=

THE RELATIONSHIP BETWEEN PROSODIC

AND MUSICAL RHYTHMS IN URDU GHAZAL-SINGING

Peter L. Manue]

GAZAL-SINGING is one of the most popular musical idioms in North India and
Pakistan. Heard in films, 6n the radio, and at concerts, gazal-songs are per-
formed in a number of styles for the masses as well as for afficionados of fine
music and poetry. Yet despite its importance as an art form, gazal-singing has
been largely ignored by musicologiéfs. This paper attempts to illuminate one
salient aspect of the light-classical ggggéfsong: the relationship between the
poetic meter (PEEE) of the text and the rhythm of the musical rendering. The
primary questions to be explored are: (1) to what extent, and in what way, does
the musical setting reflect the bahr, and (2) what factors govern the musical

realization of the prosodic meter. .

I. The Light-Classical éazal—Song

Because of its meter, its refined, fldwery diction, its generally amatory
content, and, above all, its extended, refrain-like end-rhymes, the gazal lends
itself naturally to musical rendering. The art of gazal-singing in India dates
back at least as far as the age of Amir Khusrau (1252—1325), thereby predating
the déveldpment of Urdu itself; the art attained an apogee of popularity during
the nineteenth century, particularly in Lucknow under the patronage of Vajid
éAli Shah (ruied 1847-1856). ééggis have traditidnally been sung by members
of the courtesan (Eavé’if) class, and today some vestige of the consequent
accompanying stigma, as well as romantic charm, persists in its public image.

At.present, aside from tarannum,l a sort of melodic recitation, and gav-
Xéi;’ a Muslim devotional group song, two styles of gégééfsinging can be dis-
tinguished. By far the more popular style is that encountered in Hindi films;
in this style, poems are set to wholly pre-composed melodies such that little
or no improvisation can occur. Generally the singer is accompanied by an

ensemble that includes Western as well as Indian instruments. Such '"pop"

gazals, like most Hindi films themselves, vary considerably in their
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tastefulness.
In the light-classical Style, most singers are classically trained voca..
ists who improvise substantially in theip performances. Accompanying instmy.
ments are generally limited to those commonly employed in the classical Xaya)
and FEEQEE_(Viz., tabla, ténpﬁra, harmonium and/or saraﬁgi); Light—clas;;;;I
ggggifsongs are usually, but not always, set to what is aptly called by some

"sth§i~antar5" form. These terms, adapted from classical music, refer to the

singing of particular misraCs (hemistiches) in melodies centered in the lowep
~and upper regions of the octave, respectively. The most common arrangement is

as shown:

Text Rhyme ' Melody
1st couplet: 1st misra® ~a sthai
2nd misra¢ a sthai
(laggi)
2nd couplet: 3rd misrac b antara
4th misrac a sthai
(laggi)
3rd couplet: 5th misrac c antara’
6th misrac a sthai
¥
(laggi)

and so on. Either line of the opening couplet (the matla®) may be sung éfter
-éach succeeding couplet. _

' The bhyme-scheme of the poem is musically reflected in the melodic form
in the correspondence between the rhyming misracs (the Eéflii} and even-numbered
lines) and the use of the théi' Similarly, the discreteness in meaning’
between the couplets is reflected in the presence of laggi (an interlude in
which the Fgggg_player, improvising in fast tempo, comes to the fore), which
follows each couplet. Sthais are pre-composed and do not vary significantly
throughout the song. Antarés, on the other hand, while often adhering to a
general melodic contour, are florid, melismatic, and improvised; the correspon-
ding text is accordingly "free" in its lack of end«rhyme. In an inspired
Performance, the extended, rhapsodic antara effects such a degree of suspense

in anticipation of the completion of the couplet that the final arrival at the
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rhyme of a shicr (couplei),is_aﬂdnamatic,Aif.not=avclimactio, moment.

