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Preface 

 

This volume consists of papers presented at the meetings of our three-year 

joint research project titled �Rhythmic construction of Hindi and Urdu 

metre and its origin in Persian prosody�, subsidized by the Grants-in-Aid 

for Scientific Research of the Japan Society for the Promotion of Science 

(Category B, No. 20320055, 2008-10). It also contains text and audio 

samples of Indo-Aryan and Persian metres prepared by the project 

members. 

      As students of Modern Indo-Aryan languages, we were initially 

interested in the fact that Hindi and Urdu, though sharing the same 

grammar and deriving from a common origin, use different metres in their 

poetry: Hindi poems are composed in indigenous Indo-Aryan metre while 

Urdu poems use Perso-Arabic metre. We defined as the main purpose of 

this project the description of the structures of Hindi and Urdu metres, and 

identifying the influence of Perso-Arabic metre not only in Urdu metre 

but also in Hindi metre, which is believed to be a descendant of traditional 

Indo-Aryan metre. By way of comparison with these two metrical 

traditions, the investigation of Bengali prosody was also included in the 

scope of the project. Bengali language is less influenced by Persian than 

Hindi-Urdu, and we suspected that Bengali metre preserves more 

elements of earlier Indo-Aryan prosody. However, it turned out that 

Bengali metre has followed its own path of development and is not readily 

comparable to Hindi and Urdu metres. Another aspect of metre we looked 

into in the course of our project is its musical realization, for prosody 

reflects linguistic rhythm, and music is where rhythm is observed most 

clearly. 

      In the first phase of the project, the members surveyed the 
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structures and basic principles of Hindi, Urdu, Bengali, and Persian 

metres, and compared them with each other.  

      As for Hindi, four scholars working on medieval literature 

participated in this project, covering Midland Indo-Aryan vernaculars 

from the west to the east. Teiji Sakata has been studying medieval Avadhi 

literature, especially Tulsidas and Jaysi, for decades. Taigen Hashimoto 

works on Kabir and has published a Japanese translation of Kabir�s poems. 

Yoshifumi Mizuno�s work focuses on a more westerly dialect, represented 

by Ke avdas. And Hiroko Nagasaki, who has acted as editor of this 

volume, has been working for several years on the metrical variation in 

medieval Bhakti literature in Braj and Oudh. 

      To cover Muslim literature, another major literary tradition in 

North India, two Urdu professors at Osaka University collaborated in the 

project: Takamitsu Matsumura�s survey greatly helped us understand Urdu 

metre and provided a firm basis for examining Persian influence and 

Indo-Aryan elements. So Yamane discussed Punjabi metre and its 

chanting practices.  

      With regard to Bengali metre, Makoto Kitada contributed an 

article on cac  songs based on his fieldwork on the chanting tradition in 

Kathmandu valley. Another article of his, included in Part II, presents a 

survey of Middle Bengali metre with ample examples of phonological 

developments. Kyoko Niwa�s paper is a valuable overview of Modern 

Bengali metre, which shows significant departure from the traditional 

norm.  

      Compared with Indo-Aryan, the earlier history of Iranian metre is 

very difficult to understand, partly due to the inconvenient writing 

systems such as Book Pahlavi. Hassan Rezai Baghbidi tackled this topic 

with his extensive knowledge of Old and Middle Iranian, and illustrated 

how later Iranian metres developed from syllabic, p da based strophic 

metre common to Old Indo-Aryan. Another difficulty in Iranian prosody 

is the substantial gap between Middle and New Persian. Although the 
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Persian language belongs to the Indo-Iranian family, Persian metre has 

become heavily influenced by Arabic metre after Islamization. The 

complex origin of Persian metre is examined in detail by Ayano Sasaki 

and Zahra Taheri. 

      The musicologist members of the project, Takako Tanaka and 

Masato Tani, tried to find the relationship between the linguistic rhythm 

and the musical rhythm of recitation. In her paper, Tanaka showed that the 

music metre of Kabir�s poems in the singing style is not directly related 

with the moraic metre of the text, even though the distinction between 

heavy and light syllables is kept. On the contrary, Tani demonstrates in his 

paper that the music metre of Persian poetry is directly related to the 

moraic value of the syllables in the text.  

      In the second phase of the project, we collected and recorded 

actual recitations and made a digital archive of Hindi, Urdu, Bengali and 

Persian metres with samples of recitation. It is already available to the 

public at the project Web site, http://hin.minoh.osaka-u.ac.jp. Suhail 

Abbas Khan of Islamabad cooperated with us by recording many 

recitations of Urdu metre. Kitada, Niwa, Nagasaki and Sasaki collected 

samples of Bengali, Hindi and Persian metres, and Kitada, Niwa and 

Nagasaki made recordings in India. Taheri, who is a poet herself, recited 

Sasaki�s Persian samples.  

      The most remarkable discovery of the project in the field of Hindi 

and Urdu is that Urdu metre, which adapted Persian metre to Indo-Aryan, 

developed a poetic rhythm, a uniquely Indian metre that is unknown in 

Persian metrical tradition, and which is essentially identical with Sanskrit 

ry  metre. Another discovery concerns the Savaiy  class of Hindi metre, 

a doubled form of original Indo-Aryan metre with end rhyme which has 

been popular since the 16th century. According to our research, the 

development of this class took place under the influence of Urdu and 

Persian metres, despite its Indo-Aryan appearance.  

      Had it not been for the dedicated participation and patience of the 
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project members, this volume would have been impossible. We sincerely 

thank them for their contribution.  

      Junko Sakamoto-Goto, expert on Middle Indo-Aryan prosody, 

joined the project in the second year. Although her paper is not included in 

the present volume, she gave us invaluable advice even at the time of the 

devastating earthquake that hit her area, and her comments are 

incorporated in our papers. We hereby thank her for her contribution. 

Heartfelt thanks of all of us go to Ronald I. Kim of Adam Mickiewicz 

University, who read through the draft of this volume painstakingly and 

gave innumerable suggestions on the contents as well as the style. We 

would like to extend our sincere thanks to Vijay Lakshmi Jain and Manju 

Jain of Saujanya Publications for their unwavering understanding, 

encouragement, and patience.  

 

Osaka, July 2011 

Hiroko Nagasaki 
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Ancient Iranian Poetic Metres 
 

Hassan Rezai Baghbidi 
 

 
 
 
 
 
Introduction 
The Aryan-speaking peoples of the steppes of Central Asia, who were of 
Indo-European origin, divided into the two main groups of Indo-Aryans 
and Iranians shortly after about 1900 BC (Parpola 2002: 241). The Indo-
Aryans first appear in history around the middle of the 2nd millennium BC 
in the Hurrian Empire of Mitanni in northern Mesopotamia (Gamkrelidze 
and Ivanov 1995: lxii; Ghosh 1971: 208-209; Mallory 1991: 37-38). 
However, the bulk of the Indo-Aryans penetrated into northwest India 
across the passes of the Hindu Kush during the period between 1700 and 
1200 BC, from where they spread further into the eastern and southern 
parts of the Indian subcontinent (Masica 1993: 37). The group now 
identified as the Iranians, or Irano-Aryans, remained in Central Asia and 
expanded toward the west and the east. However, some of them, including 
the Median and Persian tribes, moved onto the Iranian plateau, where they 
first established rulerships, and ultimately major empires. 

The proto-Aryan language first divided into two main branches, 
proto-Nurist ni and proto-Indo-Iranian. Proto-Nurist ni is the mother of 
all Nurist ni languages, which are now spoken in Nurist n, formerly 
called K firist n before the conversion of its inhabitants to Islam in 1896 
AD, in the mountainous regions of Northeastern Afghanistan. Some of the 
most important Nurist ni languages are Ashkun, Kati, Prasun, Tregami, 
Waigali, Wamai and Zemiaki.  

Proto-Indo-Iranian is the ancestor of all Dardic, Indo-Aryan and 
Iranian languages. The most important Dardic languages are Kashmiri, the 
Kohestani languages, Phallura, Sawi, and Shina in the eastern group, and 
Gawar, Glangali, Kalasha, Katarkalai, Khowar, Pashai, Shumashti, and 
Tirahi in the central group (see Rezai Baghbidi 1388: 12-13). 

The Iranian languages, like their sister Indo-Aryan languages, have 
passed through three main historical stages, as shown in the following 
table: Old Iranian, Middle Iranian, and New Iranian.  
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Proto-Indo-European 
(ca. 4500-3500 BC) 

Proto-Aryan 
(ca. 3000 BC) 

Proto-Indo-Iranian 
(ca. 2500 BC) 

Proto-Nurist ni 

Proto-
Dardic 

Proto-Indo-
Aryan 

Proto-Iranian 
(ca. 2000 BC) 

 

 Old Iranian Languages 
(ca. 1500-330 BC) 

Middle Iranian Languages 
(ca. 330 BC-651 AD  

in a few cases, up to the 10th 
century AD) 

New Iranian Languages 
(since 651 AD) 

 
In the present paper, the ancient Iranian poetic metres, as reflected 

in Old Iranian and Western Middle Iranian texts, will be studied and 
exemplified. The last part of the paper will deal with a few Early New 
Persian poems composed in the same ancient metres and possible reflexes 
of ancient Iranian metres in New Persian prosody, which is generally 
thought to be wholly borrowed from Arabic. 
 
Old Iranian metres 
Any serious attempt to investigate the characteristics of Old Iranian poetry 
must necessarily rely upon ancient Indo-Aryan poetry as reflected in 
Vedic hymns as a starting point. It should be briefly mentioned that the 
governing principles of prosody and versification in Vedic, as in ancient 
Greek, are based upon quantitative metre. In other words, each line of a 
stanza consists of a certain number of short and long syllables in a specific 
order. This characteristic was inherited from late Proto-Indo-European 
poetry, where verse-lines had a fixed number of syllables and a rhythm 
that was quantitative, i.e. based on the alternation of long or heavy 
( strong time�) and short or light ( weak time�) syllables (Fortson 2004: 
31; Watkins 1995: 19). 

A syllable is long if it contains a long vowel or diphthong or if it 
ends in a consonant. A single consonant between vowels is assigned to the 
second of the two syllables, but where two or three consonants occur 
together (other than at the beginning of the verse) they are divided 
between the syllables, making the prior syllable automatically long. On 
the other hand, where a short final vowel occurs before an initial vowel, 
the two syllables are generally reduced to one by contraction. Other short 
vowels may in certain circumstances be lengthened metri gratia. A long 
final vowel before an initial vowel generally remains but is shortened by 
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correption. The semivowels i/  and u/ , as the second element of a 
diphthong, are treated as consonants when the diphthong is word-final 
before an initial vowel (West 2007: 47). 

In addition, the quantitative rhythms of Vedic metre show a 
preference for the even syllables (second, fourth, etc.) to be long. The 
rhythm of the last four or five syllables of a line (i.e. the cadence) is more 
rigid, i.e. the regulation of quantities is strictest in the cadence of the verse 
and least strict at the beginning. In eleven- and twelve-syllable lines, a 
word-break or �caesura� occurs after the fourth or fifth syllable, while 
lines of five and eight syllables have no such metrical pause. Here the 
pitch accent of Vedic plays no role. 

The metrical unit in Vedic is the p da- �foot; quarter� in the sense 
of the line which is the constituent of the c- �stanza�. Each p da- consists 
of eight, eleven, twelve, or much less commonly five syllables (ak ara-). 
The most common metres (chandas-) in the gveda are: 
 

1. g yatr -: each stanza consists of three eight-syllable lines of the 
form × × × ×     .i The final position in a verse is shown as 
long, but it may always be occupied by a short syllable, the full 
length being made up by the pause at line-end.  

2. tri ubh-: each stanza consists of four lines of eleven syllables, with 
a caesura after the fourth or the fifth syllable and the cadence    
. The second, fourth, and eighth syllables tend to be long, and the 

two syllables following the caesura short. 
3. jagat -: each stanza consists of four lines of twelve syllables, with a 

caesura after the fourth or the fifth syllable and the cadence     
.ii 

 
 

The first two of these are illustrated in the following verses. 
 

gveda 1.1.1   
g yatr - 

agním e puróhita  
yajñásya devám tvíjam 

hót ra  ratnadh tamam 
I praise Agni the domestic priest,  

the divine ministrant of the sacrifice,  
the invoker, best bestower of treasure. 
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gveda 10.129.1   
tri ubh- 

n sad s n, nó sád s t tad n ;  
n s d rájo, nó víom  paró yát 

kím var va , kúha kásya ármann;  
ámbha  kím s d, gáhana  gabh rám 

There was not the non-existent nor the existent then;  
there was not the air nor the heaven which is beyond.  

What did it contain? Where? In whose protection?  
Was there water, unfathomable, profound? 

Among the Old Iranian languages, only Avestan and Old Persian 
are directly known from texts. The Median language spoken by the Medes 
of northwestern Iran in the Median Kingdom (ca. 728-550 BC) is 
indirectly known from personal names and toponyms in Assyrian, 
Babylonian, Old Persian, Elamite, Aramaic and Greek sources. There are 
also a few references to Median epic and lyric literature in Greek sources 
(see Tafazzoli 1377: 17-19; Zar�en s 1384: 9-15). Another indirectly 
known Old Iranian language is Scythian or Old Saka, which was spoken 
from ca. 800 BC onwards by the Scythian and Saka tribes across a vast 
area extending from the north of the Black Sea to northwestern China. It is 
known from a number of personal names, ethnonyms and toponyms, esp. 
in Greek sources. There are also a few references to Scythian epic 
literature in Herodotus (see Zar�en s 1384: 15-19). 
 
