their horses, 

their enemies who are fallen on the ground. The first section of this panel depicts 

s horseman marching along with great joy, cheering the people around and 

carrying something in bis right hand which is raised aloft. This seems to be a 

war trophy. (Pl. VIII, 3.) 

The contemporary Ganga inscriptions make clear that there was warfare 

between the Pallavas and the Gangas and this is corroborated by the evidence of the 

Pallava epigraphs also. The Tandantottam plates say that Pallava-malla 

snatched away from the Ganga king a precious necklace in which was set the gem 

called ‘Ugrodayam’ “ dhatte Gamgdd-apahritam-ugrodaya-haustubham galdbhara- 

nam, Itmay be that the article which the man on the horseback carries con- 

tains the valuable necklace. 

Panel XIII.—In this panel we have Nandivarman seated on his throne and 

an attendant stands behind him. ‘Three Brahmans are seated on the floor to 

the ‘right of the king. Behind them stands an elephant with a rider on its back. 

Another man stands before the king handing over to him something which the 

latter receives in his right hand. 
Panel XIV .—This is divided into two sections by a thin vertical band. The 

first has a few riders on horses and elephants, which may be a wing of the Pallava 
army returning home after fighting with the Gangas. The next section shows 

the Pallava king standing on his throne, excited and has in his left palm raised 

aloft some article, perhaps the necklace with the precious gem. To his right 

stands a soldier and to his left an attendant. On a raised dsana, a man and a 

woman are seated to the left of the king. 

Panel XV.—This depicts dnly the marching of a few elephants, horsemen 

ait foot-soldiers, perhaps another wing of the Pallava army returning home. 
(Pl. XVI, 7.) 

Panel XVI.—This panel which is divided into two sections by a vertical band 
contains in the first section an elephant with two riders on them both having their 

hands in afjali and proceeding towards the king who is seated in the next section. 

Here we see two thrones, on one sits the Pallava king with an attendant standing 

behind. Opposite to him on another throne, sits another individual. Behind 

them, at a distance is standing a small man watching the conversation between 

the Pallava king and the seated figure on the opposite throne. The latter ig 

perhaps the Ganga king who had come to amicable terms with the Pallavas after 

the recent fight. (Pl. XVI, 8.) 

It is just possible that this friendly relationship between the Gangas and the 

Pallavas continued till the end of Pallava-malla’s rule. If so, it would only 

strengthen the view entertained by Dr. N. Venkatramanayya,? that it was Pallava- 

nialla who in co-operation with the Rashtrakita Govinda III, crowned the Ganga 

prince Sivamara, son of Sripurusha. 
  

18.7, 1., Vol. II, part V, p. 20, line 10, 

§ Journal of Oriental Research, Madras, 1934, January-March, pp. 1-8.
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Wall No. 8—Upper row. 

(South-west corner of Court.) 

Panel I',—In this panel the king is seated on his throne, a lady attendant 

stands to his right, another tiny man takes his place on the left of the king. Next 

to these stands a man carefully holding with his hands some article placed on his 

head. This may be the precious necklace again. Below are seated two men 

and two more men are just going out somewhere. 

Panel 1].—This panel which is again divided into two sections like the previ- 

ous one, contaims in the upper section a number of men as if ready to start out 

somewhere. Below we see two elephants. Over one of them sit two men while 
over the other two men are standing. Some more men are ‘seen in the picture 

but it is not clear what they are intending to do. 

Panel 114.—Like the previous panel, this is also divided into two sections, 
the upper contains the king ‘seated, behind him stands an attendant, in front 
of him we find a man with the hands in afjali. Behind him is another individual 
holding the hip of the former. Behind these stand two more men with their 
right hands raised aloft. Below are elephants. Over one of them—possibly 
this was Pattavardhana—sits the individual whom we saw in panel I, bearing 

on his head an article which we supposed was the war trophy brought from the 
Ganga king. 

From the Tandantéttam plates we learn that Nandivarman took away from 
the Gaga king not only the necklace set with the gem ‘Ugrodaya’ but also 
captured an excellent elephant named ‘Pattavardhana’ described as follows :— 
“To his lot (also) fell an excellent elephant named Pattavardhana which (in 

appearance) was like the (manifest) arrogance of its master, like victory in body, 
like a high mountain moving about, (and) from whose temples the ornament 
{of red paint) was wiped away by the excess of flowing rut sipped by- the 
swarm of bees whirling about restlessly.”? | 

Ganga history is full of references to the love of their monarchs for elephants. 

Sripurusha Muttarasa, Pallava-malla’s contemporary, is the author of an important 

work on elephants, namely, the  Gaja-Sdstra.3 Sivaméra, Sripurushas 
son wrote the Gajdshfaka of such poetical merit that ‘if it was imparted to a deaf 

mute, it would make him speak’.? It is not surprising therefore, that the Ganga 
kings possessed some rare elephants and one of them was the ‘ Pattavardhana * which 
fell into the hands of Nandivarman Pallava-malla. This elephant is seen not 

only in this panel but also in several succeeding ones. 

Panel IV.—Herein we see in the upper section four men with their hands 

raised aloft and walking fast. In the lower section we see seven men; three 
to our left are standing, one holding a sword in his right hand, the other two are 

  

* Rea., Pallava Architecture, Plate LXX XIX, Fig. B, upper row. 
* 8. I. 1, Vol. Il, part V, p. 520, I, 11-13. 
7 £pigraphia. Oarnatica, Vol, VIIL, No. 35.
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holding each’ other’s right hand. The three men to our right are also standing 

and at their feet sits a man with his hands folded. 

Panel V.—The upper portion of this panel is seriously damaged. We are 

able to see only three men who are standing. The lower contains three elephants 

with riders on them. One of them is the ‘Pattavardhana’ over which the man 

with the trophy sits, (Pl. XIX, 10, lef.) 

Panel VI.—Like the previous panels, this is divided into two sections. In 

the upper we have Nandivarman seated. In front-of him stands a man with his 

hands in afjali. To the left of the king rests another by whose right side stands 

a fourth man, his right band raised aloft. In the lower half we have an interest- 

ing picture. (Pl. XIX, 10, meddle.) 

Within a small structure we see a man and a woman sitting opposite each 

other and looking out to see something. Next to them we see five men, two 

fallen on the ground, ‘one seated with both his hands raised aloft, while another 

holds him leaning against him as if in terrible fear. Another xnan stands behind 

this group informing them of something. 

Panel VII.—The upper section of this panel has the king seated and attended 

by three men, one of whom is standing behind and two are seated in front. The 

latter appear to be Brahmans. A small man stands in the left corner. In the 

lower half of the panel we have two elephants with riders on them, (Pl. XIX, 

10, right.) 