II. Meter E Urdu Poe'tbi S : i o R -

The Urdu, as well as the Persian, gazals are written in conformity with

Arabic rules of prosody (Cilm-e Carﬁi "the science of versification"), the

salient and relevant features of which may, for the sake of brevity and
clarity, be summarized as follows:2 )

Meters are determined by the distribution of long (-) and short (.) syl-
lables in a line. While theoretlcally scansion isg .Primarily "based. on parti-
cularities of the Arabic script, n3 in some 1nstances_pronnnc1ation is the
final determinant,- T T : - _

Long syllables are of two kinds: (l) consonant + long vowel, e, g.,[ja], and
(2) consonant ¥ short. vowel + consonant, e. g., [jabl. Short syllables are of
three kinds: (I) consgonant + short vowel, e.g., the flrst syllable of [jlgar],
(2) following a’consonarit preceded"by a long Vowel and’ in turn’ followed by
- another consonant, e.gi, [jam pe], and (3) at the incidence of two consonants

—_——

“following'a vowel in a single word, e.g., [dard dasht Cumr]
Long syllablesg“are theoretlcally tw1ce‘££e l;ngth of short oneé
While a"métér miist bé maintaited faultlessly throughout the poem, the Urdu
' poet's task is somewhat fac1lltated by the practice of scanning various syl-
lables (notably, grammatlcal endings, initial allf, and most common monosyl—
labic words) ‘either long or ‘shopt ;- accordlng to the meter desired. In certain
instances, two' short syllables may be substituted for one long.4

Some idea of the Vafiefy and oééésional‘complexity'of Urdu meters can be

gleaned from-a lodk-at.the most éommonly employed bahrs in Urdu poetry:

© (1) Hazaj- - . R AR A A
(2) Raml R A AV S
() Raml = Lol Ly
(4) Mujtass u_~u_'/vv__/v_v_/v_:__//
(5) Mugari ‘-A_ O A A / - o -/

(6) Khafif ~ _ . __ /. ___/__y 8

The following couplet of Mir Taqi Mir (1724—1810) is here scanned by way

of example:
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[xuda ko kam to saunpe hain main ne sab lekin
N R VI W AN —-—u——/———/

rahe hai xauf mujhe van ki be-niyazi ka]

I've resigned to God charge over all my affairs,

But still I dread his carelessness.
The meter is Mujtass.

- III. Bahr and Rhythm in the Sthai

In determining the nature and extent of correspondence between the EEEE
and the musical rendering of a gazal, one would best commence by seeking
instances of correlation that would suggest an attempt, whether deliberate op
ingenuous, qf the composer-singer to integrate the two. One might expect the
music to reflect the meter in three ways: (1) by manifesting the groupings of
the various syllables into feet by means of phrasing or stress; (2) by diffen-
enfiating those syllables designated in the meter as long or short by means of
highlighting the former through extension, melisma, agogic or dynamic stress,
and deemphasizing the latter by converse meaﬁs; and (3) by constituting a
direct translation of the meter into the rhythm by a combination of the above
two (cf. example 2a, below). ‘

The most likely site for such correspondence would be the théiﬁ pre-com-
posed, and regular in rhythm, rather than the florid, improvised antara, the
rhythm of which tends to be more diffuse and capricious.

That the rhythmic structure of the Persian ézég? and Urdu tarannum are .
based primarily on the poetic meter has been demonstrated by Tsuge and Qureshi,
respectively. The Urdu gazal-song, however, differs from ézéz.and tarannum in
that whereas the latter two are usually rendered without fixed musical meter,
but rather in a tempo rubato or highly variable rhythm,7 the bulk of the gazal-
song is invariably performed in a specific Eéi (usually Dadra, Kaherva, or
Rﬁpak8); only the antara portions are occasionally rendered in free rhythm.
Because of irregularity and asymmetry, many meters are not neatly accommodated
into these Iéis without some alteration of the theoretical relationship
(2:1=_:0) between the syllables.

Moreover, it is not unlikely that many ggggijsingers, being primarily

musicians rather than poets, have less knowledge of, or interest in, the intri-
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cacies of prosody than do tarannum-reciters, who are generally poets themselves.
Finally, in tarannum, the text is more important, and the music correspon-
dingly less so, than in the gazal-song, with its distinct "conscious musical

improvisation in a consciously perceived musical framework." Although in

gazal-singing the words are crucial (more so than in xayal or dhrupad), they
are important mainly as inspirational bases for musical expression, as in the

bgl bana’o of Fhumri; hence, such an artificial prosodic construct as bahr

might naturally be expected to figure less conspicuously in the musical real-

ization of a gazal.
Given the above considerations, together with the variety of styles of
gazal-singing, we should not be surprised that the rhythmic structures of some