Avestan 
The Avestan language is known from the Avesta, the sacred book of the 
Zoroastrian religion. The Avesta is a collection of heterogeneous religious, 
mostly ritual, texts composed in the second and first millennia BC 
(Skjærvø 2010: 44). The Avestan texts were orally transmitted until 
committed to writing in the fourth century AD under Sassanian king 
� buhr II (reign: 309-379 AD). The holiest part of the Avesta is the G s 
�songs� (g - �song, hymn�, g - �to sing�), a collection of seventeen 
songs attributed to Zoroaster (Zara u�tra-), the prophet of ancient Iran, 
who according to the most recent research lived between 1000-800 BC 
(see also Kuz�mina 2007: 448-450). The G s now form seventeen of 
the seventy-two chapters (h iti-) of the Avestan collection known as 
Yasna- �adoration� ( yaz- �to sacrifice; to adore, to worship�). 

Zoroaster�s G s are unquestionably poetry. They are based on 
lines (afsman-) of two (rarely three) feet (pada-/pa a-) with a fixed 
number of syllables and a caesura, arranged in strophes (vacasta�ti-) of 
three, four, or five lines. Here there is no regulation of quantities.iii A 
prosodic difference from Vedic metre is that the combination of a final 
with an initial vowel never results in syllabic loss, since all final vowels 
were pronounced long (see also Bartholomae 1879: 1-19; Gippert 1986; 
Hertel 1927; Humbach 1991). 
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G ic metre is historically related to the Rgvedic tri ubh-jagat  
family of metres. The G s are arranged in the following five groups 
according to their different syllabic metres:iv 
 

1. The Ahunauuait  G , seven songs (Yasna 28-34) containing one 
hundred stanzas of three lines of 7 + 9 syllables each: 3 (7  9).  

2. The U�tauuait  G , four songs (Yasna 43-46) containing sixty-six 
stanzas of five lines (four in Yasna 46: 15) of eleven (4 + 7) 
syllables each: 5 (4  7). 

3. The Sp t mainii  G , four songs (Yasna 47-50) containing 
forty-one stanzas of four lines of eleven (4 + 7) syllables each: 4 (4 
 7). 

4. The Vohux�a r  G , one song (Yasna 51) containing twenty-two 
stanzas of three lines of fourteen (7 + 7) syllables each: 3 (7  7). 

5. The Vahi�t i�t  G , one song (Yasna 53) containing nine stanzas 
of four lines (five in Yasna 53: 6) of varying number of syllables; 7 
+ 5 twice, followed by 7 + 7 + 5 twice: 2 (7  5) + 2 (7  7  5). 

 
The first two of these are illustrated in the passages below.v 

 
Yasna 28: 1  

3 (7  9) 
ahii  y s  n ma h   ust nazast  raf rahii  

mainii u� mazd  paouruu m  sp tahii  a¸  v sp g µiiao an  
va h u� xrat m mana h   y  x�n uu �  g u�c  uruu n m 

With hands outstretched in reverence to Him, I first entreat (you) all,  
O Mazd , for the actions of support of the spirit holy through truth,  

through which Thou mayest satisfy the intellect of good thought and and 
the soul of the cow. 

 
Yasna 45: 2  

5 (4  7) 
a  frauuax�ii   a h u� mainii  paouruii  
yaii  spanii   it  mrauua  y m a gr m 
n i  n  man   n i  s gh  n i  xratauu  
na d  varan   n i  ux  na d  µiiao an  

n i  da n  (< *daiian h)  n i  uruu n  haci t  
Now I shall proclaim the two primal spirits of existence, 

of whom the holy one shall address the harmful one: 
�Neither our thoughts nor pronouncements, neither intellects 

nor choices, neither utterances nor actions, 
nor religious views, nor (our) souls, are in agreement.� 
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The liturgical text known as the Yasna Hapta h iti �Yasna of Seven 
Chapters� (Yasna 35-41), whose language is very close to that of the 
G s and is therefore attributed to (one of) Zoroaster�s disciples, is 
divided into lines and strophes, but it is not metrical (see Narten 1986). 
However, this does not mean that the text is not in verse (Watkins 1995: 
233). As a matter of fact, the Yasna Hapta h iti illustrates an archaic 
Proto-Indo-European poetic form, termed the strophic style. This poetic 
form never makes use of either quantity- or syllable-based verse. The 
defining characteristic of this type of poetry was purely linguistic in 
nature: it consisted of strophes of relatively short lines whose structure 
was determined by grammatical and phonetic parallelism. Repetition, 
alliteration, and bipartite phrases of various kinds were very frequent in 
the strophic style (Fortson 2004: 32-33; cf. Campanile 1998: 22).  

 
Yasna 35: 4 

r m c  v str mc  dazdii i  
surunuuatasc  asurunuuatasc   

x�aiia tasc  ax�aiia tasc  
peace and pasture to be provided (by)  

those who listen and those who do not listen,  
those who hold power and those who do not hold power. 

 
The G s and the Yasna Hapta h iti are composed in what is 

known as the Old Avestan dialect. The only example of poetry composed 
in the Young Avestan dialect is the Ya�ts (ya�ti-, from yaz- �to worship�), 
a collection of twenty-one hymns addressed to the principal Zoroastrian 
yazatas �deities�.  

There are convincing reasons to believe that the Ya�ts were in large 
part originally composed in octosyllabic verse (as e.g. in Ya�t 19: 92-96; 
see Hintze 1994). However, due to alterations brought about by centuries 
of oral transmission, there are numerous exceptions to this pattern. The 
Hymn to Mi ra (Ya�t 10; see Gershevitch 1967), for example, contains 
lines varying in length from four to thirteen syllables, most often seven to 
nine.vi On the other hand, some passages of the Ya�ts in their present form 
are �prose with occasional rhythmic spells� (Hintze 2009: 61), which 
shows that they might have originally been composed in the strophic style.  

 
Ya�t 10: 7 

11 syllables mi r m vouru.gaoiiaoit m yazamaide 

7 syllables ar�.vaca h m vii xan m 

8 syllables haza ra.gao� m hut �t m 
8 syllables ba uuar .ca�man m b r za t m 
8 syllables p r u.va aiian m s r m 

7 syllables axvafn m ja auruu h m 
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Grass-land magnate Mi ra we worship, 
whose words are correct, who is challenging, 

 has a thousand ears, is well built, 
has ten thousand eyes, is tall, 
has a wide out-look, is strong, 

sleepless, (ever-)awake. 

 
 

Ya�t 10: 50 
8 syllables ya ra n i  x�apa n i  t m  

8 syllables n i  aot  v t  n i  gar m  

7 syllables n i  axti� pouru.mahrk  

8 syllables n i  hiti� da uu .d ta 

8 syllables na a dunm n uzjasaiti 

8 syllables harai ii  paiti bar zaii  

Where (there is) no night or darkness, 
no wind cold or hot, 
 no deadly illness, 

no defilement produced by evil gods, 
neither do mists rise, 

from (Mount) Har  the high.  
 
 

Ya�t 10: 103 
10 syllables yim har t r mca ai ii x�t r mca 

8 syllables frada a  ahur  mazd  
8 syllables v spaii  frauu i� ga aii  
8 syllables y  har taca ai ii x�taca 
8 syllables v spaii  frauu i� ga aii  

10 syllables y  anauua uhabd mn  za na ha 
7 syllables nip iti mazd  d m n 

10 syllables y  anauua uhabd mn  za na ha 
8 syllables ni�hauruuaiti mazd  d m n 

Whom as the inspector and supervisor  
appointed Ahura Mazd , 

 of the promotion of the whole world, 
who (is) the inspector and supervisor 
of the promotion of the whole world, 

the watchful (caretaker) who without falling asleep,  
protects the creatures of Mazd , 

the watchful (caretaker) who without falling asleep, 
observes the creatures of Mazd . 
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Old Persian 
Old Persian was the language spoken by the Persian tribes during the 
Achaemenid period (550-330 BC). The extant Old Persian texts are the 
cuneiform inscriptions of the Achaemenid kings up to the middle of the 
fourth century BC (see esp. Kent 1953; Schmitt 1991). There are also 
references to Old Persian epic stories in Greek sources (see Zar�en s 
1384: 22-30).  

There is a seemingly rhythmic passage in the inscription of Darius I 
(reign: 522-486 BC) on Mount Bisotun (DB, Column II, lines 74-76), 
which according to F. W. König (see Brandenstein and Mayrhofer 1964: 
26) is in verse with four stresses in each line, an idea which is not 
supported by the contemporary Young Avestan texts.  

 
DB, Column II: 74-76 

 As wrongly transcribed by König 
ut  n ham ut  gau�  ut  n hám ut  g �  

ut  hiz nam fr anam ut  uzb nam fr anám 
ut �ai aivam a�ma vajam ut �aij á�ma áwa ám 
duvaray mai basta ad riya dvarj maij básta ádaríj 

haruva�im k ra avaina harwá�im k ra áw ná 
pas va�im hagmat nai  pas wa�ím hangm tanaíj  
uzmay pati akunavam uzmj patíj akúnawám 

 (His) nose, ears 
and tongue, I cut off; 
and I put out his eye; 

at my palace entrance he was kept bound; 
all the people saw him. 
After that, at Ecbatana, 

I impaled him. 
 

On the other hand, the opening words of one of the inscriptions of Darius 
I at Susa (DSf, lines 1-3), which are repeated several times, with slight 
differences, in some of his other inscriptions and those of succeeding 
kings, reminds us of the strophic style with grammatical parallelism (not 
syllable-based verse as wrongly suggested by e.g. Mo�in 1322; Reza�i 
1381).  

 
DSf: 1-3 

9 syllables baga vaz ka auramazd  A great god (is) Auramazd , 
8 syllables haya im m b mim ad  who created this earth, 
9 syllables haya avam asm nam ad who created that heaven, 
7 syllables haya martiyam ad  who created man, 
7 syllables haya �iy tim ad   who created happiness 
4 syllables Martiyahy  for man. 
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Nevertheless, it must be admitted that the extant Old Persian texts are all 
in prose, and contain no metrical passages. �On occasions when some 
phrases seem to be reminiscent of a metrical structure, this is mere 
chance� (Schmitt 2004: 536). 
 
Middle Iranian metres 
Eastern Middle Iranian 
The Eastern Middle Iranian languages include Bactrian, Khwarezmian, 
Sogdian, and Middle Saka (with two closely related dialects, Khotanese 
and Tumshuqese). The surviving texts in Bactrian and Khwarezmian 
contain no poetic material. Sogdian poetry is sparsely attested and 
imperfectly understood. The surviving literature in Khotanese consists 
largely of poetry, but the question of whether its metre is indigenous or 
based on Indian models is still open. Old Khotanese metre is essentially 
quantitative, while Young Khotanese metre seems to be regulated by the 
number of stresses in each line (p da-). At least two metres exist: one 
with about eight syllables per p da-, and another with about twelve 
syllables per p da- (see Maggi 2009: 336-337). 
 
Western Middle Iranian 

Western Middle Iranian consists of the two closely related 
languages of Parthian and Middle Persian, the languages of the Arsacid 
dynasty (ca. 247 BC-224 AD) and the Sassanian Empire (224-651 AD) 
respectively. Both of these languages continued to be used as the liturgical 
languages of the Manichaean communities of Central Asia up to the 8th 
century AD. Most of the Zoroastrian texts in Middle Persian were written 
down in the 9th and -10th centuries AD. Western Middle Iranian poetry is 
mainly known from the Manichaean religious hymns discovered at Turfan 
in northeastern Chinese Turkistan (see especially Boyce 1954; 1975; 
Lazard 2003). 

The professional minstrels of the Parthian and the Sassanian periods 
who enjoyed great fame and performed at court were called respectively 
g s n and huniy gar or huniw z. Some of the most famous huniy gars of 
the Sassanian period were B m� d, B rbad, and Nag s . We also know 
the names for a number of poetic genres of the Sassanian period, e.g. 
eg mag or mag �a love lyric�, sr d �a hymn addressed to a king, or 

used by the priests in their rituals�, and tar nag �a feasting or drinking 
song� (see also Elwell-Sutton 1976: 171). In addition, the following 
Middle Persian technical terms are known: wa ast �strophe� (cf. Avestan 
vacasta�ti-), paym n �verse-line�, pay �foot, half-line� (cf. Avestan pada-
/pa a-). 

Examples of Middle Persian poetry are poorly known and often, 
due to centuries of oral transmission, preserved only in distorted form. 
They include: 
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1. Draxt  As r g �The Assyrian (i.e. Babylonian) Tree�, a poetic 
controversy between the goat and the palm tree (see Benveniste 
1930; Lazard 2003). There are numerous traces in the Middle 
Persian text of an older Parthian version.  