Panel VIII.—This is an inspiring picture full of action. Swinging their 

long swords and broad shields over their heads, march in great hurry the foot- 

soldiers, followed behind by the proud fast-running elephants each ridden by 

more than one man. The one that sits on the elephant sheltered by the shade 

of a chhaira is perhaps the leader of the army. 
We must remember that Nandivarman was besieged in a place called 

Nandipura which is identical with Nathankoil near Kumbhakonam.t This shows 

that Pallava-malla had gone out of his capital in order to attack his southern 
enemies, and it is likely that he had neither the opportunity nor the possibility 

to return to his capital and to resume his kingship until he had thoroughly sub- 

dued his southern foes, as well as the Gangas who had attacked him from the 

porth-west. 

The relationship between the Pallavas and their contemporary Rashtrakiitas 

from -the time of Nandivarman Pallava:malla to the end of N: ripatunigavarman’s 

reign may be said to have been one of mixed war and peace. At least; three 

Rashtrakiita kings were ‘contemporary with  Pallava-malla. The Rashtra- 

kiita inscriptions mention distinctly hostilities between them and the Pallava 

miler. The verse in the Elura inscription? refers to the subjugation of Kafichi 

by Dantidurga and the Bagumra Plates of Indra III? state that “ Dantidurga 

first reduced the country in the extreme south, then turned towards his ‘enemies 

to Madhyadésa and finally conquered the city of Kajichi.” 

1 Nathankdil is the same as N andipura-Vinpagaz. 

3 Arch. Survey of Western india, No. 10, p. 91. 
* Bp. Ind., Vol. IX, p. %.
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The copper-plates of Pallava-malla are completely silent regarding the inva- 

sion of the Rashtrakitas under Dantidurga. Only the Vélirpalaiyam plates 

of Nandivarman III state that Pallava-malla’s queen was a Rashtrakiita princess. 
We have no direct evidence to show when this Rashtrakiita invasion under 

Dantidurga took place, but the best time for this must have been when Nandi- 

varman was engaged in his war with the Gafgas. The absence of Pallava-malla 
and his army from Kafichi must have furnished the occasion for the Rashtrakita 

invasion resulting in the capture of the city. 
Nandivarman must have learnt of the danger that threatened his kingdom 

and put an.end to his war with the Gangas by quickly coming io an understanding 

with them. He must have immediately hastened te the rescue of his capital. 

If this was the course of events, then we can easily follow the striking military 
scenes depicted in these and the succeeding panels. The Pallava army returned 
in such great haste as to cause much excitement among the people living on the 

route of their march. (See Panel VI of the same row, described on p. 45.) 
In the succeeding panels we have pictures depicting Pallava-malla receiving 

the homage due to him from his feudatories on the way, and we also witness cou- 

fused scenes of warfare indicating, as we suppose, the Pallava-Rashtrakita fight. 

Wall No. 9—Upper row. 

(South-west corner.) 

Panel I.1—Pallava-malla is seated on a raised platform attended by two men, 
one to his right and another to his left, both standing. On a lower level in front 

of the king sits a man paying homage. This is perhaps a feudatory chief. 
Behind him stand two elephants; one is the ‘Pattavardhana’ over-which sits the 

man with the trophy, and over the other sits a man with his right hand raised 

aloft. Below the king’s seat sit four men. (Pl. XIX, 5, left.) 

Panel I1.—The usual ‘two divisions are maintained in this panel. In the 

upper half sits the king on a throne attended by two women on his right. To 
his left stands a crowned figure informing the king of something. Next to him 
a man stands, his hands in afyali. Between these two a smail man kneels before 

the king. In the extreme right corner we see the man with the trophy, not ‘on 

the elephant but standing. In the lower half of the panel, we have caparisoned 
elephants and horses. This is perhaps another picture showing the homage paid 
to the Pallava king by one of his feudatories. (Pl. XIX, 5, right.) 

Panel III.—This picture shows’ the Pallava army resuming its vigorous 
march. Foot-men, horses and elephants march in full speed. (Pl. XIX, 8, left.) 

' Panel IV.—In the upper division of this panel the seated king gives some 
orders to his woman-attendant standing to his left. Next to her stands the 

trophy bearer, while two others are paying their homage to the king. To the 
right of the king under a tree stands a venerable looking man, probably bearded, 

with his hands in afijali. The lower half of the panel is filled with royal elephants 

and riders on them. (Pls. XX, 3 and XIX, 8, right.) 

' Rea, Pallava Architecture, P|, LXX XIX, Fig. A, upper row. 
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Panel V.—As a victor did Pallava-malla enter Kafichi. This is the picture 

we get of him from the upper section of this panel where he sits proudly, holding 

erect in his right hand a long sword. He is attended behind by perhaps one of 

his ministers or feudatories. A number of men are paying homage to him in 

front. In the lower half of the panel we see the soldiers, one on, an: elephant, 

proclaiming his. arrival, while one of the group beats a drum. (Pl. XX, 4.) 

Panel VI.—The prominent feature of ‘the upper half of this panel is 

the throne, the same as the one which we saw in the coronation scene of Pallava- 

malla. This shows that the victor has returned to his capital and has re-occupied 

his throne. The chdmara-bearers are standing one on either side of the throne. 

The royal elephants are posted in the lower half. The return of Pallava-malla, 

as it seems, did not end his troubles. The Rashtrakita army had still to be 

subdued. This was the immediate concern of Pallava-malla. 

Panel VII.—This picture bears out our previous statement that Pallava- 

malila’s troubles did not end with his return to Kafichi. It depicts the raid of 

elephants on the enemy. We witness fallen soldiers and altogether a confused 

scene of warfare. 
Panel VIII.—In the upper section we have the king seated and attended 

by a bhefa who ,stands behind. In front sits a man and at a distance sits a 

Brahman. The king looks very much dejected. In the lower half we have two 

elephants; one is the ‘ Pattavardhana’ carrying the man bearing the trophy and 

over the other sit two men.! 

Wall No. 8—Lower row, 

Panet I*,—In the right quarter of the upper half of the panel the king sits 
on an elevated seat with an attendant behind. To his right stands a small man, 

his hands in the afjalt pose. In front of the king stands, on'a raised platform 

of the shape of a flower-pot, a man again with his hands in’ avjale relating some- 

thing. Behind him sit two men, one of them holding his hands in aijali. The 
lower half of the panel ‘contains six seated figures, three on either side of the pot- 

shaped platform. 
Panel I].—The upper half of this panel is again occupied by the king seated 

and attended on his left by a man with hands in aiijali. Three men are seen in 

front of the king; two are seated and one is standing with his left hand raised 

aloft. The lower half is taken up by five seated figures. 

Panel J1I.—This clearly depicts a battlefield with two rival armies. The 

army seen to ourright in this panel really starts its march from panel IV of the 

jower row of wall No. 9. I consider that the present panel represents the 

final contest between the Pallava and the Rashtrakita forces. This fight starts 

earlier and culminates in the battle depicted in this panel. We may notice in 

particular the defeated and fallen soldiers of the army on the left. 

Panel EV.—The king is seated on his throne. The attendants are standing 

behind. We are not able to identify the man seated to the right of the king. 
  