gazal-songs, such as the following, can scarcely be said to be based upon the

poetic meter.lo

Example 1

‘Singer: Begam Akhtar . Source: EMI:ECSD-2399
Poet: Ghalib Tal: Kaherva
Meter: Muzari® - - o/ - v oo/ oo v/ o o=/
. J:\mahi ) p
. 9 i A 1 [ N PO ] i I 1 {
It A 4 1) ] 1 S 1 B & e T 11T N AL I -~ I I o o an ]
P P B S W A 9 09 WA B S s A i i et ] B et R 3 WY I
" ..4’1—‘- - r\____:,[ &7 7 e ¥I_J;),_;___L__+j: 44_1
Tas>-Ka ko hasm - no. Yo en j°\‘: ég_uq-e.—m-zq-r? mi-le
- - — B - . DN . —~— - -

!

<

~In fhis example, which is in no way. atypical or "incorrect," the metrical
feet are not aligned with the Eéi, and there is no systematic differentiation
‘between_thé long énd short syllables, as is shown by the melismatic extension
of "iéﬁ in‘mm. 2-3, and the rhthmic regularity of the syllabic passage in m. 3,
where long and short syllables alike are rendered in %-notes.

NeQertheless, in this performance, as in all gazal-songs, some acknowledge-
ment of the égbg} be it ingenuous or conscious, on the part of the artist is
manifested by the regularity of the rhythmic treatments of the successive ren-
derings of the various rhymed misrats to the melody of the EEE%E' That is, in
each rendering of the §E§§i, regardless of which line is being sung, the above
pattern of long and short syllables remains constant relative to the melody.
Thus while a singer is free to set a lyric to any rhythmic scheme he deems

suitable, he must have sufficient awareness of the general scansion in order

105




to perform lines correctly.

Moreover, some gazal-singers insist upon the importance of the bahr in

their art; in a communication to the present writer, Anil Bisvas asserts, fopn
example, that "Proper understanding of bahr or meter is another factor that
plays a vital role in the rendering of gazals. A musician with an ear fop th
rhythmic pattern automatically chooses the correct musical rhythm," leewlsG
Hafig Ahmad Khan told the present writer that "One has to think of the natupra)
meter as given in the gggg; itself before composing, one has to see the EEEEE
preference."

In fact, many gazal-songs do exhibit apodictic correlations between the
bahr and the rhythm, and, as we have seen, the desirability of such corres- _
pondence is attested to by some singers. Hafig Ahmad Khan demonstrated for thig

writer one example of ideal coordination between the two parameters:

Example 2a

Singer: Hafiz Ahmad Khan Source: private tape
Poet: ? Tal: Rupak
Meter: Ramal - o - -/ - C - -/ oo/ o)
Sty . . e e e e e N ‘
iy 7 | T ) T : | I I | 1] 1 °J & g1 J T A 1
Yy 9lL | | i 1 J T KT 1 T |1 I A O " D | [ I AN N | 11 | B
i al ’l ‘G ‘l_ '] hatl rd ;l 'J' r ] &_él__ ’Ijl - _/:' ~. kel ,J £ 'l Jl- 1
v Sham- c—gb\a.m ka-th  w-s® wi- go.h- 6, 2 ki ba- ten ka- V‘:J\\-
— Y = = v mv - e ] — v - Vi

It will be observed that this meter, with its foot-structure of 2+1+2+1, is
easily accommodated into Rupak Eél_(3+4); accordingly, in the above example, "5
short syllables are consistently allotted half the time-value of long syllables
(with the exception of the extended final vowel).

Hafi; Ahmad Khan then performed the same couplet in Dédré, and in Kaherva,

while maintaining the same general melodic and rhythmic structure:

Example 2b

Tal: Dadra
Ay ) oy
57 : n TR MO MY (o N T
A AL Py I} T 771 1 T 1 [} | S X 11 P H {
R e e e e e e e
i - I bl
& ¢ 2 i o i ’ R
’ g ~ - -
Sham- e-gham th u-¢® m—c;cih-e -na-z> K ba-  ehr  ka- -
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Example 2c

Tal: Kaherva

v . o i i L [ ol L T i
Wi, LS I s PER 11 1 I | { 1 | RN Y | | 1
ot 1 I SR SR Y O O S O S P I P M, "W M S .
L o 2 N O N "N P 7 S A TN S S N~ S O, AN g
™ Sy i L= I PR i ” C —
* Shame-ghim Kuth ws® miohee wan 3 K e e
Gm- e - gham ku-gh  wes nx—f::_h’ - na- 2° K bw- en ka- o
—_ v J— —_ ] - v - — U = = | — (% —_ /]

Because the ideal rhythmic proportions are here altered, these two examples
are considered by ﬂafig Ahmad Khan inferior to the first, which, in his words,
"reigns supreme, because it is completely in accordance with the actual flow
of the meter."