2. Ay dg r  Zar r n �The Memorial of Zar r�, a historical epic, 
originally composed in Parthian (Benveniste 1932; Utas 1975; 
Boyce 1989; M hy r-e Navv bi 1374). 

3. J m spn mag �The Book of J m sp�, an apocalyptic text (see 
Bailey 1930-1932). 

4. A few Zoroastrian poems of moral content: d r m handarz  
d n g n ... �I have a counsil from the wise �� (see Henning 1950), 
was raft h m andar w m ... �Much I have advanced in time �� 
(see Tavadia 1950), xrad d �t r p n g  n ... �Wisdom is the 
keeper and protector of the soul �� (see Shaked 1970; Tafazzoli 
1972; Lazard 2001). 

 
The earlier theories of a purely syllabic metre in Western Middle 

Iranian poetry, as held by e.g. Benveniste, cannot be maintained.vii On the 
other hand, Shaked�s (1970: 404) hypothesis, restated by Abolq semi 
(1374: 158), according to which Western Middle Iranian poetry was 
characterized by neither the number of syllables nor the number of 
stresses, but by the position of the caesura, does not have a firm basis 
either. Similarly, Vahidiy n-e K my r (1370: 23) unconvincingly argues 
that Western Middle Iranian poetry was neither purely syllabic nor 
accentual, but quantitative, like that of New Persian.  

A very important point which is often neglected is that pre-Islamic 
Iranian poetry was almost always accompanied by music. This can easily 
justify the unequal length of the verses and the hemistichs, since the 
singer could occasionally substitute short and long syllables in order to 
keep the rhythm. In other words, the important point was keeping the 
regular time separation between the hemistichs and the verses. This could 
be done by placing a beat or metrical stress (ictus) on the last syllable of 
each hemistich. In other words, the metre was based on a fixed number of 
metrically stressed syllables to a line (cf. N tel-e X nlari 1367: 73-75; 
Utas 1975: 403). 

A detailed analysis of the Manichaean hymns in Western Middle 
Iranian demonstrates the following points: (1) The two verses of a distich 
are each divided into two hemistichs; (2) Each hemistich is formed by a 
heavy syllable that carries the metrical stress, often preceded by a variable 
number of heavy and light syllables; viii  (3) The metrical stress often 
coincides with the accent on the word, but not always; (4) The metrical 
stress can also fall on a medial syllable of a word (see also Lazard 2006). 
This metrical structure is the same as the one found in Syriac poetry of the 
3rd century AD (Sundermann 2009: 213-214). 

The same principles can be applied to non-Manichaean Western 
Middle Iranian poems. For example, the Draxt  As r g has four metrical 
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stresses and ten to fourteen syllables per line, with a maximum of three 
heavy syllables per foot (see Lazard 2002-2003). The Manichean poem in 
Parthian M 10 (text at in Boyce 1975: 104-105), analyzed by Lazard 
(1985; 2003), likewise has four stresses per verse, but a maximum of two 
heavy syllables per foot.  

There were originally no rhymes in Western Middle Iranian poetry, 
but later on there developed poetic forms containing the regular or 
occasional repetition of the same syllable or the same word, either at the 
end of verses or at the end of distichs (Lazard 2006). In d r m handarz  
d n g n ..., a rhyme in - n appears in the first two verses, and afterwards, 
at the end of each distich. In xrad d �t r p n g  n ..., all the distichs 
except for the first end in a comparative in -tar. In was raft h m andar 

w m ..., the first four distichs have a rhyme in -ag, and the following 
four end in the word xrad.  

 
Huw dagm n IVa 

A long hymn cycle in Parthian, whose name has been taken from its 
opening word (huw dagm n �fortunate for us�). This cycle is divided into 
cantos, called hand m �limb, section�. In Huw dagm n IV, the soul, 
distressed amid the assaults of evil and encompassed by metaphoric perils, 
longs for a saviour. 

/ = end of the hemistich 
 = verse-end 

1a k -m wi� h h / a� harw n gr h ág / ud z n n 

1b  anambar nd / war� g  n  wxá� / ah nd 
Who will release me from all the pits and prisons, 
in which are gathered lusts that are not pleasing? 

 
 

Draxt  As r g 
(four metrical stresses to the line with a maximum of three heavy syllables 

per foot) 
Line 11 rasan a� mán / kar nd k  t  p  / band nd 
Line 12 b a� mán / kar nd k  t  *gr w / m z nd 

They make a rope out of me, with which they bind your legs. 
They make a stick (i.e. knife handle) out of me, with which they rub (i.e. 

cut) your neck. 
 
 

d r m handárz /  d n g n az guft  p /� n g n 
I have a counsil from the wise, from the sayings of the ancient. 

 a�m  / b  wiz r m              pad r st h / andar g h n 
To you I will explain it, truthfully, in the world. 
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was raft h m / andar w m was-um wiz d / kustag kustág 
Much I have advanced in time; much I have discerned in various regions; 

was-um *wiz st / az d n m nsár was-um az nib g / ud n mág 
much I have searched from scriptures (and) sayings; much I (have learnt) 

from writings and books. 
 

Continuation of Western Middle Iranian metres in the Islamic period 
There are a few Early New Persian poetic pieces of the late Sassanian and 
early Islamic periods, preserved in Arabic and Persian works, which do 
not follow the rules of Classical Persian versification, but rather conform 
to the versification rules of Western Middle Iranian. They include: 
 

1. A short piece in Ibn Xurd bih�s al-Mas lik wa al-Mam lik 
attributed to Bahr m V, the Sassanian king (421-438 AD): man-am 
� r  �alanba ... �I am the lion of �alanba ��.  

2. A short piece related to the victory of Sa� d ibn �U m n in Bux r  in 
56 AH/676 AD and his falling in love with the queen of Bux r : 
k r  xam r ma  ... �The blind commander came �� (see esp. 
Saymoddinov 1383). 

3. A Zoroastrian ballad written in Pahlavi script, previously considered 
a Middle Persian poem (e.g. in Tavadia 1955), but shown by de 
Blois (2000) to be composed in Early New Persian: kay baw  ki 
payg-  ya  � �When will it be that a courier comes ��). 

4. A rhymed hymn recited at the pyre of Kark y preserved in T r x-i 
S st n: fr xta b d  r � ... �May the light be kindled ��.  

5. Three satirical verses probably composed in 60 AH/680 AD at Ba ra 
by a certain Yaz d ibn Mufarri : b ast u nab  ast ... �There is 
water and date-wine ��.  

6. Three verses in Ibn Xurd bih attributed to the famous B rbad, a 
poet and musician at the court of Husraw II, the Sassanian king 
(591-628 AD): qaysar m h m na  ... �The Caesar resembles the 
moon �� (see �afi�i-ye Kadkani 1342; Utas 1994: 139). 

7. A short piece in Ibn Xurd bih deploring the ruin of Samarqand: 
Samarqand kandmand ... �O prosperous Samarqand ��. 

8. The satirical verses which, according to Tabar , were addressed by 
the inhabitants of Balx to Asad ibn �Abdull h al-Qasr , the 
governor of Xwar s n, after his defeat from the Turkish X q n of 
Xutal n and his return to Balx in 108 AH/726 AD: az xutal n 

ma iya ... �Thou hast come back from Xutal n ��. 
9. A couplet wrongly attributed to Ab  af  Su d : h -yi k h  dar 

da�t ig na dawa  � �How does the mountain deer run in the 
field? �� (see Lazard 1970; for these and similar poems, see Bah r 
n.d.: 30-47; Christensen 1363: 12; Eqb l 1363: 27; Esm ilpur 1381; 
1386: 141-174; Hom yun-Farrox 1370: 746-775). 
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In these Early New Persian poems, rhymes are not infrequent; 
however, they differ from those of Classical Persian poetry in that the 
same word or the same suffix is allowed to rhyme with itself. In kay 
baw  ki payg-  ya  �, for example, a rhyme in - n appears in each 
verse.  

 
kay baw  / ki payg-       ya  ázix / hinduw n 
ki ma  n / � -Bahr m      az d á-/y i kay n 

When will it be that a courier comes from India, 
(saying) that: � h Bahr m, from the family of the Kays, has come? 

 
 
Similarly in the hymn of the pyre of Kark y, all the verses rhyme together 
in - �. Other examples from the poetic works above include the following: 
 

qaysár / m h m ná       u x q n / xwar� d 
n i mán / xwa y      abr m ná  / k m r n 

ka xw há  / m h p �á       ka xw há  / xwar� dx 

The Caesar resembles the moon, and the X q n the sun; 
(but) my lord resembles a powerful cloud, 

When he desires, he covers the moon, (and) when he desires, (he covers) 
the sun. 

 
az xutal n / ma iyáh      *tar u tab h / ma iyáh 
b ra +b z / ma iyáh      xu�k +u niz r / ma iyáh 

Thou hast come back from Xutal n; thou hast come ruined and spoiled; 
thou hast come back wandering; thou hast come down lean and heartsick. 

 
h -yi k h  / dar dá�t      ig ná:xi / dawa  
 ni-d ra  y r / b  y r      ig ná: / buwa  

How does the mountain deer run in the field? 
He has no companion, how can he be without a companion? 

 
It should be added that examples of such versification did not cease even 
after the establishment of the rules of Classical Persian poetry. As an 
example, reference can be made to a verse translation of parts of the 
Qur� n dating from the 5th century AH/11th century AD (see Ra �i 1353).  

Classical Persian versification, like Arabic versification, is based on 
the arrangement of short and long syllables. It was for a long time 
believed that this quantitative system was borrowed from Arabic poetry, 
but this claim will have to be seriously qualified. In fact, although the 
principle is the same on both sides, the metres most commonly used in 
Persian are rare or nonexistent in Arabic, and vice versa (Elwell-Sutton 
1976). One is thus led to believe that there must be some linear 
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relationship between pre-Islamic Iranian metres and those of Classical 
Persian poetry (Lazard 2006). Benveniste (1932: 293) had already 
suggested that �l�originalité des Persans en matière de technique poétique 
a consisté à assujettir le mètre syllabique iranien à la poésie quantitative 
arabe.� This suggestion is correct if �le mètre syllabique iranien� is 
replaced by �le mètre accentuel iranien�. Tavadia (1950: 86), too, believed 
that the mutaq rib �originated in Persia itself and [was] not like many 
other metres innovated or borrowed from Arabia.� The same idea has 
been expressed by Utas (1994: 140): �The origin of many of the New 
Persian metres must be sought in earlier Iranian rhythmic patterns that 
were formally adapted to a quantitative structure.� Grunebaum (1955, p. 
18), for his part, has suggested that certain metres used by Arab poets, 
�the ramal, the mutaq rib, and perhaps the af f, may be considered as 
adaptations of Persian (Pahlavi) metres to Arabic linguistic conditions.� 
Vahidiy n-e K my r (1370: 132) goes so far as to claim that all Arabic 
metres were borrowed from Persian metres. 

As shown by Lazard (2001; 2003), the metres of the Zoroastrian 
poem xrad d �t r p n g  n ... and the Manichean Parthian poem M 10 
can be connected with the catalectic (ma f) and the acatalectic (s lim) 
mutaq rib respectively. The connection can be shown in the following 
way:xii 
 

xrad d �t r p n g  n ...  
(x) (x) X (x) x X (x) (x) X x X 

catalectic (ma f) mutaq rib 
 � �  � �  � �  � 

 
M 10 

(x) x X (x) x X (x) x X (x) x X 
acatalectic (s lim) mutaq rib 

 � �  � �  � �  � � 
 

The following examples, too, will clarify the connection: 
 

Angad R �n n VI: 49a 
az  t  / abd � n  a� harw n / y báhr 

                     �  �ª �   /  �   �  �     �ª   �    �   /   �  � 
I shall set thee free from every sickness. 

Cf. the � hn ma of Ferdawsi (vol. 4, p. 173, line 67) (mutaq rib) 
pay afgandam az nazm k x-  buland 

 � � /  � � /  � � /  � 
ki az b d u b r n ni-y bad guzand 

 � � /  � � /  � � /  � 
I have founded a lofty palace of verse, 

which will not be harmed by wind and rain. 



Ancient Iranian Poetic Metres                               17 
 

In addition, the verse tu z- n x k bar-x z u bar-�aw ba g h (  � � / 
 � � /  � � /  �) �Rise up from this dust and ascend the throne!� in the 

story of King Gu�t sp by Daqiqi in the � hn ma of Ferdawsi (vol. 5, p. 
117, line 432) can be taken back to the distorted verse az n x k abar 

x z d ud ab z  kay-g h ni� n d �Rise up from this dust and reascend the 
throne!� in the Ay dg r  Zar r n 53 (Jamasp-Asana 1913: 7), which can 
be reconstructed as *az n x k / x z d   kay-g h / ni� n d (�ª � � / � � � 

 �ª � � /  � �) (cf. M hy r-e Navv bi 1374: 119). Therefore, it is not 
surprising that the mutaq rib metre is unknown in pre-Islamic Arabic 
poetry, and remains extremely rare in the poetry of the Umayyid period. It 
occurs more frequently in Abbasid times, a fact that suggests that the 
direction of transfer was from Persian to Arabic (Elwell-Sutton 1976: 
172). 