% Despite Rea’s woodcut, the man over the elephant in the right corner holds nothing in his hands, 

* Rea, Pallava Archilecture, Pl. LXXXIX, B, lower row. 

a2
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Panel V.—On a singie dsana sit four men; the third from the left seems 

to be the king but who the others are it is difficult to maintain. The one to the 

left of the king has placed his right hand on the king’s left shoulder. Below the 

dsana are seated two small men. ‘Both these panels may be taken to represent 

the consultations that preceded the battle. (Pl. XIX, 11.) 

Panel VI.—The Pallava army of elephants headed by the commander or 

horseback is marching fast to the battlefield which we have already witnessed 

in Panel III. A foot-soldier with a long sword in his left hand walks in front of 

the horseman. (Pl. XIX, 12.) 
Panel VII.—The Pallava king sits in a very dejected manner attended behind by 

a bkata who holds a staff in his hands. Two men who have just arrived .on an elephant 

stand before the king, perhaps with some momentous news about the movements 

of the enemy. On an dsana opposite to the king sits a man. (Pi. XIX, 13.) 
Panel VIII.—This depicts the Pallava army receiving instructions from the 

commander on horseback. 
Wall No. 9—Lower row. 

Panels It, III and. 1V.—These show uniformly a fight, probably a skirmish 
between the~Pallava army and the Rashtrakita forces at an early stage in the’ 

campaign.. The soldiers. who are beaten are helplessly falling on the “ground. 

(Pl. XIX, 7.) 
Panel II.—It is curious that in the midsv of scenes of destruction and wat, 

we find a beautiful sculpture of Vishnu. (Pl. XIX, 6.) There seems to be no doubt 

that -the figure is intended to represent a miniature sculpture of the deity installed 

inside the garbhagriha of the Paramesvara-Vinnagar. The figure of Vishnu is profusely 
ornamented, a feature unusual in Pallava sculptures. Again it. seems to be 

singularly out of place in the centre of pictures depicting war and confusion, We 

are inclined to hold that it is a later embellishment, the original panel having 

been covered up or chiselled off.2 However, the Vishnu relief, as it stands, is by 

no means completely out of place, for the image is in very close proximity to the 

temple and the Alvar shrine delineated in another panel, which we shalt describe 

presently and which have a more genuine look.® 

Panel V.—This panel is of immense value to us. The first figure’ here is 

that of the imposing elephant ‘Pattavardhana’ over which the man with the 

trophy sits. There is also another man apparently riding the same elephant. 

The elephant stands next to a shrine which we may identify as the Paramesvara- 

Vinnagar. The vimdna of the shrine is a copy of that of the Vinnagara. 

(Pl. XIX, 9., 
Next to this shrine we see an dvdr installed in a smaller shrine.4 He wears 

a yajphopavita and sits in a meditative posture. He may perhaps be one 

of the first three dledrs who had by then come to be worshipped by the Vishnu- 

bhaktas. \t is not unlikely that in front of the Paramesvara-Vinnagar there 
was originally a shrine dedicated to this dlodr; if so, it must have been replaced 

‘Rea, Pallava Architecture, Pl. LXXXIX, A, lower row. 
‘ An examination of the position and the nature of the panel will convince any one of this fact. 
Some of the panels on this wall have veen badly plastered with additional ornamentations which are pot part of the 

an sculptures, But, fortunately, these plasters are peeling off at many points at present, enabling us to see the original 

eculptares, 

*The shzine is thickly covered with plaster. In the lower portion of the shrine we see the original stone.
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later on by ‘the Garudalvar shrine which we see today in front of the Vaikuntha- 

perumal temple. Next to the Alvar shrine we see a ‘tall dhvajastambha (flag- 

:ataft) bearing on the top a row of emblems resembling the Vaishnava caste-mark. 

(Pl. XX, 5.) The emblems are seven in number and are very significant, They are 

“not plaster-work, and undoubtedly, form a part of the original design.1 Now there 

-aTises a question whether the Vaishnava caste-mark began to obtain such a signifi- 

-cant position in their religion as early as the days of Nandivarman Pallava-malla. 

That the Vaishnava caste-mark acquired sufficient importance by the tenth 

century is supported by epigraphy as well as by literary references to it. It is 

-quite likely that by the time of Tirumangai, the devotees of Vishnu adopted a mark 

of their own to distinguish themselves from the Siva-bhakias. The term * niru ’ 

used in Tiruvdymoli is generally accepted by Vaishnava scholars to refer to their 

caste-mark though Vedantadedika says that the word ‘nyu’ “ refers only to 

the dust (pachchaikkarpiiram) used in the worship of Vishnu. Desika quotes? a text 

as from Atharvana and explains that the ‘drdhuspundram’ described therein 

refers to the caste-mark of the Vazshnavas. Besides, we have in Nachehiydr-Tiru- 

:moli the following verse? : 

“ Sindurach-chempodippdl Tirumalirufijdlaiy-engur 

IndiragSpangalé elundum parandittanaval 

Mandaram natti anru madura=kkoluii=jaru-konda 

Sundarattdludaiyan fulalayil ninru uydunkols ” 

Here the Sindura-chchempodi seems to be a clear reference to the red dust used 

by the Vaishnava devotees for wearing their caste-mark on their forehead.‘ 

The scattered references contained in the Ndlaiyiraprabandam® to the 

Vaishnava caste-mark enable us to assert that by the time .of Tirumangai-Alvar 

the contemporary of Pallava-malla, the Vaishnava caste-mark had come into use. 

"Therefore, we may safely conclude that the series of seven U-marks on this stambha 

in the panel are only representations of the Vaishnava caste-mark. The number 

seven is significant. We know ‘that the Vaishnava Brahmans affix twelve of 

these marks on different but definite parts of their body and that the Vaidyas 

afix four. I cannot find any evidence to affirm how many the Kshatriyas are 

expected to ‘use. It may be that the number is seven. If this could be proved 

correct, then the seven U’s in the stambha are. self-explanatory. 

We may conclude that the whole scene in this long panel represents Nandi- 

varman, not only as the builder of the Parameévara-Vinnagar but as the monarch 

who firmly established the Vaishnava religion. 

Panel VI.—1f our views and interpretations of the previous panel be correct, 

we shall then be justified in interpreting this panel as depicting another phase 

of the religious policy of Pallava-malla. ‘The scene of impalement portrayed 

  

2 I cleaned completely the white-wash snd examined the original surface of the stone. 

3 Paicharatra, chapter II, pp 40-65. 

3 Andaj-9, 1. 
“The Vasudevopanishad mentions ardhvapuydram, but we do not know the date of this authonty. Probably it iv a 

ate work. . 

5 Tiruvaymoli : references to ‘niru’ 

Periya\vair—3, 4, 8.
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in this panel may naturally lead us to the conclusion that the religious policy 
followed by Pallava-malla was not one of uniform tolerance. (Pl. XIII, 5.) 

Panel VII.—The significant figure here is that of ‘Pattavardhana’ and the 
man with the trophy who is seated on it. And there is another man standing 

by its side. Nandivarman is seated on the throne attended by two Brahmans. 