In ﬁafié Ahmad Khan's gazals, typically syllabic rather than florid, the

intrinsic influence of the bahr is remarkable; the rhythms of many of his

" compositions can indeed be said to be based entirely upon the poetic meter.

In this sense, his approach to gazal-singing represents one extreme: that of
close, even literal translation of the meter into musical rhythm.

Some meters, however, are not quite so easily accommodated into Eé;; as
Ramal above into Rupak. The éghg of the following example has, like the Ramal

above, seven "beats" per foot, but they are not distributed in congruence with

the internal structure of Rﬁpak tal.

Examplelg
Singer: Begam Akhtar Source: EMI:ECSD 2741
Poet: Momin Tal: Rupak

S Meter: Kamil o v - v =/ v o v o/ vomw-l wow-vo-

L N
P B 4 1 — —— ] 1 { e - |
(55T T N PR A A e S O AN W A~ ¥ 7200 o L N, 4|
v .- SO I SO, W L 0 N p " — — D M L B K
e R W St B S S o A B S 5 A o)
- &R Cs D ad AR ' e i) =y
\?o je ham  wed Juwm  men qq—ra:\z His, Fum-hen c\"ﬁr\b ho KQ-\'AAi" 3
v o -~ —_— ] v "V — s — / v v - | v [ueaa

Again, each foot corresponds to one cycle of the Eéi, with the exception that
the postposition ”g@iﬁ'(”in”) of the second foot is sung in the first measure,
presumably for the sake of greater proximity to its object, ”Eggﬁ ("you"). The
long syllables are consistently given greater time-values than are the short

ones. The overall rhythm is, however, diffuse rather than regular, undoubtedly
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because of the aforementioned incompatibility with the structure of the tél,

and also because of the undesirability of stressing the first (.) syllables

of the feet; here these syllables are qualitatively de-accented by delaying
their appearance until after the accented first beat of each avartan (cycle),

The setting of the following gazal bears some similarities to the lattep

example:
Example 4
Singer: Mujahid Husain Source: private tape
Poet: Faiz Ahmad Faiz Tal: Dadra
Meter: Muzari® _ _ o/ _ o - -/ oo o/ o ou_ )/
-~ . ChL A K IR N
Z —— | T N [ .Y 1 P PEMIE] | . 1‘ |U‘I JI ——* 11 v
Kd o B g | TTTTTH] RN SN T AN O Y A | I ] )Tl ] 1] J I"l)’ 4 "1 1 s
e e PR A e P e 7 rrs
by LS Sy >
~— . —
Do-vnon ja- ha - wle ve pro-hab- -+ meh ha- v ke
- = QJL_ o — A v = — w | — Vo /"

Although the meter of this gazal is irregular and asymmetrical, the singer. has:

rendered it more or less intact by, again, allotting one avartan to each foot,

and by cbnsistently extending the long syllables. As the third foot commences
with a short syllable [Tyhabbat], the dynamic accentuation of which might seem
inappropriate, its appearance is, as in example 14, so delayed that the accent
of the avartan is felt to be shifted to the fourth beat of the measure, upon
the long syllable [-bat].

In the above examples, each metrical foot corresponds to one cycle of the
Eéi} however, in most géggifsongs (45 out of 52 specimens transcribed), the feét
are divided unevenly amongst the avartans. Reasons for this include the fre-
quent incompatibility of the syntactical structure of the misra¢ with its inter-
nal metric structure, the relative incongruence of a tripodic meter (e.g.,
example 9) with a four-measure Ezﬁéi’ and a variety of purely musical factors,

some of which we will examine below. In most gazal-songs, the rhythm can be

said to reflect the bahr only in the general accentuation of the long syllables
and de-accentuation of the short ones.
Again, certain meters lend themselves naturally to accommodation into

certain tals. Ramal 16.1,ll for example, fits Dadra quite readily:

Ramal:6 ve-v/ v ) e o/ Z ‘- - //
ara o+ JJd 0 LU0 g0 JU
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The following setting illustrates this rhythmic arrangement:

Example 5

Singer: Naina Devi Source: private tape

Poet: Ghalib Tal: Dadra
’11
e e s o 5 e e
d hd Z AN W 2 W S <
T e e Dk
S S S .
Yeh na Hit -ma- ¥ (ii_?-md kev\—s&\-c—gi— « o- 4&
v v v —_ vy = Ve - it

Similarly, the meter of example 3 above, which was seen to be apparently
incongruent with the intermal structure of Rupak tal, can in fact be rendered

compatible by shifting the tal forward two syllables:

vv-v-/ v vo) v oo/

Kamil:
Dl N

Rﬁpak Z; .__Jlt___.xl l[' T

This is essentially the‘pattern'employed in Hafig Ahmad Khan's setting of the

gazal:

Example 6

Source: private tape
Tal: Rupak
vu.—.‘u—-/uv,—v—/uv—-v—/vv—v‘—//

Singer: ﬁafig Ahmad Khan
Poet: Momin

Meter: Kamil

™
fﬂ
)

b ™t S B S b

- S| 1§ T X 1 T m—— T ~—
"i§{1—1'i 71— P11 }/-I;x‘ﬁf‘tt‘(“bfs'j ] 0 A 0 S

b ML 2 p I p) P - I =] L L | G U S N | 2177 -

et TV s i - LARY! ‘; i “-‘da (SN
: . . : z-v® Yz - hev - ho ke na ya- & ho
moynen a~Xa. - o Uw— nev o
Vo_)o ham men 'l'u ’m qu 3 e 3 = //

In fact, most meters can, with some slight rhythmic adjustments, be made
to fit at least one of the appropriate Eé;g quite naturally (cf. alsc examples
7 and 16 below). »

The rhythmic structures of the following two settings of a well-known

gazal of Ghalib are basically identical. While the opening long syllables of
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the first and third feet are, in terms of time-value, rhythmically equivale,
to the short syllables immediately following them, they are nevertheless quay. -
tatively accented by their position on the first beat (the sam) of the cycle,

Example 73

Singer: ﬁafig Ahmad Khan Source: private tape
Poet: Ghalib Tal: Dadra
Meter: Razaj .- oo -/ o oouvo/ 0w/ oo/
N : y 4 :
e o —— e e e o e S
ry | | I 11 11 L I AN N 7.2 £ F I A N | 1 & & 4 T N1
/Tl}l\ 1] l|'\vJI'JI L1 2 ,I‘l)lgw‘}é}'
R O P s
Dil Wit hai na sang-o- -khisht  dae-d? se dha- v ma E- e \\\\ov’n
R N AV ] v = [ v - /
Example 7b
Singer: Begam Akhtar Source: EMI:ECSD 2399
- » ep— S T
ol TR F R e e
- 4 7P O i S— T - LS S USSR W2 WP S RSN |
J g #- 'L ___+_’L \4_4_ - —— ‘J‘
bil hx ’(o h_f_“ e Sang- o lg_kl_ W ld_gr \51755 bb_:}v’ na & a- e k\‘o_n. p

In fhe preceding examples, we have seen some of the variety of approaches
to gggglfsinging. As we have noted, in some §E§éis, the bahr is not reflected
in any substantial way; in others, particularly in settings more syllabic %Qan
melismatic, differentiation between long and short syllables does occur. Fina:
ly, the rhythms of some settings can indeed be said to be based entirely on the
poetic meter. On account of the absence of a codified theory and a homogeneou:
stylistic aesthetic of gazal-singing, no one approach can be singled out as
"correct" at the expense of another. One can only note that certain gazals as
performed by certain artists exhibit certain kinds of correspondence between
meter and rhythm; this correspondence may be the result of design, or it may i
some cases be fortuitous. Probably in most instances of correspondence, the
bahr simply suggests to the composer a certain suitable rhythmic setting, such
that the meter becomes an aid to composition rather than an artificial and
alien hindrance.