Another important point is that the obligatory use of final rhymes 
with complicated rules, which is a dominant characteristic of Classical 
Persian poetry (see Jeremiás 2003), is a late development, most probably 
under the influence of Arabic poetry. As an example, reference can be 
made to two poems of moral content preserved in Tu fat al-Mul k 
composed in the mutaq rib, but having rhymes that are not in accordance 
with Classical Persian poetry. One begins: tu az k r i Kay-Xusraw and za 
g r / kuhan ga�ta k r i ah n t za g r / ah n d r saxt u bas-a� sust g r / 
ba saxt  u sust  tu yaks n bag r ... (see Lazard 1974). 

The epic Bal i metre, which has seven to ten syllables and 
contains four stresses, is also related to the mutaq rib and thus the 
continuation of the Middle Persian epic metre (see Lazard 1994). 

Finally, Middle Persian poetry was also continued in the form of 
the fahlaw  poems composed in the dialects of western, central, and 
northern Iran. The fahlaw  poems (also referred to as pahlav , r ma, 
r mand , r z /r �  and �ahr ) were gradually adapted to the standard rules 
of Persian prosody (esp. in haza  metre:  � � � /  � � � /  � �), 
although sometimes with modifications that seemed shocking to strict 
prosodists. The oldest extant fahlaw  quatrain is attributed to a certain Ab  
Abb s Nih vand  (d. 331 AH/943 AD), but the most important ones 
include those attributed to B b  hir of Hamad n (5th century AH/11th 
century AD) and �ayx af  al-D n Ardab l  (d. 735 AH/1334 AD).  
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II. In Persian 
  1374  .  

   1381 »       « 

  1  2   15-56.  

   1386 

 .  

  1363 »  «  : .  

      /.  

          .  

  1353  .  

  1381 »        « 

       189-202.  

    1388   2 .  
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  1384  .  

    1383 »         « 

  4  7  5 -14.  

   1342 »        «  

 6  18-28.  

        1386  4 5.  

   1363 »     « :  

.  

   1374  .  
  1322  .  

   1367   2 .  
   1370  .  

   1370    2.  
  

 
                                                 
i× = indifferent quantity;  = short syllable;  = long syllable;  = verse-end  
iiFor Vedic metre see also Arnold 1905; MacDonell 1916: 436-447; van 
Nooten and Holland 1994: vii-xviii, 577-667. It should be noted that in later 
Sanskrit verse the number of syllables is subject to variation due to the 
optional substitution of two short syllables for one long syllable or vice versa. 
iiiThis role might have been taken over by a stress accent which, according to 
Kury owicz (1958: 369-380), was placed on the penultimate syllable of every 
word and of the verse. Utas (2009: 99), too, believes that this metrical system 
was probably supplemented with a fixed number of stresses per line. 
ivIt should be noted that, due to the oral transmission of these texts, metrical 
irregularities occur quite often. 
vAvestan words are transcribed according to the system proposed by 
Hoffmann (see also Hoffmann 1989). 
viHenning�s idea as to the existence of three stressed syllables in each line of 
the Ya�ts, the number of unstressed syllables being free (Henning 1942: 53), 
is not tenable. On Young Avestan metre see also Lazard 1984; 1990. 
viiM hy r-e Navv bi�s (1374: 105) proposal as to the existence of octosyllabic 
verse lines in Ay dg r  Zar r n is similarly unacceptable. 
viiiShort syllables are those of the shape V, CV, CCV, CCCV; all others are 
counted as long. Light syllables include all short syllables, and those long 
syllables which belong to auxiliary words or words that are positionally weak 
(in prosthesis or anaptyxis), e.g. prepositions, postpositions, conjunctions, 
relative pronouns, as well as syllables containing a prothetic vowel before sC 
clusters (e.g. is- in ist n �column, pillar�). All other long syllables are heavy. 
In the examples below, �ª denotes a light long syllable; � = denotes a 
metrically stressed syllable. 
ixAs can be seen here, the metrical stress is placed on the preposition az 
�from�, which is a light long syllable. The conclusion is that, little by little, the 
practice of placing the metrical stress on heavy syllables was generalized to 
include all long syllables, whether heavy or light. 
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xThe metre of these verses, with some very minute changes, coincides with 
that of the Classical Persian rub � . This may be one of the rare cases of a 
truly transitional form (Utas 2009: 101). 
xiThe syllable -na in ig na �how� is long by position, hence the transcription 
ig na:. 

xii(x) = optional unstressed syllable; x = required unstressed syllable; X = 
stressed syllable. 
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Introduction 
It has been said that there are about 400 different metres in Persian poetry, 
and analyzing all of them has been one of the most important as well as most 
difficult tasks of Persian linguistics and literary studies. Although a 
considerable number of studies of Persian metres have appeared over the past 
50 years, what seems to be lacking is a clear explanations of their structure, 
patterns, and implementation to understand them. 

The aim of the following pages is to provide a simple and 
comprehensive description of the basic system of Persian prosody. In other 
words, this paper seeks to identify the main principles underlying the most 
popular metres in Persian poetry. 

However, it must be borne in mind that most of Persian poems 
which will be exemplified in this paper are classical Persian poetry. It must be 
remembered that the pronunciation of classical Persian poetry is 
comparatively different from the pronunciation of New Persian, especially 
Tehran dialect (Tehr n ). When we appreciate classical Persian poetry in our 
times, the original pronunciation is not so important and is usually treated as 
New Persian, therefore the transcription of Persian poems will be also shown 
as New Persian but in the case of scansion the transcription for Classical 
Persian will also have to be given in this paper. 
 As defined by B. Utas, a metrical system is based on some kind of 
formalized rhythmical structure, where rhythm is based on a more or less 
regular alternation between marked and unmarked elements.i In Persian, the 
term used for classical poetry is na m, meaning �bound form�; this indicates 
that poetry does not simply consist of rhythmical and melodious phrases, but 
also has a kind of method based on a theory. We shall thus begin with an 
examination of phonetic features in the Persian language, which provides the 
starting-point for the description and analysis of Persian metres. 
 
1. The structure of Persian metre 
1.1. Syllable and metrical foot 
The basic organizational unit of Persian metre is the syllable. A syllable may 
be defined as �a combination or set of one or more units of sound in a 
language that must consist of a sonorous element (a sonant or vowel) and may 
or may not contain less sonorous elements (consonants or semivowels) 
flanking it on either or both side(s).�ii  
 In Persian, the rules for delimitation of syllable boundaries are very 
simple. All syllables begin with exactly one consonant. Thus, where 
consonant clusters occur (rarely exceeding three consonants), all but the last 
must be regarded as belonging to the previous syllable. This rule has a basis 
in the phonetic structure of Persian, which does not permit a word beginning 
with more than one consonant.iii 
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 As a result, syllables in Persian have three patterns, as shown below 
(C=consonant, V=vowel): 
 
(1) CV 
(2) CVC 
(3) CVCC 
 
Since Persian has two kinds of vowels, short and long, for prosodic purposes 
we can divide these three patterns more precisely into six, as shown in the 
table below: 
 

Table 1: Persian syllable patternsiv 
Number Syllable strucure Quantity Symbol Examples 
1 C + short Vowel Short  na, to, se 
2 C + long Vowel Long m , b , s  
3 C + short Vowel + C Long kar, pol, del 
4 C + long Vowel + C Overlong  k r, p l, p r 
5 C + short Vowel + C 

+ C 
Overlong  kard, goft, 

xe�t 
6 C + long Vowel + C 

+ C 
Overlong  k rd, k �k, 

r xt 
[  means that a syllable can be counted either as  or as  ; see 2.2 below] 

 
An overlong syllable can be considered as two syllables (  ) in the middle of 
a hemistich, a short vowel o is added to the last consonant, giving a short 
syllable as can be seen in the following example: 
  

biy  ke qa r-e amal saxt(o) sost(o)-bony dast   
                           

biy r(o) b de ke bony d-e omr(o) bar b dast ( fe ) 
                           

 
The description of Persian prosody is taken up in the next section and the 
added short vowel o is a kind of general rules of scansion, which is taken up 
in §2.1.  
 In addition, Persian has two diphthongs, (�)ey and (�)ow, which are 
regarded as sequences of consonant + short vowel + consonant (CVC) in 
Persian prosody. 
 A metrical foot consists of a combination of two or more syllables, 
e.g. s -q , sar-d r, fa-laq.v In traditional Persian prosody, however, metrical 
feet involve additional complications, an understanding of which is essential 
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for any study of metre. We will examine this issue in the next section. 
 
1.2. Metrical feet in traditional Persian prosody (joz�, rokn) 
Since Persian borrowed its orthography from Arabic after Islamic conquest, 
written Persian does not normally mark short vowels. A consonant may be 
read with a following vowel (generally unmarked) and is then called 
�moving� (mota arrek), or without a vowel, in which case it is called �silent� 
(s ken). The prosodists represent a voweled (moving) consonant with the sign 
�o� and an unvoweled (silent) consonant with the sign �|�. As mentioned in 
the previous section, all Persian words begin with a voweled (moving) 
consonant. 
 Based on this scheme, traditional Persian prosody recognizes three 
types of basic units, as shown in the table below. 
 

Table 2: Basic units in traditional Persian prosody 
Number Variants Name Description Examples Sign 

(voweled 
or 
unvoweled 
consonant)

Symbol 
of 
syllable 
structure 

(1) rope 
(sabab) 

light 
(khaf f) 

moving + 
silent 

man, 
tan, sar 

o |  
 

heavy 
(saq l) 

moving + 
moving 

hame, 
rame 

o o   

(2) peg 
(vatad) 

separated 
(mafr q) 
 

moving + 
silent + 
moving 

n me, 
j mevi 
 

o | o    
 
 

connected 
(maqr n) 

moving + 
moving + 
silent 

aman, 
saman 

o o |   

(3) partition 
(f ele) 

small 
( oghr ) 
 
 

moving + 
moving + 
moving + 
silent 

beravam
, 
soxanam
 
 

o o o |    
 
 
 

large 
(kobr ) 

moving + 
moving + 
moving + 
moving + 
silent

bebara-
ma� 

o o o o |     
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 Persian prosody has traditionally described eight basic feet using 
mnemonic words based on the Arabic root f -�eyn-l m. These so-called af � l 
feet, together with their equivalents in terms of long ( ) and short ( ) syllables, 
are as follows: 
 
 1. fa-� -lon (   ) 
 2. f -�e-lon (   ) 
 3. mos-taf-�e-lon (    ) 
 4. ma-f -� -lon (    ) 
 5. f -�e-l -ton (    ) 
 6. maf-� -l -to (    ) 
 7. mo-f -�a-la-ton (     ) 
 8. mo-ta-f -�e-lon (     ) 
 
The first two feet contain five letters and consist of three syllables, while the 
others contain seven letters and are made up of four to five syllables.vii For 
example, tav n  consists of one �connected peg� and one �light rope� (o o | o 
|) and is classified under fa-� -lon (     ta/v /n ), whereas be�now n ney is 
composed of one �separated peg� and two �light ropes� (o | o o | o |) and 
corresponds to f -�e-l -ton (      be�/no/w n/ney). 
 
1.3. Distinct metrical patterns (owz n, pl. of vazn) and basic metres (bo r, pl. of 
ba r) 
Based on our description of Persian syllable structure and the traditional 
classification of metrical feet, we may now direct our attention to the higher 
units of prosody. 
 Classical Persian poetry is composed of a number of lines of equal 
length, each of which consists of two metrically equal half lines. A half line is 
also known as a hemistich (me r �), and a line consisting of two hemistiches 
is called a distich (beyt). These hemistiches are described as combinations of 
several feet, making up a distinct metrical pattern or vazn. The number of 
distinct metrical patterns in Persian prosody is considerable, estimated at 
about four hundreds.viii These patterns are classified as belonging to certain 
basic metres, called �seas� (bo r, pl. of ba r).ix 
 If one wishes to describe the organization of Persian prosody by 
means of a metaphor, sound is a fountain, the syllable a stream, the distinct 
metrical pattern (vazn) a river, and the basic metre (ba r) a sea, exactly like 
its Persian name.x 
 
2. Scansion 
Scansion refers to the act of determining the rhythm of a line of verse, based 
on the syllables making up words. The aim of scansion is to recognize the 
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prosodic units in verse chanted with melodious phrases and to discover the 
orderly relations among them.xi For example, a distich may be scanned as 
below: 
 
  � qebat gorg(o)-z de gorg(o) �avad 

                     
gar e b  dam  bozorg(o) �avadxii 
                     

 
2.1. General rules of scansion 
When an overlong syllable (4, 5 and 6 in Table 1) is scanned as two syllables, 
a short vowel o is added to the last consonant, giving a short syllable. 
 