Below the throne is seen seated a small man with one hand raised aloft. 

Panel VIII.—The king is seated on the throne. A number of men are 

paying their respects to him-on both sides. Below are seated a row of five men. 

Panel [X.—We see Nandivarman last as a warrior and a_ victor. The 

Ekadhira* sits proud in the plenitude of power, spear im hand,? and attended by 

a young bhata. 
——— 

' 4‘ Ekadhire * was a surname of Pallava-malla’s, Kaéakudi plates, 8, 7, I., Vol. Il, Part TH, p. 354. 
* Tirumangai-Alvar describes Nandivarman thus : . 

“ Seruvél valahgai=ppiditta padai=ttiral Pallavar-kdn.”—Parameévara- Vinnagara-Padigam.
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NOTES. 

1. (Page 1.) 

Vinnagar—M. Srinivasa Ayyangar! maintains that the word Vinnagar or Vinnagaram is 

a corruption of the Sanskrit word Vishnu-nagara and that it may mean ‘any house of Vishnu’. While 

‘we adniit that Vinnagaram is a general name for a Vishnu temple, we fail to see that the corre- 

sponding Sanskrit term is Vishnu-nagara. The Tamil name Vinnagaram must correspond to 

the Sanskrit name Vishnu-griham. We may herein refer to the Mahéndravadi inscription of 

Gunabhare (Mahendravarman I). Here the Vishnu temple (Murdari-griham) is called Mahendra- 

Vishnugriham.* 

We have in the Tamil land more than one Vishnu temple known by the name Vinnagaram 

and celebrated in the hymns of the Alvirs. The following may be mentioned :— 

(1) Ariméya-Vinnagaram 

(2) Vaikunda-Vinnagaram 

(3) Nandipura-Vinnagaram 

(4) Kali Siradma-Vinnagaram 

(5). Tiru-Vignagaram. 

2. (Page 1.) 

The text of the inscription of Dantivarman is published in 8. J. Z., Vol. IV, No. 34 of 1888. 

T have examined the inscription on the spot and I give the text below. 
“‘ Dantivarma-Maharajarkku yandu padinélavadu Parameévara-Vishnugrihattu Bhatararkku 

Dantivarma-Maharajar § kudutta pon-bhajanam=onzinél padinayira=kkalafiju || 

Avani{chajndrar konduvandu kudutta miva{yira=kkalafiju] ponnal niéadi tangal 

விகி... yum sdvarram payyar Naranakuttiyum Avani{chandrarkku]=kkarana._ 
wes ப ள்‌ ge a sg 4 

makiya Korrampadai=ttantira Settu Taliyum inndlvarum mahanagarattérayum‘ 

i-{Alinalar kilavarayum Kééava kké........ 7, ்‌ ்‌ 
The inscription is damaged at the end. 

3. (Page 1.) 

Sketches of the sculptural representations of Vishnu in his various aspects and incarnations 

found in the Vaikunthaperuma] temple are contained in plates? LXIX, LXX, LXXI, LXXII, 

LXXIII, LXXIV, LXXV, LXXXI and LXXXI. They consist chiefly of the Varaéha, Nara- 

sinha, Vamana and Trivikrama avatéras of Vishnu. 

Between these representations we also find portrait sculptures of two seta of kings and queens 

but unfortunately they are all much damaged. Nearly all the sculptures around the garbhagriha 

carry on them thick coatings of plaster. 

4. (Pages 6 and 7.) 

Valmiki, the author of the Ramayana was so named because his penance (tapas) was so 

severe and of such a long duration that an ant-hill (valmika) grew round him and he was oblivious 

of it. Hence the idea of an ant-hill is usually associated with severe tapas. 

Sculptural representations of the legend of the descent of the Ganges seem to have been a 

favourite of sculptors of the Pallava period. The earliest: representation of Gangadharamarti 

is found on the rock-cut cave of Mahendravarman in Trichinopoly. But the most remarkable 

representation of Gangavatarana is the one at Mamallapuram. In one of the northern shrineat 

of the Kailasanatha temple, Gangidbaramirti is represented with Bhagiratha ‘at tapas. At 

  

1 Tamil Studies, ற, 301. i 

3 Ep, Ind, Vol. IV, pp. 152 ff. 
9 Rea’s Pallava Architecture. 
* Rea's Patlava Architecture, PI, XLIV, Fig. 2.
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the feet of Bhagiratha we have a worshipper. This picture may be compared with the Vaikuntha- 

perumi] sculpture. 
5. (Page £2.) 

A Grant of Nandivarman I. 

This copper-plate grant was first edited by the Rev. T. Foulkes in the Indian Antiquary 

\Vol. VITI, pp. 167 et seg.) where he described it as “‘a land grant on three thin plates of copper 

8$" long, 28” wide and about 4,” thick. They are united by a sealed ring 3” in diameter and made 

of }" copper-rod. The seal is 3” in diameter ; and has a standing bull in relief, surrounded by an 

obliterated inscription. The inscription of the grant occupies the two inner sides of the two outer: 

plates, and both sides of the middle plate. It is written in bold, well-formed letters of the Pallava 

character, as it may now fairly claim to be called ; it is in the Sanskrit language and all but the 

concluding verses is in prose form. The first plate has an endorsement in five lines, of more recent 

date, in archaic Tamil characters, and in the Tamil language in prose form. 

“The ring has been cut, apparently some time ago; and it is therefore probable that an im- 

pression of the plates has already been taken or attempted. 

“Tt is a grant of four pieces of waste or forest-land attached to the village of Kajichivayil, to- 

Kula-Sarman, a Brahman resident of that village, by Nandivarman, king of the Pallavas’ in the 

first year of his reign. 
“The endorsement records the mutual decision of the village of Kaiichivayil (which had by 

this time come to be called Ikanmaraimangalam) and Udayachandramangalam formally sssem- 

bled in council, to unite together to form a single village-unity It is dated in the twenty-sixth 

year of the reign of the Chola king Kopparakesarivarman.” 

Regarding some of the errata of the plates, Rev. T. Foulkes considered them as mere clerical ” 

errors of the artisan engraver and at the same time pointed out the influence of the Tamil language 

on the composer of these plates. He did not doubt the genuineness of the plates either on these 

grounds or for the reason that it contained an endorsement belonging to u period much Jater than 

the date. to which the original record falls. 

It was Prof. Kielhorn who, on very inadequate grounds, expressed the belief that this grant 

may be a spurious one. On the other hand, there are strong reasons to consider the record as & 

true one. 

(1) This grant, like some of other grants of the Pallavas, is issued from their capital 

Kafichi. 

(2) There are no discrepancies in the text except perhaps the apprehension that the genes 

logy may not fit into the proper genealogy of the Pallavas. 

; (3) The introduction to the grant is of the same type as in the early Pallava records, +.¢., 
the Uruvapalli, Mangadir and Omgddu grants. 

