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the outward lean of the figures to avoid foreshortening their faces, a Sanskrit
scholar whom 1 befriended told me why they are what they are called. In this ac-
count I shall refer to them by their generic and specific Belur names.

At the base of each panel holding a bracket figure, around its feet, there are
subsidiary figures which, following established conventions in our iconography, are
shown to a much smaller scale, in dwarfed depiction. These are important in provid-
ing adventitious support to the identities of the main figures. For instance, in the
depiction of a woman dressing her hair in a tasselled smoothly combed cylinder
(Fig. 1), the two subsidiary figures merely stand around, without aiding her —
depictions of coiffure dressing (there are more than one), termed Keshashringara,
feature passive lesser attendant figures. But when the subsidiary figures are shown
playing on a drum or a flute, it is clear that the main figure is that of a dancer or

. musician. Note the care devoted by the dancers and musicians to their hair, the
training of the locks into ringlets above their foreheads.

The passion of the Hoysala sculptors for exquisite three-dimensional detail has
been the undoing of their creations in places. A flute-player’s hands have been
carved wholly in the round, well clear of her body, with the fragile instrument held
between them, but while her hands still remain the flute itself is gone, broken of_f.
A drummer’s hands have got amputated at the elbows and inevitably the drum held
between the hands has disappeared. The heavy, long necklaces that cover the torso
hang clear of the body and have been broken off short. However, these minor
details do not obscure the evident identities of the main figures. )

Now for the dancers and musicians. The illustrations are representative
photographs of them. Learned musicologists, consulted, could not tell what classi-
cal and dance music prevailed in Karnataka very early in the 12th century, wh_en the
Chennakesava temple was built by Vishnuvardhana — only from about the time of
Purandaradasa (15th to 16th century) can we be reasonably certain of the musical
modes established in south India. However, from the poetry and sculpture of ear-
lier times two things are evident. First, sung music was to the rhythm of percussion
instruments, and usually the singer also kept time with cymbals : the main musical
Instruments of those far days were prototypes of the Veena, and the flute, the latter
also employed to supplement the voice. Second, dance was always to the vocal
rendering of songs and the beat of drums and other time-keeping m§truments. .

The figure termed Ganamanjari at Belur (Fig. 2) is of a singer with parted hpz’
keeping time to her song with bell-shaped cymbals : the subsidiary figures aro’l‘fll:is
!1er feet are two drummers to her right and a cymbalist anda ﬂaunst' to her left.G
Is an important figure as singers are so seldom featured in our classical ston%. ralg;:
1s song all right, but why manjari? Apparently it is an indication of her con;; eother
Tepertoire, of the bunch or assemblage of songs she has at her disposal. No
depictions of a singer is there at Belur. o o

The Veena as now perfected is comparatively recent, owing its Stmc‘“‘f'eth
Raghunatha Nayaka, chieftain of Thanjavur in the 17th century. Itis or:;f? t:
 Oldest musical instruments of India and formerly obtained in a great many ec;'en
forms, and was evolved from the still carlier Yazh which was fretless ——the 2IoCort
Veena has 24 frets, whereas the older versions had less. The musicologist P. Sam-



