 -f -bi / y -ke- -ye / ne- -f -st / j -m(o)-r  

                           
 t -ben-ga / r - a-f -ye / me-y -la�-l(o) / f -m(o)-r  ( fe ) 
                            
 
After a long vowel and before a consonant, st, which is a part of ast (= is) or 
n st (= is not) is scanned as a short syllable so. 
 In scansion, every hemistich (and therefore distich) must end in a 
long syllable. If a hemistich ends in a short syllable according to the normal 
rules of scansion, it must be replaced with a long syllable, as in the example 
below: 
 
 kand -ye f(e)t b(o) be pahl  fet de b d 
                            
 zanb r(o)-h -ye n r(o) ze garde� gor x(o)te (N der N derp r) 
                             
 
Here the last syllable of the first hemistich is long, but the last syllable of the 
second hemistich is apparently short, even though the metre of both 
hemistiches is exactly the same. So the scansion of the second hemistich must 
be repaired to 
 
 zanb r(o)-h -ye n r(o) ze garde� gor x(o)t   
                             
 
thus agreeing exactly with the first hemistich. xiii  This is one of the 
well-known general rules of Indo-European prosody. 
 Scansion is based on pronunciation, not on orthography; thus tanv n, 
the sign of nunation occurring at the end of some Persian words, especially 
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adverbs of Arabic origin, is treated as -an, and tashd d, the mark which 
indicates that the consonant should be geminated, will be transcribed as a 
geminate for the purposes of scansion, e.g. avvalan, tajaddod.  

In addition to these general principles, there are also various 
exceptions, as well as instances of metrical license and metri causa scansions 
in Persian prosody. The next sections will discuss these phenomena. 
 
2.2. Exceptions to scansion 
When scanning Persian prosody according to the above-mentioned principles, 
certain exceptions can be observed in the technique suggested by Najaf :xiv 
 
(1) If an overlong syllable (No. 4 in Table 1) ends in the consonant n (n n), it 
will be counted as only one long syllable. 
 
 j m:   x b:   z r:  
 j n:   x n:   z n:  
 
(2) Whenever the vowel  comes before a consonant y in the middle of a word, 
the vowel is treated as a short vowel i. 
 
 siy h:      niy ye�:    
 
2.3. Metrical license 
Poets can intervene as they desire in the quantity of syllables in a hemistich, 
as long as the intervention does not cause a change in the basic metre (ba r). 
This choice is called metrical license. Metrical license is fundamentally 
different from the exceptions described in §2.2. Those exceptions are 
obligatory in scanning Persian poetry, whereas metrical license is up to the 
choice of the individual poet. Just as the Persian language permits a certain 
degree of variation, e.g. set reg n or set reh  as the plural of set re, or 
soxanh  or soxan n as the plural of soxan, so distinct metrical patterns allow 
for variation in scansion, which is called metrical license.xv

Of course, metrical license is not unlimited or haphazard, but must 
conform to certain rules and conditions. According to Najaf , metrical license 
falls into the following types. 
 
2.3.1. Replacing a short syllable (fa-�e-l -ton) with a long syllable 
(f -�e-l -ton) at the beginning of a hemistichxvi 
In every hemistich beginning with a foot fa-�e-l -ton (    ), a poet has the 
option of changing this foot into f -�e-l -ton (    ). However, the opposite 
practice is not possible, i.e. a long syllable cannot be replaced by a short 
syllable. The following are a few examples: 
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 na�avad f �(o) kas  n e miy n-  man-o tost 
                              
  

t  e� r t-e na ar n me res n-  mano tost (H.E. S ye) 
                              
  

sa aram dowlat-e b d r(o) be b l n mad 
                            
 goft(o) barx z(o) ke n xosrow-e � r n mad ( fe ) 
                            
 
 l-e del b  to goftanam havasast 
                      
 xabar-  del �enoftanam havasast ( fe ) 
                      
 
2.3.2. Replacing a long syllable with two short syllables in the middle of a 
hemistichxvii 
This rule can apply to every syllable of a hemistich, except the first and last. 
The opposite practice is not possible, i.e. two short syllables are never 
replaced by one long syllable. For example: 
 
 gar on n jelve konad mo ba e-y  b de-for � 
                                 
 x k(o)-r b-  dar-e meyx ne konam mo�g n r  ( fe ) 
                                 
 
In the first hemistich, a long syllable preceding the final syllable is replaced 
by two short syllables, while in the second hemistich a long syllable is used. 
In fact, this phenomenon often occurs in the penultimate position, but it also 
occurs less frequently in other positions, as in the second and third syllables 
of the second hemistich below: 
 
 s q  dar n hav -ye sard-e zemest n 
                          
 s ar-e mey r  makon dar (o) ze mast n (Q n ) 

                        
We see another example in the fifth and sixth syllables of the second 
hemistich in the following distich: 
 
 agar be s l  fe  dar  zanad bego� y 
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 ke s l(o)-h st ke mo�t q(o) r y(o) on mah-e m st ( fe ) 
                             
 
and finally, in the seventh and the eighth syllables of the second hemistich of 
the distich below: 
 
 on t (o) be dast r  mardom natav n ko�t 
                           
 nazd k-e xod vand(o) bad  n st far  mo�t (R dak ) 
                           
 
According to Dr. Sakamoto-Goto, this kind of replacement is not peculiar to 
Persian prosody, but a similar phenomenon is found in post-Vedic Indian 
metres.xviii 
 
2.3.3. Inversion (qalb) of a short syllable and a long syllable in the middle 
of a hemistich 
Inversion is the replacement of a sequence of one long and one short syllable 
with a short syllable and a long syllable. This case is not very common, 
because it occurs only in the metre of quatrains (rob � ), as in the example 
below: 
 
 n q fele-y  �omr(o) �ajab m -gozarad 
                          
 dary b(o) dam  ke b  arab m -gozarad 
                          
 
Najaf  concludes that this should not in fact be considered as a category of 
metrical license, because inversion of short and long syllables is found only in 
quatrains and is never seen in any other metres.xix 
 
2.4. Metri causa phenomena 
Traditional Persian poets select one poetic frame and compose a poem within 
that frame from beginning to end, whether lyric (ghazal) or ode (qa de) or 
fragment (qe �e). They must also keep to a particular metre, except for the 
instances of metrical license discussed above in §2.3. However, it is possible 
for poets to alter the quantity of syllables or even the structure of words for 
metrical reasons, i.e. metri causa. For example, if they want to use the word 
gorosne, which is normally scanned as one short + one long + one short 
syllable (     go-ros-ne), it may not fit within the metre which they select, 
so they change its pronunciation to gorsne in order to scan it as one long + 
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two short syllables (     gor-s(o)-ne). Such an operation amounts to a 
change in syllabification for the sake of metrical consistency, and so gorsne is 
called a metri causa variant. 
 There are two kinds of metri causa phenomena: 1) omission of 
hamze; and 2) change of vowel quantity at the end of a word. 
 
2.4.1. Omission of hamze 
If a word begins with hamze (glottal stop), which is written with alef in 
Persian, we should count the hamze before the vowel and transcribe it with 
the sign . (Recall that in Persian, no syllable can begin with a vowel; see 
§1.1.) Consider however the following example from fe : 

 
man az n osn-e r z(o)- afz n ke y sef d �t(o) d nestam 

                                  
ke �e�q(o) az parde-ye �e mat bor n rad zoleyx  r  

                                 
 

The meter of this distich seems to be completely broken. At the beginning, the 
words man az n may be scanned in four different patterns. We see that 
there are two hamzes in this segment, so if we read all the hamzes, it will 
consist of three long syllables (man- az- n    ). If we omit only the first 
hamze, the sequence is changed into one short and two long syllables 
(ma-naz- n    ). If we omit only the second hamze, it becomes one long 
+ one short + one long syllable (man- a-z n    ). 
 Now if we omit both hamzes, we obtain a sequence of two short and 
one long syllables (ma-na-z n    ). In such cases, therefore, we have to 
determine which hamzes to omit in order to pronounce and scan the line 
correctly. In this particular distich of fe , we have to read man az n in a 
scheme    , as shown below: 
 
 man az n osn-e r z-afz n ke y sef d �t(o) d nestam 
        /        /        /        
 ke �e�q az parde-y xx �e mat bor n rad zoleyx  r  
        /        /        /        
 
Here the first hamze, but not the second, is omitted for metrical purposes. This 
is the only change allowed at the beginning of a word, i.e. retention or 
omission of hamze. 
 
2.4.2. Change of vowel quantity at the end of a word 
In Persian prosody, every syllable has a distinct quantity, which may not be 
changed except under certain prosodic conditions. The quantity of syllables is 
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in fact based on the quantity of their vowels, because consonants are fixed and 
do not change. Of the six Persian vowels, three (a, o and e) are short and three 
( ,  and ) are long.xxi The two diphthongs, made up of a combination of one 
consonant, one vowel and one consonant ((�)ey and (�)ow), are considered as 
long syllables and CVC in Persian prosody. 
 The rules for change of vowel quantity are the following. Except for 
the long vowel , which is always fixed in quantity, the quantity of the other 
vowels can be changed if they are located at the end of a word: 
 
(a) Short Vowels  Long Vowelsxxii 

This change may be illustrated with the example below: 
  
 dar k -ye n k(o)n m  m  r  gozar nad dand 
                            
 gar t  nem -pasand  ta y r(o) kon qa  r  ( fe ) 
                            
 
Here the word to in the second hemistich, which contains one short syllable, 
should in this case be pronounced as a long syllable. 
 Two common cases in Persian prosody involving the change of a 
short to a long vowel are the conjunction o, as in qalam-o k az, and e fe e, 
as in dar-e b . Poets have counted these as long vowels metri causa, as in 
the following examples. 
 

t  mard(o) soxan nagofte b �ad �eyb-  honara� nehofte b �ad 
(Sa�d ) 

                                       
 

Here o in the second hemistich should be pronounced as a long vowel, 
producing a pattern       . 
 
 dar azal partow-e osnat ze tajall  dam zad 
                            
 �e�q(o) peyd  �od-o ta� be ham  � lam zad ( fe ) 
                            
 
In this passage from fe , me in the end of the word hame is treated metri 
causa as a long syllable. 
 Finally, in the lines below from the Persian epic Sh hn me, the 
word-final e fe e in del-e must be scanned as long: 
 
 tav n  bovad har ke d n  bovad 
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 be d ne� del-  p r(o) born  bovad (Ferdows ) 
                      
 
 (b) Correption (Long Vowels  Short Vowels) 
 The opposite case, the scansion of a long vowel as a short vowel 
before another vowel, is called correption, which is seen in Greek poetry 
especially in epic.xxiii See for example the second hemistich in the following 
lyric verse by Sa�d : 
 
 ey del agar be d de-ye ta q q(o) bengar  
                            
 darv �i extiy r(o) kon  bar tav ngar  (Sa�d ) 
                            
 
Here we see that the word-final long vowel  in darv �  must be read as a short 
vowel i.xxiv If we pronounce darv �  as a long vowel, the scansion of the 
second hemistich will be totally broken and we will not find any regular 
rhythms: 
 
 darv �  extiy r(o) kon  bar tav ngar  
                            
 
This change of quantity may occur under two conditions: when a long vowel 
comes at the end of a word; and when a long vowel is followed by hamze at 
the beginning of a word.  
 Of course, under both of the above-mentioned conditions, if there is 
no need to change for scansion, the word-final long vowel is counted as a long 
vowel: 
 

har del  az alqe-y  dar ekr-e y  rab y r(o) bast 
                              

t  be g s -y  to dast-  n sez y n kam rasad ( fe ) 
                             

 
3. Selection of famous Persian metres 
This section presents a selection of famous, popular, and distinctive metrical 
patterns of Persian poetry. As they do not yet have any assigned designation, 
the name of each pattern is borrowed from the traditional �ar , the metrical 
system for classical Arabic poetry. 
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3.1. Ramal (based on    ) 
 
 be�-no-w n-ney / on-�e-k -yat / m -ko-nad (Mowlav ) 

        /          /       
 �ar-ba-t - az / la-be-la-�la� / na- e-� -d  / mo-be-raft ( fe ) 

        /          /          /       
 x -be- n-nar / ge-se-fat-t  / ne-to-b -  / z -n st ( fe ) 

        /          /          /     
 sa-re- n-na / d -ra-dem-�ab / ke-ba-r -ya / d -f(e)-t -b  ( fe ) 

        /          /          /         
 
3.2. Hazaj (based on    ) 
 

a-gar- n-tor / ke-� -r -z  / be-das-t -rad / de-l -m -r  ( fe ) 
        /          /          /         
e-xo�-b -meh / ra-b -n -har / do-sar-b  (B b  her) 
        /          /        

ze-h -�e�-q(o) / ze-h -�e�-q(o) / ke-m -ras-t(o) / xo-d -y  
(Mowlav ) 

        /          /          /       
 
3.3. Motaq reb (based on variants of   ) 
 

ba-n -  / da-ma�-z  / ye-yek-pey / ka-rand (Sa�d ) 
      /        /        /     
an-d (n) / ke-gof-tam / am-b  / a-b -b n ( fe ) 
    /        /      /       

 
3.4. Mojtas (beginning with    ) 
 

ze-h -ho-jas / te-za-m -n  / ke-y -r(o)-b  / z -yad ( fe ) 
        /          /          /     
a-gar-na-b  / de- a-m -del / ze-y -de-m  / be-ba-rad ( fe ) 
        /          /          /       

 
3.5. Mo re� (beginning with   ) 
 

bog-z -r(o) /t -be-ger-yam / on- ab-r(o) /dar-ba-h -r n (Sa�d ) 
      /          /        /                 

s -q -bi / y -r(o)-b -de / ke-m -h - i / y -m(o)-raft ( fe ) 
      /          /          /       
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3.6. Khaf f (beginning with     /    ) 
 