(4) The seal of the grant, like all other Pallava seals, bears the bull with a much worn and 

illegible inscription round the margin. The bull is standing as in the seal of the British Museum. 

plates of Charudevi. ்‌ 

(5) The genealogy of these plates fits in with the Pallava genealogy, so far as it has been 
worked. It is clear that there were three Pallava kings by name Nandivarman who ruled the 

kingdom (each in his turn). The present grant obviously relates to the reign of the earliest of . 
them, Nandivarman I. In addition, a contemporary record belonging to the early Ganga 

dynasty throws light on the genealogy of the present Pallava plates. The Penukonda plates of 
Madhava II state that there were two Pallava kings, Sizhhavarman and Skandavarman, father 
and son. This is clearly in agreement with the succession list given in the Udayéndiram plates’ 

of Nandivarman I. Therefore, the genealogy presents no difficulty.
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(6) Now, the difference in palsography between the early Pallava grants like the Uruvapalli 

and the Maigadir plates and the record in question ‘is not very marked. I think it does 

compare well with the Pallava plates mentioned above except that the Udayéndiram record is 

inscribed in larger letters than usual. 

Dr. Kielhorn himself admitted that the alphabet employed in the Tamil post-script actually 

belongs to the time of Parintake I. Likewise the alphabet of the Grantha portion undoubtedly 

belongs te the fifth century A.D. 

Excepting the mistakes in the orthography noticed by Foulkes and Kielhorn, there is nothing 

in the inscription calculated to raise a doubt regarding its genuineness. The peculiarities in the 

orthography are nothing more than scribal errors due to the engraver not having had a sufficient 

grounding in Sanskrit orthography. 

Since the endorsement speaks of the two villages of Kajichivayil and Udayachandramangalam 

as having been amalgamated into one ‘village, naturally this fact is recorded on a former grani, 

namely, the Pallava record, which spoke of the village of Katichivayil as a separate unit. 

6. (Page 32). 

It is believed that the reign of Rajasirhha did not witness any warfare. However from 

the sculptures of the Vaikunthaperuma) temple we are able to gather that his rule was marked 

by some disturbance probably towards the end of the reign and just before the coronation of 

Paramedvaravarman II. This piece of evidence is supported firstly by his (Rajasimha’s) birudas 

which glorify him as a mighty Kshatriya and a great wrestler. In the inscriptions of his temple 

Rajasirbhesvaragriham he is described as éri-Apardjitah, sr¥-Amitranallah, sri-.irimardanah and 

$ri-Ahavakésari. In his oft-quoted pragasti he is known as the great wrestler—and as 
one who is ‘always victorious in battle (Ranajayah). Secondly by 4 foreign source, namely 2 

Chinese text, we learn that 

“In the year 720 A.D. the King of the kingdom of South India, Chelittna-lo-seng-kia (Sri 

Narasithha) proposed to employ his war elephants and his cavalry to chastise the 
Ta-che (Arabs) as well as the T’ou-po (Tibetans) and others. Moreover, he asked 

that a name be given to his army ; the emperor praised it greatly and named his army 

“ the army which cherished virtue ”.1 

So far we have not obtained any internal evidence to support that Rajasimha led any expedition 

against the Arabs and the Tibetans. However it is not unlikely that he had some northern 

enemy whom he defeated. In this connection we may refer to a note by Krishna Sastri who 

has suggested that in the period of Rajasimha the Pallava dominion was ambitious enough to 
extend to the distant islands.? 
  

2 Chavannes: Notes additionnelles sur les Tou-kive (Tures) Occidentaux, T’oung Poo Ii, 6: See K. A. Nilakanta 
Sastri—Foreign Notices of South India, intro., page 16, and text, pp.116—117, 

* Fp. Ind., Vol, XVIII, p. 152, Note I.
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APPENDIX I. 

(See pp. 33 8.) 

Secrion A.! 

1, Svasti Sri [ || *] Ivvagayé Brahman=adi-dga varaninra Pallava-vaméattu] Paramésvarap= 

Pottaraiyar avarggasthar=ivadv | Rajyam=utsannam[a*]ka m[4*]ttrakalu[m*] ghate- 

kayaru[m*] milaprakritiyu[m*] 

2 K[a*}tavééakula-Hiranyavarmma-Mah(&*]r[A*]jar-adekka raja{bha]ram grahakka gamartthar= 

ubhayakula-pariguddhar [govala]=ppottagav-enru vidugapadu ... ponda idam ॥ 

Section B. 

1 Apparikar vandu Hiranyevarmma-Maharajaraik-kana avar ningal pondavaren=ena 
rajyam=utsannam=ayadu ... hikka-[miattadu] ubhayakula-pariguddha ni pottara enru Sonne 

idam |f 

SEcTION C. 

1 Adu ké{(tu) Hiranyavarmma-Maharajar kulamallarayu{m*| kivi vinava drum pdkar-dkat-tam 
makka] Srimallanu Ranamallanu Samhkrimamallanu Pallavamallana en- 

2 bargalai vinava kudu enbar ninru tim rajyam seya vara nam pokdm=enbat=tam ttamta[p*]p4 
p=[Palla]vamallan-dna ParamBévara(n*] nin povan-enru toludu ninta idam || 

Section D, 

1 Adu kéttu Khdtakakula[m*] sirakka tonziys atyinvita-suputran rajyafi-seyap-pokapran- 
ennu harshayalu{m*] pirivin santapattélu[m*] amritamun-na[fiji] kalandan{na) hrida- 
yattan-agi en magan 

. 2 pannirangu vayattar bilanai pokkén=ena viddha{ga}mikar-ina © ‘Tarandikonda-Pobar- 
ivan Mahavishnuvay prarddavaii-éeydan Chakravartti ava=ni varundél=enru ule 
kolvikké .. idam | 

Section E, 

1 Idu Hicanyava? . . . . . karir kariyakalizinzaflaly 

so. . . . «. . « . kolgaenra idam || 

Section 14, 

1 Aturanaru éévakan=iduvitta kkél{kuvir] idu kalirin-ralay=anru nun makanudaya zankvehen- 
{i]vayi 

்‌ enru Tarandikonda-Pééar Hiranyavarmma-Maharajarkkuch-=cholla avar pidi [viJdu idam ॥ bo
 

Section G. 

1 Tdu Hiranyavarmma-Maharajarun-Tarandikonda-Poéarum vidai kodukkach-chivikai 
2 mépinrumeilindu toludu-kidandu vidai kollu[ki*]nga idam || 

Section H. . 

1 Afgu-ninrum pdndu pala giri-nadi-vana-gahana(th]galaik-kalindu varuginramai னி 
Pallavadi-ira;yar ediréy _ ee 

a aa 

*[ The text of the inscription (9. I. I. Vol. IV, No. 136) has been revised on the spot by Mr. A. 8. Ayyer, Epigcaphical Assistant. The importance of the record is discussed by Mr. K. V. Subrahmanya Aiyar, = Ep. Ind., Vol. XVIII, உ. 1192-80 
* This section is very much damaged.
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2, mahabalattsdum vandu yanai ‘érrikkondu Ké&fichipura-mahanagarattu ... ga marindu 

ponda idam || 

Section [. 

varanai varugin{rajmai = kéttu mahasimantarun=Nagarattaru(m*] milaprakritiyu{m*] 

KAdakka-Muttarayarum-edir-vandu kdyil kondu puganda idam | ்‌ 

Section J. 