The next question that arises is: what are the factors responsible for the
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alteration or distortion of the meter in its musical setting;

IV. Phrasing and Meaning

The influence of the meaning of the text upon phrasing is frequently re-
sponsible for the alteration of the meter in singing. While, as we have noted,
the light-classical gazal-song is not dominated by the text to the extent that
tarannum is, the gazal-singer's primary intent remains the musical expression
and enhancement of the meaning of the words.12 In a communication to the pres-

ent writer, Anil Bisvas assepts: "Proper punctuation must play a very import-

- ant part. The.words are delicately balanced in a line and incorrect punctuation

can completely obliterate the meaning and blunt the impact.'" He illustrates

his point with the following couplet:

Meter: Hazaj- o - - -/ oo o _ Loz /) o _ _ /

[klnaron se mujhe ae na-xuda’o dur rahne do
“ — —‘/\J —-—-———/v——' —f— = —

(there carry tempest whence is rising)

vahan le- kar calo tufan jahan se uthne vala hai]
~ -———/v-—————/\/————-—-/v—————//

Oh, captain, keep me far from the shores,

Take me there,. whence the tempest is rising.

If the bahr is ' mechanlcally employed" (i.e., if pauses are taken between feet),

"the second line w1ll be broken after 'tufan, rendering 'tufan' a vocative,

which it is not." That is, the line would read. "Oh tempest, take me there
where it (?) is rising." Since gazals, for their condensation and stylized

syntax, are often difficult to comprehend even for the native speakers, the
singer should not obscure the meaning any further in his rendering. Rather, he
is "often obliged to strike a compromise between the requirements of the words
and the metric dissection and emphasis" (Bisvas in a personal communication to
the present author).

Of course, not all singers take punctuation so seriously as do purists like
Bisvas; in fact, he was inspired to employ the above shicr to demonstrate his
point only after hearing a renowned female singer render the second line "incor-

13 . . . .
rectly." Nevertheless, in most gazal-songs, meaning appears to be an impor-
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tant determinant of pPhrasing. Particularly in the antara portions, in lineg
where syntactical and metrical structures are incongruent, singers tend to
phrase theip improvisations in conformity with the former, at the expense of

the latter,

V. Iambic Phrasing

Quite an important factor in the alteration of the meter is the tendency ,
of phraseé to form iambs. This common musical tendency has been noted in the ;
Persian ézég;q and in tarannum.15 In ggggifsinging, iambic phrasing can be
said to Occur on two levels: in the overall structure of the delivery of the'
2i§£3i, whether in the antara op the Ezgéi; and in smaller, semi-cadential
pPhrases within a misrac, particularly at the beginning.
sations in that their Phrases often commence syllabically or neumatically and
conclude melismatically; Such phrases can be said to have an overall iambic
Structure in that the syllabic portions, because of their relative rapidity ang
limited melodic activity, are perceived as being musically less accented than
the florid, melismatic sections. Mehdi Hasan's renderiﬁg of the first misrac

of the couplet below illustrates this phenomenon:

[zina gabé ka dhund+ti hai apni musht-e xak

bam-e baland yar kahe astana kya]

wf — o — uv—-—v/—-vh//

The fistful of dust seeking its ladder of wind,

How'can the beloved call her upper balcony a doorway?

Here it will be noted that the first words of the opening misrac¢ are delivered
syllabically; melismas occur either on the final words, or on the meaningless

syllable [a].

Example_§

Singer: Mehdi Hasan Source: private tape
Poet: Atish Tal: Dadra

Meter: Muzari® _ _ _ /A AV /= o -/




1l
of most gazal—songs;differsfrom avaz in that

'This‘antara, like those
on long syllables, here the Qébgnappears to be an

sy i - ’ .
ovi although most melismas occur
and '3 e e e . .
nd.ﬁ insignificant determinant of phrasing. Instead, phrases are structured accord-
ic . . s g2 T 3
; : ing to meaning; thus, pauses occur after the postpositional phrase "zina saba
t 3 - L : ; - = .
7 and{ ka" (1it., "ladder of wind"), and after "dhundti hai" ("seeks,'" completing an
th .. : : : : S T T '
ap independent clause).
sra¢c ’ L e . ' . . . .
= Many sthais, such as the following, manifest overall iambic structure 1iu
their progression from syllabic to melismatic text delivery.
" Example 9
Singer: Begam Akhtar Source: EMI:ECSD 2399 ’
Poet: Ghalib Tal: Kaherva:
Meter: Xafif - v - -/ v v -/ - -/ N
N
red B . . o e B ™
P - . S M .  ASRAAORAR S P A B IO A Y S 1O Y . -
[ j S 1 1 1 1 1 1 A I'X bl bl I'llil Iéll 1
N ; R RIIE C L A AL T
A\ _-___4- \-‘— -
kol wam= T- & bhav wg-WA B i Y]
Example 10 (cf. example 8, above)
> e e
n fl N, | = . [ -‘ -_\
e e =t SEosEes= o —cF ==
: J A Sy A T - 4 :
Sun Yo sa-hih jo.— han  vnen hai Ye-v& Larsa- na ku\& Y
— — v~ v — w | v —_— (94 —