-le-del-b  / to-gof-ta-nam / ha-va-sast ( fe ) 
        /          /        

 -le-x -n (n) / de-l (n)-ke-g  / yad-b z ( fe ) 
        /          /     

 
3.7. Rajaz (based on     or    , or variations on them) 
 

n-k -st-kaz / r -y -ka-ram / b -m -va-f  /d -r -ko-nad ( fe ) 
        /          /          /         

 
 mor-de-bo-dam / zen-de-�o-dam / ger-ye-bo-dam / xan-de-�o-dam (Mowlav ) 

        /          /          /         
 

sar-ve- a-m  / ne-man- e-r  / mey-le- a-man / ne-m -ko-nad 
  ( fe ) 

        /          /          /         
 
3.8. Monsare  (based on     /    ) 
 
        � -la-m(o)- on / � -be-j -st / bas-te-na-m  / yad-va-l k (Mowlav ) 

        /          /          /       
row-�a-ni-y  / al-�a-t -to / m -h(o)-na-d  / rad ( fe ) 
        /          /          /   

 
3.9. Sar � (based on    ) 
 

h -te-fi-yaz / g -�e-ye-mey / x -ne-d � ( fe ) 
                /          /       
 
3.10. Moqta eb (based on     /   ) 
 

vaq-t(o)-r - a / n -mat-d  / n (n)-qa-dar-ke / bet-v -n  ( fe ) 
        /        /          /       

 
3.11. Rob �  
 

on-dar-go-za / ram-be-b -de / � - -d(o)-ma / r  (Khayy m) 
        /          /          /   
(n)-q -fe-le / y -�om-r(o)-�a / jab-m -go-za / rad (Khayy m) 
        /          /          /   
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Conclusion 
This short essay has provided a general overview of the basic system 
underlying Persian prosody, with examples of several of the most famous and 
popular metres. A discussion of all elements of the traditional �ar , such as 
�relaxation� (ze f), �defect� (�elle)xxv and �circle� (d ere)xxvi, would extend 
beyond the scope of this paper. I hope, however, that we can see this 
presentation is the minimal standard of Persian prosody, and that this 
introduction will meet the needs of the beginner who wants to become 
familiar with the principles of Persian prosody. 
 It may be worth pointing out that there is also another point of view 
in Persian prosody which emphasizes the musical and melodious elements in 
the Persian language. Thus Shafi� -Kadkan  classifies the metres of some of 
Sa�d  and Mowlav �s lyrics into �wave metres� (owz n-e kh z b ) and �stream 
metres� (owz n-e j yb r ), or from another point of view, �clear metres� 
(owz n-e shaff f) and �turbid metres� (owz n-e kader). Wave metres are 
quick and moving, and create in listeners an impression of refrain and 
repetition. Shaf � -Kadkan  takes six examples for �wave metres� as below: 
 
 mos-taf-�e-lon (four times) 
     /     /     /     
  

maf-� -lo / ma-f -� -lon (twice) 
    /     /    /     
 
 mos-taf-�e-lon / fa�-lon (twice) 
     /   /     /   
  

mof-ta-�e-lon/ f -�e-l t (twice) 
     /    /     /    
 
 mof-ta-�e-lon / ma-f -�e-lon (twice) 
     /     /     /     
 
 fa-�e-l -to / f -�e-l -ton (twice)xxvii 
     /     /     /     
 

In contrast, �stream metres� are full of pureness, elegance and 
pleasure, and give no impression that wave metres have. He takes five 
examples for �stream metres� as below: 
 
 

maf-� -lo / ma-f -�e-lon / fa-� -lon 
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    /     /    
 

maf-� -lo / f -�e-l -to / ma-f -� -lo / f -�e-l t 
   /     /     /    

 
f (fa)-�e-l -ton / fa-�e-l -ton / fa-�e-l -ton / fa�-lon 

    /     /     /   
 
f -�e-l -ton / f -�e-l -ton / f -�e-l -ton / f -�e-lonxxviii 

     /     /     /    
 

ma-f -�e-lon / fa-�e-l -ton / ma-f -�e-lon / fa�-lon 
     /     /     /   

 
On the other hand, �clear metres� are those for which listeners can 

easily perceive the cadence system, while �turbid metres� are those for which 
listeners can perceive the cadence only with difficulty.xxix 
 Therefore, I would say that it may be possible to consider Persian 
prosody a separate system from Arabic metre, since some kind of rhythmic 
sense and the cadence are involved in Persian metre. In the case of 
above-mentioned lyrics, we can avoid using classical Arabic names for 
Persian metres and instead create appropriate new terms, which will be 
potentially less confusing and better suited to the sense of Persian-speakers.xxx
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maf-� -l t. Therefore, these faces of the similarity were settled in a circle which 
is the repetition of fourfold of ma-f -� -lon. As Najaf  expresses, however, many 
of Persian metrical patterns are not contained in the circles and we have to 
struggle with so many �relaxations� (��Ar -e qad m dar bar bar-e �ar -e 
jad d�, p. 26). 

xxvii He added that 53% of the first one hundred Mowlav �s lyric poems are in 
these �wave metres� (M s q -ye she�r, p. 399). 

xxviii He wrote that 58% of the first one hundred Sa�d �s lyric poems belong to the 
first four �stream metres�, and that 78% of the first one hundred fe �s lyric 
poems are in the last four �stream metres� (Ibid., pp. 398-399). 

xxix Ibid., pp. 396-397. Shafi� -Kadkan  wrote that �clear metres� are especially 
often seen in Mowlav �s lyric poems because they are based on the poet�s 
sam � (whirling Sufi dancing), heart-beating and pulsation, therefore there are 
very few �turbid metres� in it (Ibid., p. 401). 

xxx  There is a very interesting Ph.D. dissertation whose title is: Bony n-e 
moshtarak-e r tm dar m s q -ye dastg h -ye r n va zab n-e f rs  (a 
comparative study of cell-like rhythmic patterns in Persian language and the 
classical music of Iran) by Neg r B b n in 2009. 



 
 
 
 

Metre in Classical Persian 

 Narrative Poetry 

 

Zahra Taheri 
 
 
 
 
 
 
The tradition of composing narrative literature has a long history in pre-
Islamic Persian culture. After the Islamic conquest of Persia in the seventh 
century, storytelling went through a relatively long period of silence, before it 
was eventually revived at the beginning of the tenth century when Ferdowsi 
composed his monumental national epic, the Shahnameh. Although numerous 
stories in Persian classical literature have been written in prose, storytelling, 
specifically during the medieval era, was by and large produced in the form 
of poetry; therefore the most important historical, heroic, mythical, didactic, 
and lyrical stories in Persian classical literature have been narrated in the 
form of poetry.  

The significance of poetry in Persian culture led to a flourishing of 
narrative poetry in Persian classical literature during the medieval era. 
Learning, memorizing, and reciting poetry, as well as quoting it in sermons 
and speeches and using it in everyday life, has long been a part of Persian 
cultural tradition, and many literary figures believed that versifying a story 
through metres and rhymes made the narration more artistic, delightful, 
exquisite, and attractive.i  In general, Persian scholars employed the Arabic 
language to produce their philosophical and scientific works, while literary 
figures chose Persian as the language of poetry. 

The form �q leb� of masnav  was employed by Persian poets for 
composing narrative poetry. Masnav  is a poetry form in which rhymes occur 
within the verse; therefore, each verse has its own independent rhyme. 
Although the word masnav  is an Arabic term, in Arabic prosody a different 
word, mozdavaj, has been used for this poetic genre, and the usage of this 
specific form has not been common in Arabic classical poetry. By and large, 
early narrative poetry in Persian literature, has �a consciously archaic and 
purely Iranian quality,�ii whether heroic, as Ferdowsi�s Shahnameh; lyrical, as 
Gorg n �s Vis and R m n; or didactic, as Rumi�s Masnav . The first poet who 
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employed this form in Arabic classical poetry was al-Raqq sh  (d. 821), who 
is believed to be Persian in origin. He used the form mozdavaj, later called 
masnav  by Persian prosodists and poets, in order to versify the famous fable 
of Kal leh va Damaneh. iii  The lack of restrictions on rhymes and the 
independence of each verse in masnav  have made this genre suitable for 
Persian narrative poetry. In fact, it would be impossible for a poet to narrate a 
long story in any other poetic forms, which require a chain of identical 
rhymes throughout the whole poem.  

Ba r �ocean� is a technical term in Arabic and Persian prosody which 
means �basic rhythmic structure or metrical pattern of a verse� and �signifies 
one of the various sets of metrical speech.� iv  In Persian literature, the 
rhythmic structures of ramal, hazaj, xaf f, and moteq reb have been 
employed for composing heroic, lyrical, didactic, and mythical narrative 
poetry. The most famous masnav  metres in these rhythmical structures are as 
follows: 
 

1. ma-f -� -lon. ma-f -� -lon. fa-� -lon.            .     .    . 
2. fa-� -lon.  fa-� -lon.  fa-� -lon. fa-�al.         .    .    .   . 
3. maf-� -lo. ma-f -�e-lon. fa-� -lon.                .        .      . 
4. f -�e-l -ton. f -�e-l -ton. f -�e-lon.              .    .   .     
5. fa-�e-l -ton. ma-f -�e-lon. fa-�e-lon.            .        .    .  

 
As is well known, Arabic and Persian belong to two distinct language 
families and are completely different in their linguistic structure. This 
difference, as Elwell-Sutton observes, �has led to serious confusion among 
prosodists, both ancient and modern, as to the true source and nature of the 
Persian metres, the most obvious error being the assumption that they were 
copied from Arabic. This misconception arises solely from the use of the 
Arabic terminology to describe the Persian metres.�v Although the Persian 
metrical system has adopted the rhythmic structure of Arabic prosody, the 
major structural differences between the two languages have led to substantial 
divergences in their poetic traditions. Furthermore among the approximately 
300 metres used in Persian poetry, many are of Persian origin, and even some 
of the metrical regulations are Persian in origin.vi For instance, rad f [the 
word which is repeated after the rhyme in qazal, qa deh, or rob � ] is 
originally Persian and has been a major characteristic of Persian poetry from 
the oldest surviving poems, whereas in Arabic poetry the usage of rad f 
cannot be found earlier than the 12th century.vii Rare cases are also found in 
which a Persian term was employed to describe the regulation of metres. 
Va d Tabr z  (d. 1590) in his treatise on Persian prosody, res le-ye jam�-e 
mokhta ar, mentions the Persian term �sh yg n� which was used to describe 
the category of plural rhymes.viii Nevertheless, in Persian prosody the old 
Arabic terminology is still commonly used for scanning and classifying the 
metres of Persian classical poetry.ix The pronunciation and meaning of the 
technical Arabic terms used in Persian prosody are often complicated and 
confusing for students of Persian poetry, even if some modern Persian 
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prosodists believe that the usage of such terms might cause difficulties, no 
Persian terms have yet been created to replace them. The terms used to name 
the chosen metres of Persian narrative poetry are respectively as follows:   
 

1. Hazaj-e mosaddas-e ma z f (three metrical feet): The most famous 
Persian narrative love stories, such as Gorg n �s V s va R m n, and 
Nizami�s Khosrow va Sh r n, are composed in this metre. 

2. Moteq reb-e mosamman-e ma f  (four metrical feet): The most 
celebrated heroic narrative poem in Persian literature, Ferdowsi�s 
Shahnameh, as well as Nizami�s Iskandar n meh, a historical fiction 
on Alexander�s life, are composed in this metre. 

3. Hazaj-e mosaddas-e �axrab-e maqb -e ma f  (three metrical feet): 
Nizami�s Leyl  va Majn n is composed in this metre. 

4. Ramal-e mosaddas-e ma z f  (three metrical feet): The most famous 
didactic works in Persian literature, Rumi�s monumental Masnav  
and �A ar�s Man eq al- ayr, are composed in this metre. 

5. Xaf f-e maxb n-e mah f (three metrical feet): Nizami�s Haft Peykar, 
the historical fiction of the Sassanid king Bahr �s life, is composed in 
this metre. 
 

The Book of Kings, Shahnameh (5,500 verses, composed between 997 and 
1010 by Ferdowsi (d. 1020)), the monumental Iranian national epic, was 
composed by Ferdowsi in the late tenth and early eleventh centuries to narrate 
the mythical and historical past of Persia and its people�s civilization from the 
creation of the world to the Arab conquest of the country in the seventh 
century. Ferdowsi composed his epic based on a written source, Sh hn me-ye 
Ab man r , a prose collection of mythical narratives and historical accounts 

of the Persian past brought together a few decades earlier in the court of 
Samanid by �Ab man r Mo�amer . Shahnameh consists of three main 
sections, which represent three successive ages: 
 

1) Mythical. Narrated in a powerful language, this short section begins 
with the account of the creation of the world and the first mortal man, 
kay mars, who is also believed to be the first king.  

2)  Heroic. As the longest section of Shahnameh, narrated in a rich 
poetic language, this section is dedicated to the life and death of the 
heroes who played a significant role in building and defending the 
Persian kingdom. The principal character of the heroic age is Rostam, 
who stands in the middle of the most magnificent scenes of battles, 
victories, defeats, love stories, tragedy, and loss.   