Mantri-mandalamu[m*] mahdsimantarum §§ ubhayaganattayarun=ghatakayaru[i*] 140 

Nandiva[r}mman-enru abhishékaii-seydu térkkéy chchatri-karivayum Samudraghdshamu(m*} 

[a . sa] Khatvéngad-dhvajamu[m*} Vrishaba-lafichchanamu[m*]=iraka .. . dikalar-kitti 

Vidévidug=-ennun-tiruvanai nadavi abhishékafi-geydirunda idam || 

bo
 

Szcrion K. 

1 Inge Perumanadigal=agi rajyafi-sey[ya}nizka .... mantrikalu[m*} milaprakyitiyu{m*] ji ... 

nikayu[{m*] pardkram-dteéhamudaya Sri- . 

2 chalu! . . . . Jka enw... ~~ idam J 

Section L.? 

1 Avvagaiyé irundu pdna durdhukkamika . . . + + + ya kandi 

2 . « (damaged) ‘ : 

Section M? 

ந களாகக்‌ ம svarangandar kittiya nipuparga] éuddha- 

2 varkaljané . . . . . « » iva. . , 

  

3 { Dr. C. Minakshi reads here ‘Chalukki Vikramdditts’; bat it is dificult to read these words from the existing 

traces. Ed.] 
2 Sections L and M are very much damaged, and only s few letters here and there are decipherable.
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APPENDIX I. 

(See page 38.) 

The Udayéndiram Grant of Nandivarman Pallava-malla. 

It was Rev. T. Foulkes who edited this copper-plate grant, first in the Indian Antiquary 

(Vol. VIII, pp. 273 et seq.) and then in the Manual of the Salem District (Vol. Il, pp. 355 e 

seq.). Dr. E. Hultzsch re-edited the same in the South Indian Inscriptions (Vol. II, part III, 

pp. 361 e seq.) ° 

These copper-plates, according to both Rev. Foulkes and Dr. Hultzsch, are five in number 

and are strung on a ring which is cut and bears a circular seal. “ This contains, in high relief, on 

# counter-sunk surface, a recumbent bull, which faces the proper right and is placed on a pedestal 

between two lamps.” 

The inscription consists, first a grant of Pallava-malla in Sanskrit and Grantha characters and 

secondly, an endorsement of the Chola king Madiraikonda Parakesarivarman (dated in his 26th 

year) the text of which is identical with the endorsement of the same king on the Udayéndiram 

plates of Nandivarman I. _ ‘ 

Dr. Hultzech suspected the genuineness of these plates and said that they may be a forgery, 

for which he assigned certain reasons. His primary observation was that the Grantha and Tamil 

alphabet of both the portions of the inscription is considerably more modern than that of the 

other grants; and as a consequence, these plates are either a forgery or a copy made at a later 

date, of two inscriptions—-one of Nandivarman Pallava-malla and the other of Madiraikonda 

Psrakesarivarman. 

A second flaw which he observed in the inscription is that Nandivarman Vallava-malla is 

called, not the successor of Paramesvaravarman, but his son; therefore, this fact is at variance 

with the statement in the KaSakudi plates. Consequently, Dr. Hultzech concludes that here 

is another point inducing one to stamp the Udayéndiram plates as a forgery. 

Further, according to line 64 of this plate, the donees should be 108 in number, but the actual 

number is, however, only 63, and that of the sharés, 133. This discrepancy is, according to 

Dr. Hultzach, a third point suggesting that the inscription is a forged one. 

A facsimile of the inscription is produced by Rev. Foulkes in Indian Antiquary (Vol. VII, 

p. 275) and a atudy of the alphabets definitely indicates that the writing belongs to a later period 

than that of the other grants of Pallava-malia. Besides, the writing looks as if it was insoribed 

by one single hand. However, this does not necessarily mean that the inscription is a forgery or 

& spurious one. 

The second defect might have been only a slip of the engraver, or perhaps Nandivarman out 

of sheer love and respect for his predecessor Paramedvaravarman, might have called himself as 

his (adopted) son. 

The absence of the remaining donees may be explained thus: These seta evidently being & 

later copy of an original (true) grant, it is just possible that before the copy was made, one inscribed 

plate belonging to the original set was lost. Probably, the plate after the fourth and the fifth 

was lost, and it is perhaps this that induced the later copyist to number the present plates in order 

to ensure safety. We are definitely told that the ring of the present plates was found cut when 
it was discovered, and we do not know when this was done. It may be that the eet was not entire 

at the time of its recovery and that one plate had already been lost.
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Considering these explanations and the fact that the incidents described in the grant fit very 
well into the history of the Pallavas. I have no hesitation in admitting that the present plates are 

a reliable copy of the genuine ancient grant, 

The endorsement must have been written on the original plates in the 26th year of Madirsi- 

konda Parakesarivarman, because the Pallava record speaks of the villages of Kaiichivayil and 

Udayachandramangalam which had united into one village in the time of the Chola king. 

x2
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APPENDIX IIl. 

Roya ABHISHEKAS OR CORONATIONS. 

The series of abhisheka or coronation sculptures which is a unique feature of the Vaikuntha- 

perumal panels has really offered the key to the assumption that the entire group of sculptures 

found on all the walls of the verandah of the temple are essentially historical in their theme. A 

study of these abhisheka scenes reveals that the form of representation andthe style adopted in 

portraying them are almost identical with one another though other minor or minute details may 

differ. 
The kings who are the chief interest in these abhisheka panels are all portrayed big in size and 

appear seated majestically on a throne or dsana with their legs hanging down and their two 

hands leaning on their thighs, indicating a noble bearing. This seems to be the usual mode 

adopted in a conventionalized form in representing the abhishekas of both gods and kings in the 

early art of South India. (Vide Laksmi or Gaja-Laksmi, Variha-mandapa, Mamallapuram ; 

Sugriva-pattabhisheka, Ramayana sculptures, NageSvarasviami temple, Kumbakonam.) 

The kings who are the centre of each of these coronation sculptures appear wearing across 

their breasts a cross band which may be said to resemble a chhannavira. Usually this ornament 
is described as a sort of double yajfiopavitas and is said to pass over either of the shoulders cross- 

wise and fastened in the middle of the breast and back. But the cross band worn by the Pallava 

kings in the abhisheka panels differs from the description given of chhannavira in that the former 

passes over the arms also. It is a noteworthy fact that this cross band is indeed a sine qua non 

of the Pallava kings at the time of their coronations. And they do not seem to have worn this 

ornament on other occasions. This characteristic ornament of the Pallava kings may be des- 

cribed as an ubhaya-vaikekshika as different from a chhannavira. (P]. XXII, 6.) 