TS S 555 12 o ot




The following sthai can be said to consist of two iambic phrases (divigeg

by the quarter-rest in m. 3), each concluding melismatically. Here the bahpn

is altered quite radically in that the two phrases do not correspond to the

metrical feet, and also in that the short syllable '"hai" is melismatically

extended.
Example 11
Singer: Begam Akhtar : Source: EMI:ECSD 2741
Poet: Atish Tal: Dadra
Meter: MuZarit N R A S /
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Tambs are most conspicuous in the innumerable sthais commencing with a
short, tuneful phrase which cadences on the sam of the following évartan,
"catch" phrase is identical in form and function to the mukhpé'of classical

music, and the term is used accordingly by gazal-singers. Literally meanin

This

g

"face," in musical parlance "mukhra" denotes a precomposed, easily recogniz-
———————— gy — 3

able phrase which, whether in xayél, ?humri, dhrupad, or gazal, serves to:

(1) commence the composition (bandish), and/or (2) to punctuate or conclude a

metered section of improvisation. Because the mukhra leads to and cadences

definitively on the sam of the tal, it can be said to situate an iamb. - In

the~

sthais below, I have highlighted the opening iambic mukhyég by adding, beneath

the bahr, a scansion based on purely musical factors.

Example 12

Singer: Anil Bisvas Source: private tape
Poet: Anvar Tal: Dadra
Meter: Ramal - ¢ - -/ o v o -/ o 0w -/ 2/
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Example_ig

Singer: Begam Akhtar Source: EMI:ECSD 2741
Poet: Ghalib Tal: Kaherva

Meter: Xafif _ . _ _ /. _ _ _ Y/
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The rhythmic structures of some sthais can be regarded as a series of iambs:

Example_li

Singer: Mujahid Husain Source: private tape
Poet: Ghalib : Tal: Dadra
Meter: Ramal - o _ -/ oo ./ oo _ _ / -~/ -
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Singer: Mehdi Hasan Source: private tape
Poet: ? Tal: Kaherva
Meter: Mutagarib o _ _ / o _ _ [« = =) o - -/
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B

In general, §£Eéi§ with iambic commencements are extremely common (Cf-a
SO examples 5, 6, 9 above and 17 below). The stress patterns of their lambg
may or may not reflect the meter; in the examples above, certain long Syllab)e
(marked "a") are treated as unstressed upbeats., In example 15, on the othep
hand, the correspondence between the gﬁhg.and the rhythmic iambs is remarkablﬁi

A final noteworthy factor in the alteration of the bahr is the tendency<f!
singers to extend frequently by melisma Syllables containing the vowel [a]. In |
classical vocal music, vistap (free-rhythmic melodic improvisation) and Eégs
(fast melodic runs) are usually performed to this vowel; similarly, in 535327
singing, while Eégs are often performed on other vowels, the monophthong [a]
is by far the most common locus of melismatic extension. The following Eiééis

(as well as examples 9, 10, and 11 above) are typical in this respect.l7

Example_ég

Singer: Begam Akhtar Source: EMI:ECSD 2399
Poet: Ghalib Tal: Kaherva
Meter: Ramal _ _ _ _ / =¥ _ _ Y/
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Example 17

Singer: Ghulam €A13 Source: Oscar: Pika §
Poet: Igbal (?) Tal: Dadra

Ramal

Meter:
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NOTES

Findings presented in this paper are the Product of research conducteq -
Delhi in 1976-77; I am indebted to the various teachers and artists who assi
me. The reader interested in further study of ggggifsinging may refer to my
M.A. thesis "The Light-Classical Urdu Ghazal-Song" (University of California
Los Angeles, 1979).

A comprehensive discussion of tarannum is found in Regula Qureshi,
"Tarannum: The Chanting of Urdu Poetry," Ethnomusicology, 13, No. 3 (19%69),
425-68.