3) Historic. This section starts with a short account of the Parthian 
dynasty, and mainly narrates the rise and fall of the Sassanid dynasty 
before the Arab conquest of Persia.  
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The metre of Shahnameh is: Moteq reb-e mosamman-e ma z f :  fa-
� -lon. fa-� -lon. fa-� -lon. fa-�al.   .         .          .       .     
  

                                                           
ka/zin/bar. ta/ran/d . �e/bar/nag. za/rad.      be/n /me. xo/d /van. de/j /no. xe/rad. 

  .          .           .        .       .        .           .        . 
                                                      

xo/d /van. de/r /z . de/ho/rah. ne/m y.  xo/d /van. de/n /mo. xo/d /van.de/j y. 
  .         .         .        .         .         .         .         .  

                                                         x    
ze/d /ne�. de/le/p . ro/bor/n . bo/vad.   ta/v /n . bo/vad/har. ke/d /n . bo/vad. 
   .         .          .        .           .          .          .    . 
 
Translation: 

1. In the name of the Lord of both wisdom and mind / To nothing 
sublimer can thought be applied. 

2. The Lord of whatever is named or assigned / A place, the Sustainer 
of all and the Guide. 

3. Observing His commands. Thy source of might / Is knowledge; thus 
old hearts grow young again.xi 
 

V s va R m n (8,985 verses, composed between 1050 and 1054 by Fakhr al-
D n As�ad Gorg n ). One of the most famous lyric narrative poems composed 
in Persian. This great ancient legend is skillfully narrated in romantic, 
adventurous, and poetic scenes based on one of the oldest Persian romances, 
which can be traced to the era of the Parthian dynasty (3rd c. B.C to 3rd c. 
A.D). As Yarshater observes, �Once the consternation and confusion caused 
by the rapid Islamic conquest in the seventh century subsided and the normal 
pursuit of the arts was resumed, the old romances, which had for centuries 
entertained kings and nobles and had relived the tedium in the lives of the 
common folks, began to reappear.�xii 

In the story, King M bad falls in love with Princess �ahr , and when 
asking for her hand, �ahr  says that she is not young enough for him and 
makes a promise to marry her daughter to him if she ever gives birth to a girl. 
After many years, �ahr  gives birth to a beautiful girl, V s. In her youth, V s 
is forced by King M bad to marry him and taken by force to the king�s palace, 
where she falls in love with the king�s youngest brother, R m n. V s�s nurse, 
who follows her to the palace of King M bad, helps her to put a spell on the 
king to render him impotent with V s. The love story between V s and R m n 
begins in the King�s palace, and soon the king discovers the secret 
relationship between the two young lovers. The poetic portrayal of this 
passionate romance is reflected in the numerous letters written between the 
two lovers, who believe in themselves as the treasure of loyalty and are ready 
to lay down their lives for their love. xiii  The destiny of the relationship 
between V s and R m n in this romantic adventure is marked by passion, 
union, separation, exile, reunion, anger, suffering, and secret meetings. At the 
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end of the story, King M bad�s day finally comes to an end, and R m n 
ascends the royal throne as his successor and marries V s. This romantic 
legend had an enormous influence on Persian poetry and  is also believed to 
be the source for the Celtic story of Tristan and Isolde, �following the 
diffusion in Europe of the traditions of Persian minstrels during the Crusades 
or earlier.�xiv The metre of  V s and R m n: Hazaj-e mosaddas-e ma f :  
ma-f -� -lon. ma-f -� -lon. fa-� -lon       .       .      .                     

  
                                                    

 ke/bar/r /m n. sa/r /yad/� . de/m /n .  o/tan/g /mad.qa/ /ye/� .se/m /n . 
   .           .            .             .           .       . 

                                                       
ba/r /ta�/�aq. lo/ ab/ra�/r  be/s /zad. ze/�e�/qan/dar. de/la�/� /ta�.fo/r /zad 
   .           .             .            .              .                . 

                                         xv  
ye/k /yek/par. de/ber/b /daz.�a/m /r . ba/r /mad/ton. do/b /de/now.ba/h /r . 

   .           .            .           .                .             . 
      
  Translation: 

1. Thus ran the decree of Providence / that Ramin�s days of happiness 
were to come to an end. 

2. The fire of love was to blaze in his heart / reason and patience to 
burn on the fire.  

3. A fresh spring breeze arose / and stirred the curtains on the litter one 
by one.xvi 
 

The Conference of Birds, Man eq al- ayr (4,724 verses, composed in 1177 
by Far d al-D n �A r (d. 1230)). In search of their king, the birds of the 
world gather together. Their king, S morgh, lives in the farthest territory of 
the world, Q f Mountain, and the path to his place is full of dangers. Birds 
eagerly decide to begin their journey, but, realizing the hardship and suffering 
along the way, one by one they start to make excuses. In a long conversation 
with the birds, Hoopoe opposes their excuses and advises them with 
anecdotes and tales. The birds who begin their journey chose the wise 
Hoopoe as their leader, and he advises them about the seven stations of the 
path they have to go through. When, at the end of a deadly journey, the thirty 
surviving birds arrive at S morgh�s place, they realize that the king they have 
been searching for is none other than themselves.  

In Persian s  means �thirty� and morgh means �birds�, therefore, the 
thirty surviving birds are the true king, the s -morgh themselves. In this 
allegorical mystical story, the birds� journey symbolizes the stages of human 
beings� search for the true Self. The most famous Sufi tale in this book is the 
story of sheikh an� n, a Sufi master who falls in love with a Christian girl. 
The following verses are from sheikh an� n�s chapter, given as an example 
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of the metre of Man eq al- ayr, which is:  Ramal-e mosaddas-e ma f :  f -
�e-l -ton.   f -�e-l -ton. f -�e-lon.        .      .      .           

 
                                                                                                        

ban/do/ban/de. �ey/xo/� /ta�. dar/ge/reft. dox/ta/re/tar. s / o/bor/qa�.bar/ge/reft. 
         .              .            .            .            .         .          

                                             
bas/to/ ad/zon. n /ra/�az/yek. m /ye/xi�.     on/no/m . daz/z /re/bor. qa�/r /ye/xi�. 
     .           .             .              .           .            .  

                                              xvii   
kof /ro/rix/taz. zol/fo/bar/� . m /ne/� .     �e�/qe/dox/tar. kar/do/ /rat. j /ne/� . 
    .           .         .                       .           .           . 
                                  
Translation: 

1. The Christian turned, the dark veil was removed / A fire flashed 
through the old man�s joints; he loved. 

2. One hair converted hundreds; how could he/ Resists that idol�s face 
show openly. 

3. Love sacked his heart; the girls bewitching hair/ twined round his 
face impiety�s smooth snare.xviii 
 

Khosrow and Sh r n (6,500 verses, composed between 1177 and 1180 by 
Miami (d.1202)). One of the most beautiful  love stories ever told in Persian 
literature. In this glorious combination of history and romance, Nizami 
narrates the adventurous life of Khosrow Parv z II (r. 591-628), the last 
powerful Sassanid king who falls in love with the princess of Armenia, Sh r n, 
by hearing about her beauty and charm from Sh p r, his master painter friend. 
Upon Khosrow�s request, Sh p r travels to Armenia with the intention of 
wining Sh r n�s heart for him by using his magical skill in drawing. Sh r n 
falls in love with the King of Persia upon seeing his depiction and secretly 
escapes from the territory of Armenia, galloping towards Persia to meet her 
beloved. Khosrow, not being aware of Sh r n�s decision, also impatiently 
starts his trip to Armenia to meet Sh r n. In the middle of the way, Sh r n, 
tired of riding, stops at a spring to take a bath and give a rest to her favorite 
horse Shabd z, and Khosrow also stops at the same spot to take a rest. Sh r n 
takes off her clothing to take a bath, and Khosrow, amazed by her beauty, 
watches her, not knowing that she is the beloved whom he is looking for. 
Both of them turn away, remembering the one they are pursuing, and go in 
opposite directions. Khosrow heads to Armenia and Sh r n continues her 
journey to Persia without recognizing each other and the story goes through a 
convoluted process of separation, longing, and political wars. Khosrow and 
Sh r n ultimately meet, but their relationship goes through an up-and down 
road of hardships caused by the king�s playful nature and unfaithfulness. All 
the same, Sh r n with her patient and faithful nature does not give up, and 
gracefully leads the events to the final stage of reunion and marriage.  
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Nizami has interwoven another love story into the mainstream of the 
events by narrating Farh d�s tragic destiny after he falls madly in love with 
Sh r n. As a celebrated master sculpture, Farh d accepts the laborious project 
of digging a canal from the top of the legendary stone mountain B st n to 
Sh r n�s castle, so that fresh milk would flow to her palace every morning 
from faraway villages. The story continues through the narration of Farh d�s 
devotion and love and Khosrow�s jealousy and conspiracy, which leads to the 
tragedy of Farh d�s suicide and Sh r n�s grief. After Farh d�s death, the 
relationship between the two lovers, Khosrow and Sh r n, continues in a series 
of conversations and letters over their wondrous journey to the glorious point 
of the lovers� final reunion. At the end of the story, prince Sh r yeh, 
Khosrow�s son from his previous marriage, falls in love with his step mother, 
Sh r n, and kills his father in the hope of winning Sh r n�s heart, but Sh r n, 
who cannot surrender her heart to anyone other than Khosrow, kills herself on 
her beloved�s funeral day and rests with him forever.  

The metre of Khosrow va Sh r n: Hazaj-e mosaddas-e ma f : ma-f -
� -lon. ma-f -� -lon. fa-� -lon.      .        .     .      

 
                                                    

ke/b /�ad/j . ye/� n/mah/bar. so/ray/y .  �a/r /s /d . do/ on/m /h . mo/hay/y . 
   .             .            .               .            .              .      

                                               
pa/ran/d /n . lo/gon/t /n . fo/bas/teh.    da/r /be/n . lo/gon/ on/gol. ne/�as/teh. 
    .             .            .              .              .            .     

                                         xix   
 fa/lak/bar/m .ho/mor/v /r .do/m /bast. o/bar/far/g .bo/m /�an/d .xo/taz/dast. 

   .             .             .           .            .         . 
 
Translation: 

1. He saw a bride glittering like the full moon / Her beauty's throne 
deserving of heavens.  

2. She sat like a flower in the azure waters / A blue silken cloth 
wrapped around her waist.  

3. When she poured water on her head / It was like the sky pouring 
pearls on the moon.  

 
Leyl  va Majn n (4,700 verses, composed in 1192 by Nizami). Nizami 
created this story based on a popular Bedouin love tale. The original is 
believed to be the true story of a boy who lived in the Arabian Peninsula in 
the 7th century. Qeys, the son of a wealthy tribal ruler, falls in passionate love 
with his classmate Leyl , a beautiful girl from another tribe. He composes 
love poems in the name of his beloved, and his poetry soon becomes popular. 
When the boy asks for Leyl �s hand in marriage, her father refuses, since what 
Qeys has done by mentioning Leyl �s name in love poems goes against the 
tribal traditions and is considered a shame to the girl�s family. Leyl  marries 
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another man, and the madness of love destroys Qeys�s life. He flees to the 
wilderness, writes his poetry in the sand, talks to animals about his love, and 
becomes to be called Majn n �madman�. Leyl  falls ill and dies in her 
husband�s home, and Majn n also dies soon after his beloved�s death. Nizami 
shaped the story of Leyl  and Majn n into a great narrative poem with 
illustrative details which goes far beyond the narrow framework of the 
original.xx  

The metre of Leyl  and Majn n: Hazaj-e mosaddas-e axrab-e 
maqb -e ma f : maf-� -lo. ma-f -�e-lon. fa-� -lon.         .           .     

    .          
 

                                                           
b /n /me. to/n /me/key. ko/nam/b z.    ey/n /me. to/beh/ta/r n. sa/r / z.

        .              .           .                .           .           . 
                                                     

dow/lat/to. da/h /be/har. ke/x /h .    az/qes/ma. te/ban/de/g . va/� /h . 
              .             .        .                .            .        .

                                                       xxi  
b /n /re. xo/d /�e/n . /yam/deh.  �az/ ol/ma. te/xod/ra/h . /yam/deh. 

             .           .         .               .            .           . 
 
Translation:  

1. O your name the most rightful beginning / How can I open my story 
without your name? 

2. For the share of the king and the servant  / you are the divider of 
fortunes.  

3. Release me from my inner darkness / open my heart to your divine 
light. 

Iskandar-n meh (10,500 couplets, composed in 1194 by Nizami). Nizami 
composed the story of Alexander�s life based on sources such as Islamic 
myths and the Alexander romances written by Pseudo Callisthenes. In the 
first part of the story, Sharaf-n meh, Alexander is portrayed as the conqueror 
of the world in search of knowledge and wisdom, who ultimately claims his 
prophecy. The second part of the book, Iqb l-n meh, is the story of 
Alexander�s growth into a powerful ruler, and also the narration of his 
discussion with seven Greek sages.  