Besides the cross band other jewels such as kendalas, keyiiras, upagrivas and haras 

also appear on the person of the king. The actual ceremony of the coronation is performed by 

two men apparently Brahmans standing one on either side of the king in the act of either placing 

the crown on the head of the king or pouring the sacred water from chanks or pots. The para- 

phernalia of the kings consisting of ministers and officials, elephants and horses are also depicted 

in certain panels, while in others we have two or three riders on the backs of elephants holding 

in their hands Aumbhas of sacred water. (Pl. XXI,c.) Yet in a few others we have enthusiastic 

spectators watching the ceremony from the balconies of certain buildings. 

In his account on ‘ The Lingodbhavamarti of Siva of Indo-China ’, Dr. F. D. K. Bosch draws 

attention to an interesting sculptural representation of a royal abhisheka from Cambodia. The 

stone on which this sculpture is found, originally formed a lintel of the Vat En Khna and is now 

placed in the Albert Sarraut Museum. Dr. Bosch describes the panel as follows :—‘‘ Under the 

arch is depicted a procession of Brahmans and nobles who approach from both sides to a central 

personage who wears a high crown and is seated on a throne under a mandapa.” 

I do not believe that these rows of men are carrying presents, as has been supposed. The 

round pots and narrow necked vessels which several of them carry in their hands are kumbhas 

bearing a clear resemblance to pots containing holy water which are in actual use in Bali. The 
Brahman just in front of the right side of the central personage is lifting the kumbha above the 

head of the latter, as if to pour water on him. His partner on the left makes a similar gesture 
with a conch. Now taking account of the fact that in India while administering the abhisheka 

one makes use of the éankha which ought to have its characteristic spiral turned to the right,. there 

are good reasons for interpretig, the scene as a royal abhisheka.
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Interpreted in the light of the art of the several royal abhisheka sculptures of the Vaikuntha- 

peruma] temple, the Cambodian sculpture whose photograph by Dr. Bosch appears in the B. E. 

F. E. 0., Vol for 1931, is undoubtedly a representation of a royal coronation. 

The relationship that existed between the Pallava kingdom and Cambodia is amply borne 

out by the fact of the presence in Cambodia of the Pallava form of writing, their legends and their 

style of architecture. This royal abhisheka scene from Cambodia which approximates to the 

Pallava sculptures seen in the Vaikuithaperumé] temple, is one more evidence of the cultural con- 

tact that prevailed then between these two countries. 

ASvAMEDHA SacRIFICES. 

The triumph and honour which a prince or a king obtained as a result of the performance of 

an Aévamedha sacrifice in ancient India, are usually described in the prasasti of the copper-plates 

or inscriptions of the kings concerned. Rarely do we find pictorial representations of the sacrifice 

in Indian art, much less in the case of South Indian art. The Asvamedha horse adorned the coins 

of the great Gupta emperor Samudragupta, but the actusl performances of Aévamedha-yajiias of 

some of the Pallava kings are beautifully depicted on the walls of the Vaikunthaperumal temple. 

Of the entire series of sculptures only three panels depict the Advamedha sacrifice. It is to be 

noted that 1t is the early charters of the Pallavas that make references to the performance of the 
Asvamedha sacrifice ; and the panels of the temple are in agreement with the charters, as all the 

three pictorial representations are depicted in the beginning of these sculptural series to suggest 

that they were performed by the early kings of the Pallava dynasty. 

Of the three panels noted above, one has been assigned to the early Pallava king Kumara- 

vishnu, while the other two have been ascribed to Nandivarman I, though from the copper-platea 

of the Pallavas we get no-information regarding the performance of Aévamedha sacrifices by Nandi- 

varman I. These panels are particularly valuable as they supply additional information about 

Nandivarman’s reign, not found in the copper-plates. The convention adopted in portraying the 
Aévamedha sacrifice is as follows :—(1) The ytipa or the sacrificial post is depicted in the form 

of a vertical band with a curvature on the top. (2) The beautifully adorned horse is fastened to 

the yiipa by « string tied around its body. (Pl. XXII, c¢.) (3) The performer of the sacrifice is 

resting on his knees and holds in his extended right hand some grass for the horse to nibble 

at and from the chkatra which is seen held over his head, we know that he is certainly the king. 

(Pl. XXIII, d.} 1n the upper register is usually found the yajin seated in the dhyana attitude. To his 

right, is seated the queen, excepting in one panel where the queen is seated to the left of the king. 

In one of the panels relating to Nandivarman I, the priest is seated in front of the royal performer. 

On the whole, the Aéeamedha panels are not only highly valuable, but are also extremely striking. 

WARFARE. 

Of the four traditional divisions of the army—chariota, elephants, horses and footmen—-the 

firet is not found represented i in the panels. It can therefore be assumed that for martial purposes 

the chariots were not in use. The war elephants are portrayed full of realism and appear vigor: 

ous, robust and strong. Very artistically adorned elephants bearing howdas on them (PI. XXII 2) 
are seen frequently in the panels, with the ssahouts seated on their necks wieldi ing the ankuéa in their 

hands, Innumerable horses have been used in warfare and fierce cavalry engagements are portrayed 

with great realism. The infantry is seen in fight with the enemy and are portrayed with war wea- 

pons, such as javelins, swords of different types, shields, staves, etc. (Pl. XXITI,@). The Pallava 

‘soldiers wear garments whieh resemble the modern shorts, and the upper portion of their bodies 

are left uncovered.
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SIMHASANAS OR THRONES. 

The simhdsanas are exquisitely executed and three different types may be seen in the panels. 

One type is adorned by lions as well as the makara motif (Pl. XXIV, d). The workmanship of the 

lions on the thrones are more or legs identical with those found on the thrones of the Buddha. 

(Vide the statue of Buddha, Sarnath Museum.) Another type has the makara motif without the 

lions (P]. XXII, f), and the third type has the lions-alone without the makara motif (PI. ‘XXII, ¢). 

Though these appear to have been made of wood, it is difficult to say what material was used for 

their construction. 

Srrming Posture or Kines aNnD QUEENS. . 

The sitiing postures of the various Pallava kings and queens are very graceful and majestic, 

and they are generally seen in the mahdrajalila and sukhdsana poses. In the panels depicting 

religious scenes, the kings are seated in the dhydna and the vajrasana attitudes. In a particular 

panel, Nandivarman I after performing the Aévamedha sacrifice sits in the mahdrajalila pose. 

The dignity exhibited in the face and the happy and contented look of the royal performer are 

at once very impressive. 

In another panel the queen of Narasirnhavarman I is seen with both her legs hanging down, 

while her left hand is holding a flower by its stem raised aloft. The king is seated on her left in 

the mahdrdialila pose and is listening to somebody. The whole scene presents @ beauty and 

homeliness which is unparalleled. 

Kine’s Crowns. 