For a more thorough discussion of the Urdu meters, see M. A. R. Barker
et al., A Reader of Classical Urdu Poetry (Ithaca, N. Y.: Spoken Language
Service, 1977), vol, i, pp. xxxv-ff; T. G. Bailey, "A Guide to the Meters of
Urdu Verse," Bulletin of the School‘gg Oriental Studies, 9, No. &4 (1939); and
D. J. Matthews and C. Shackle, An Anthology of Classical Urdu Love Lyfies '
(London: Oxford University Press, 1872), pp. 210-12.

3 See G-n'ichi Tsuge, "Rhythmic Aspects of Avaz in Persian Music," Ethno-

‘musicology, 14 No. 2 (1870), 207. 3
N Some modern poets take marked liberties with regard to meter.
5 The.source of this chart is T. G. Bailey, for which see Qureshi, p.. 429
6 Persian and Urdu prosody, it will be recalled, are more or.less identic
7 See Qureshi, p. u3g9,

8 The thekas (skeletal structures) of these tals are roughly as follows:

Dadra: dha dhin na / dha tin na
Kaherva : dha ge tin na / ta ge ‘dhin na
Rﬁpak: . tin tzn.ng / dhin na dhin na

9 Qureshi, p. u4up,
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0] .
1 All transcriptions have been transposed to the "key" of C, such that

that note is to be taken as the tonic and finalis.

11 See T. G. Bailey, "A Guide to the Meters of Urdu verse," pPp. 696-85.

12 See Naina Devi, "Thumri Gayaki and Other Allied Forms," in Rgg—Rang

Site ~ Presents Naz-o-Ada (New Delhi, 1975), p. 10.

. 3
ia g 1 It has been suggested that because an elite audlence composed of Urdu

cognoscenti might not have difficulty in understanding a couplet sung without
"proper" semantic punctuation, that therefore they would not consider such a
rendering anomalous. Literati such as Bisvas, however, would argue that a
singer's disregard of syntax reflects an inattention to the meaning of the

shi®r and, by extension, a superficial approach to the art.

<ep 1 See Tsuge, pp. 220-ff.
15 .
oF See Qureshi, pp. 440-41.
ind . :
After Cooper, for which see Grosvenor W. Cooper and Leonard B. Meyer, _
The Rhythmic Structure of Music (Chicago: The University of Chicago Press, 1960).
: 17 While naturally the placement of vowels relative to the melody of the
no-
- | sthai varies from mlsraC to mlsra‘, it may be assumed that sthalis ave generally
composed with the Eg}lac in mind.
129,
ical.
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The inevitable effect of such melismas upon the bahr is the disproportionate
extension of certain syllables which, although necessarily scanned long, would

be less prolonged in a more literal rendering of the meter.

VI. Conclusions

In géggéfsinging there occurs the confluence of an Islamic, Near-Eastern
system of pProsody with an Indian muslcal tradition which, although influenced
"in the past by Middle-Eastern music, is stylistically quite distinct from the

latter. Some of the diversity in North Indian classical music is reflected

in the varlous forms this 1ntersectlon assumes--that is, in the various ap-
proaches to relating meter and rhythm. Naturally, the bahr may be said to play
a more important role in the compositional aspect of §§E§;731ng1ng than in
improvisation. Certain singers tend to derive the rhythms of their EEhéis

_more or less directly from the bahr. Judging, however, from the frequently
weak correlation between bahr and rhythm in most specimens, it appears that
most singers would find such an épproach confining, and even mechanical..
_ | The bahr frequently is reflected in the rhythm, whether by the alignment
of each metrical foot with a. cycle of the tal, or, more often, by the systematlc‘
stre531ng of long syllables. Stlll vowel placement, syntactical structure, and

the tendency to form iambs often occasion some extent of dlstortlon of the

- meter, partlcularly in the more improvised antara.

Iambic phrasing is remarkably widespread in North Indian music, figuring
conspicuously not only in gazal-songs, but also in classical instrumental and
vocal compositions, the structuree of most Eéis, and in the invariable antici-
pation and stressing of the sam of a rhythmic cycle. An inquiry into the

manifestations of this fundamental tendency in North Indian music and its

- psychological foundations would prove an interesting study which might shed

some light on the music of other cultures as well.
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