Typical Pallava conical crowns (Pl. XXII, e), both ornamented and otherwise, are worn by the 

royal personages depicted in these panels. The queens are also wearing the same kind of crowns 

but a httle simpler in design. The kings (as in the case of Pallava-malla) change their crowns to an 

artistic turban when in the midst of fight (Pl. XXII, g). The ministers wear a turban which 15 

distinct from’ those of others; the king’s turbans worn on ordinary occasions may be said to 

resemble these ministerial turbans. 
TURBANS. 

Turbans of various patterns (Pl. XXIII, 6) Htave been in use among the people of the different 

classes. The minister’s turbans pass in two folds crosswise on the head with a tassel hanging loosely 
on the side. Two knob-like projections also appear as ornaments on the top of these turbans. All 

the feudatory chiefs wear only turbans. A long piece of cloth is neatly tied round the head with 

& conical projection at one end of the head resembling a modern Punjabi turban. Ordinary 

Brahmans wear their hair tied into a knot and thrown on one side of the head, whereas the most 

venerable of them wear their hair parted in the middle and have their tresses hanging loose behind. 

‘The Priests are seen with thick jatés, ag is the case now in South India. 

JEWELLERY., . 

The kings wear crowns, armlets, wristlets, upagrivas, patrakundalas, ubhayavaikakshika, 
yajopavitas and rudrakshamalas. The queens adorn themselves with,.simple chains et with 
gems, upagrivas, armlete and crowns. They are usually represented nude except in certain = 

when they are seer’ wearing a short garment with folds hanging down to their knees. The ministers 

Wear some jewels which are not usually found on other persons. Their under-garment passes 
between their legs. Only a limited number of jewels are visible on the persons of the ordinary 
men and women. 

HovskHoip ARTICLES. . 
This includes cots, chairs, vessels of different shapes probably made of gold, a8 well a8 big 

jars. There are panels where the feudatories are seen bringing presents before the king in — 
plates, and sometimes precious gems are placed in front of the king in cups of various shapes. 
a particular panel is represented a cot which is very similar to a modern cot found in the Telugt 

Districts.
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Gops anp Human BEeErneos. 

In tracing the divine origin of the Pallava dynasty and representing the same on the walls 

of the Vaikunthaperumal] temple, gods stch as Vishnu and Brahma appear in the beginning of these 

sculptures and yishis such.as Angiras and Brihaspati, etc., are aleo delineated. The gods are 

uniformly portrayed with four hands, whereas the human beings are represented with two hands. 

But in one place, Siva is represented with two hands and in another place Vishnu is represented 

as an ordinary human being. Why? Since all these sculptures are historical in theme, the 

sculptors must have thought that the sudden introduction of four hands would baffle the on- 

looker and hence must have made the gods also look more realistic by adopting the early conven- 

tion of the Pallava artists. Siva as Somaskanda is very often represented with four hands in early 

Pallava art, and the statue of Vishnu in the Mahishasuramarddani-Mandapa at Mamallapuram 

possesses only two hands. 

The human beings, both men and-women, are represented full of life and energy, and the 

correct emotions expressed by their facial expressions are beautifully maintained by the artista, 

Royal couples whispering to one another, ordinary men and women embracing each other in fear 

of an impending invasion of an army, are some of the most touchy scenes found in the sculptures 

of the temple. Old men and women ate realistically represented, especially old Brahman priests 

entering the courts seeking royal patronage. 

FEUDATORIES. 

A number of the feudatory chiefs of the Pallava kings are represented and they are often seen 

paying homage to their overlord. During the election of Pallava-malla to the throne the feuda- 

tory chiefs played an important part. They are shown in almost all the panels preceding the 

election, and they meet the king half way with ull the royal paraphernalia and alao take part in the 

actual ceremony of coronation. 

Apart from the feudatories, particular mention must be made of Udayachandra, the great. 
general of Pallava-malla. He ie represented aa a great warrior leading the army in great triumph 

and joy. The soldiers shouting and screaming before him and behind him, and the drummer 

playing on the great drum the Samudraghosha are thrilling scenes that follow immediately the 

election of the young prince. 

TEMPLES. 

Shrines small and big are sculptured on the walls of the Vaicunthaperumaél temple. A chaitya 

is depicted in the sculptures, which I have assigned to the period of Buddhavarman. The temples 

found in these panels are undoubtedly the miniature representations of those temples built by the 

respective kings concerned in the sculptures under consideration. Apart from these temples which 

no doubt speak of the piety of the various kings, it is interesting to find that a whole series of 

panels exist throwing light on the religious policy of Pallava-malla. The significance of these 

has already been discussed in the text, and here it is enough to point out that it is but most natural 

on the part of the royal builder to seek to portray the progress of his favourite religion, Vaishna- 

vism, on the walls of the greatest monument of his, namely the, PARAMESVARA-VINNAGAR, 

Pattava CHRONOLOGY. 

The various number of coronations in the Vaikunthaperumé] panels and a complete study 

of them in relation to the sculptures that succeed each of these coronations, have thrown some 

light on Pallava chronology. The reconstruction of the chronology found in the texts has 

been made in the light of the facts collected from a study of these sculptures. 

MGIPC-—M—III-9-48—4.4-41—350.
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Ground Plan of the Vaikunthaperumal Tetnple. Kanchi. 

Phote,itho. Olice Survey of India. ,
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(௧) Victor carried by a woman. (6) Nandivarman I in worship and a man with flower basket. 

   
{c) Hunting scene exhibiting Kshatriya valour. (d@) Coronation of Yuvamah&raja Vishnugopavarman. 

Photo.-Litho, Office, Survey of India.
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1 Horsemen at the gateway of the mansion. 

8 Coronation of Simhavishnu. 
. 2 An unidentified scene. , 

Photo.-Litho. Office, Survey of India.  



2 Narasirnhavarman and queen (2) watching a battle. 
1 Coronation of Narasimhavarman I. 

 



2 Simhbavishnu witnessing Bhimavarman’s coronation. 
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PLaTeE XVI 

Capture of Kalidurga. 
2 Coronation of Pallavamatia. 

i i d Nandivarman 
Soldiers proclaim the death of Chitramaya an 

8 Three queens of Hiranyavarman. 4 Beery on 6 pl . ' N 

OTsEDACK. 
hears reports success. 

bes ae te . ்‌ oe 

> 
ட்‌ 4 

. ச்‌ 

ந 1 sah ்‌ 

ட்‌ 

த்‌ 

ச்‌ 

7 A wing of the Pallavg army. 8 The Pallave and the Gangs 

5 Pallava stratagem. 

அதத்‌ 

Photo.-Litho, Office, Survey of India.  
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Puate XIX 

ying homage to Pallavamalla. 

1 Nandivarman I 2 NandivarmanI 8 Asvamedha. 5 Feudatories. pa 

in his court. issuing commands. 

     
4 Pallavas and Chilukyas fight. 

6 ‘Miniature sculpture 7 Skirmish with the Rashtrakiitas. 

: 
of Vishnu. 

8 Pallava army resumes ite march. | 
10 Events preceding warfare. 
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