The metre of Iskandar-n meh: Moteq reb-e mosamman-e ma f : 
fa-� -lon.  fa-� -lon.  fa-� -lon.  fa-�al       .      .       .     .         

 
                                                  

ze/m /xed. ma/t /yad. xo/d /� . to/r st.     xo/d /y . Ja/h n/p . de/� /h .to/r st. 
  .           .          .       .          .        .          .       . 

                                                                             
ha/meh/n . so/tan/dan. e/has/t . to/� .          pa/n /he. bo/lan/d . yo/pas/t .to/� . 

  .          .           .       .          .         .         .       . 
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                                                  xxii    
e/r / e.he/d /yat. to/bar/kar.de/� .       xe/rad/r . to/row/�an. ba/ ar/kar.de/� . 
  .        .        .      .            .           .           .       . 

 
Translation: 

1. O God, World-Sovereignty is Thine / From us (slaves, or creatures) 
adoration comes; God-head (Lordship) is Thine! 

2. Thou art the shelter of height (the upper world) and of depth (the 
lower world) / All things are non-existent; whatever is, Thou art. 

3. Thou hast made the vision of wisdom luminous (to recog-nize Thee) / 
Thou hast lighted up the lamp of guidance (to the road of Salvation). 

 
Haft Peykar (5,136 couplets, composed in 1197 by Nizami). This story relates 
the adventurous life of the Persian prince Bahr m G r, who was born to the 
Sassanid royal family after twenty years of their supplication to Ahur  Mazd , 
the Zoroastrians� highest deity and the creator of  truth, goodness, and light. 
In his youth, he discovers a locked room while wandering through the 
legendary palace of Khovarnaq, in which the portrait of seven beautiful 
princesses (Haft Paykar) from seven climes of the earth has been hidden. He 
falls in love with them and begins an adventurous search to win the seven 
beauties as his brides. Later, after he became a powerful king, Bahr m orders 
seven domes to be built in a legendary palace for his wives. The seven domes 
in seven colors which symbolize not only the different colors of different 
nations, but also the seven spheres and seven days of the week. The king 
visits the Indian princess in the Black Pavilion, symbol of Saturn, on 
Saturday; the Greek princess in the Yellow Pavilion, symbol of the Sun, on 
Sunday; the Moorish princess in the Green Pavilion, symbol of the Moon, on 
Monday; the Russian princess in the Red Pavilion, symbol of Mars, on 
Tuesday; the princess of Khawarazm in the Turquoise-Blue Pavilion, symbol 
of Mercury, on Wednesday; the Chinese princess in the Sandal-wood Pavilion, 
symbol of Jupiter, on Thursday; and the Persian princess in the White 
Pavilion, symbol of Venus, on Friday. The main body of this magnificent 
narrative poem contains seven stories from these seven different nations, 
narrated by the seven queens of Bahr m.  

The metre of Haft Peykar: Xaf f-e maxb n-e ma z f :  fa-�e-l -ton. 
ma-f -�e-lon.  fa-�e-lon.       .          .      .      

 
                                                            

ham/na/v /bax. �o/ham/na/v . zan/deh.        �ey/ja/h n/r . ze/h / o/s . zan/deh. 
    .               .        (  ).          .         .    (  ). 

                                                               
 do/sa/r /par. de/yeh/se/p . do/se/y h.         to/se/por/d . be/� /fe/t . bo/be/m h. 
    .                .           .                     .            .         

  . 
                                                          xxiii                  
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vaz/da/reh/xal. qo/b /ne/y . zam/kon.        bar/da/reh/x . �o/sar/fa/r . zam/kon.  
    .              .         (  ).       .           .     (  ). 
 
Translation: 

1. O Maker of the universe from naught / giver of sustenance and 
cherisher. 

2. Unto the sun and moon / Thou hast consigned two (lofty) tents in 
color white and black. 

3. Make me by being at Thy door unpraised / make me dependent not 
on peoples� doors.xxiv 

 
The Masnav  (24,650 verses, composed between 1258-1273 by Rumi (d. 
1273)). As a collection of interwoven didactic stories, Jalal al-Din Rumi�s 
Masnav   is the most celebrated mystical masterpiece of Persian literature. 
The term masnav  which is a �form� or �genre� of poetry and literally means 
�double-rhymed verses� (see above) has been used specifically, as a proper 
name, for this monumental poetic collection of narratives and anecdotes. In 
the Masnav , Rumi is a majestic Sufi mystic who narrates colorful folk 
anecdotes, traditional Sufi tales, Koranic myths, and other mythical stories to 
illustrate the different dimensions of his spiritual teaching and clarify his 
mystical doctrine. The Masnav  consists of six books in which Rumi 
discusses the evil of the lower self or �nafs,� the virtuousness of love, the 
meaning of reason and  knowledge in human life, and human beings� path to 
detachment from the earthly body in order to reunite with the source of  
existence, light, and Truth.  

The metre of The Masnav  is Ramal-e mosaddas-e ma f:  f -�e-l -
ton. f -�e-l -ton. f -�e-lon.      .       .      .               
 

                                                     
az/jo/d /� . h /�e/k /yat. m /ko/na  be�/no/vaz/ney. on/ e/k /yat. m /ko/nad.

   .           .         .                .             .              .
                                                             

dar/na/f /ram. mar/do/zan/n . l /de/and.     kaz/ne/yes/t n. t /ma/r /bob. r /de/and. 
         .           .                        .           .         .     
               

                                           xxv  
az/da/r /ne[e]. man/na/jos/tas. r /re/man. har/ka/s /�az. an/ne/xod/�od. y /re/man. 

   .             .            .             .           .            . 
 
Translation: 

1. Listen to the reed how it tells a tale / complaining of separation. 
2. Saying, �ever since I was parted from the reed-bed / my lament hath 

caused man and woman to moan. 
3. Every one became my friend from his own opinion / none sought out 

my secrets from within me.xxvi 
                                                         ************
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Based on the number of syllables used in each verse in the popular 
metres of classical Persian narrative poetry, we can categorize them into two 
groups. The first group has twenty two syllables in each verse, or eleven 
syllables in each hemistich: 

1. Moteq reb-e mosamman-e ma f:  Ferdowsi�s Shahnameh and 
Nizami�s Iskandar-n meh. 

2. Hazaj-e mosaddas-e ma f:  Fakhr al-D n As�ad Gorg n �s V s and 
R m n and Nizami�s Khosrow and Sh r n. 

3. Ramal-e mosaddas-e ma f: Far d al-D n �A r�s Man eq al- ayr 
and Rumi�s Masnav . 

 
The second group has twenty syllables in each verse, or ten equal 

syllables in each hemistich: 
1. Hazaj-e mosaddas-e axrab-e maqb -e  ma f: Nizami�s Leyl  and 

Majn n. 
2. Xaf f-e maxb n-e ma f: Nizami�s Haft Peykar, 

 
The relationship of  the rhythmic structure, metre, musical 

characteristics of letters, expressional mode, and images to the theme and 
subject of the poems in classical Persian poetry has drawn the attention of 
several contemporary Persian metricians and literary figures.xxvii However, no 
one has yet investigated the issue independently, and one can say that there is 
no major research available on this subject. It is an accepted fact that the 
metre of a poem is a reflection of the poet�s mood and emotions, and has a 
great impact on transferring the images from the poet�s to the reader�s 
mind.xxviii In the conclusion to this preliminary study, I would like to point out 
some facts regarding the harmony between the metrical pattern and the 
themes and subjects employed in classical Persian narrative poetry.   

In the classical Persian literary tradition, the chosen metrical pattern 
for versifying heroic narrative poetry is moteq reb, which is believed by 
prosodists to be Persian in origin. All known Persian heroic stories are  
versified according to this metrical pattern, except for Mas�oud  Marvz �s 
Shahnameh, which is composed in hazaj.xxix   

Therefore, we can assume with a high degree of likelihood that 
moteq reb was considered suitable for the poetic narration of epics and 
historical stories dealing with wars, victories, and defeats. In the Shahnameh, 
Ferdowsi skillfully portrayed the past of Persia, from myth to history, and 
narrated the glory of heroic acts, the wisdom of sages, the suffering of lovers� 
separation and the joy of their reunion, and the hero�s tragic death in this 
metrical pattern. His indepth knowledge of the value of words, and the music 
and sounds of the Persian alphabet, and in particular his mastery in playing 
with the short and long vowels, enabled him to create a masterpiece in which 
a single metrical pattern founds the capacity to portray many different, and in 
some cases paradox, themes.  
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In contrast, the metrical pattern of hazaj is believed to have been 
originally more fitting for poems which were sung in a joyful manner.xxx 
Nizami�s Khosrow va Sh r n and Gorg n �s V s va R m n, the most celebrated 
love stories in classical Persian narrative poetry are composed in this metrical 
pattern. Both of these magnificent love stories portray numerous colorful 
scenes of nature and human beings� beauty and glamour, joyful feasts, and 
lovers� conversations and love making, before eventually arriving at a happy 
ending of reunion for the major characters. However Nizami also masterfully 
narrated the sorrowful moments of the lovers� separation as well as the 
tragedy of Farh d�s death in the same metrical pattern, and was able to 
successfully create the necessary mood and feeling of sorrow in hazaj. In V s 
and R m n, the two lovers reunite after a long period of secret romaance to 
live happily ever after. The final chapter of Khosrow and Sh r n also narrates 
the passionate reunion between the two lovers after a long separation, but 
here the joy of reunion in this world shortly turns tragic, and ends up with the 
two lovers reuniting in the eternal world. 

Rumi composed his monumental didactic work, the Masnav  in ramal 
metrical pattern, having been inspired by his gnostic master predecessor 
�A r, who had versified his mystical tale, Man eq al- ayr, in the same metre 
a few decades earlier. It is worthy of mention that �A r composed almost all 
of his famous works in hazaj metrical pattern except the Man eq al- ayr. All 
the same, Rumi preferred and, consciously or unconsciously, chose ramal, the 
metrical pattern of Man eq al- ayr, to compose his didactic masterpiece. This 
indicates that Rumi recognized the suitability of this metrical pattern for 
expressing his mystical teaching and spiritual doctrines.  
Further examination and exploration of the inner harmony and relationship 
between the metres and themes of classical Persian narrative poetry on the 
one hand, and the adabtibility of one metre for different moods of narration in 
a versified story on the other, can undoubtedly open a new chapter in the field 
of Persian prosody.  
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A Case Study of Iranian Traditional Music 
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Introduction 
In Iranian music there are, of course, various genres. According to the New 
Grove Dictionary of Music and Musicians, Iranian music may roughly 
speaking be divided into two categories, �art music� and �folk music�. �Folk 
music� refers to religious recitation, narrative and didactic song, lyric song, 
popular entertainment and dance music, whereas �art music� refers to the 
music based on the modal system called dastg h i , which was organized 
mainly at the royal court during the Qajar dynasty, and in which the Persian 
mystic poems of Rumi, fe  , and the like are usually sung. In this article, 
we will be concerned with this dastg h music in order to observe the 
relationship between verbal rhythm and musical rhythm, and the term 
�Iranian traditional music� will refer to this dastg h music.  
 In the field of Iranian traditional music studies, much has been written 
about the relationship between verbal rhythm and musical rhythm (Zonis 
1965:645, Tsuge 1970, Miller 1999). In Iranian traditional music, the arbi 
(literally, rhythmic), meaning the parts with a fixed rhythm, and bi- arbi or 
v z ii , meaning the parts without a fixed rhythm, usually alternate in 

succession. However, compared to the music of neighboring countries, 
Iranian music is characterized by having less measure in rhythm. For this 
reason, past studies have mainly focused on the bi- arbi or v z parts, which 
cannot be divided into measures in a Western sense, from the viewpoint of 
how the Persian poetic meter is incorporated in those sections (See, for 
example, Tsuge 1970). In addition, bi- arbi or v z is basically improvised in 
a free rhythm and performed based on poetic meter, whereas arbi is basically 
pre-composed music in which the musical rhythm has already been 
established. For this reason, bi- arbi or v z has been considered to be an 
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appropriate subject of study for observing the  realization of poetic meter. 
 In this paper, however, I will focus on the arbi parts in terms of how 
the original poetic meter changes when the poetry is sung in arbi. By doing 
so, I will explore the dynamic relationship and balance between verbal rhythm 
and musical rhythm. 
 
1. Various types of relationship between verbal rhythm and musical 
rhythm 
 
In Iranian music, there are a great number of melody types (g �e), both long 
and short, that have been passed down by tradition.  These g �e (literally 
�corner, section, piece�) do not exist in some haphazard manner, but are rather 
organized in a systematic fashion grouped by musical mode.  As musical 
modes are generally defined as a �layout of the pitches, including a melodic 
element, that have a denser relationship with each other� (Mizuno 1992: 33), 
the name of a musical mode evokes something more for audiences in Iran 
than merely a scale; rather, it suggests several specific melody types.  
 In the following section, I will illustrate various types of relationship 
between verbal rhythm and musical rhythm for several melody types. First, 
the melody type called kere�meh will be introduced in order to demonstrate a 
perfect correspondence between musical rhythm and the poetic meter. We 
will then turn to two poems, the S q n meh and ah r-p re, and for each I 
will compare cases where the poetry is sung in bi- arbi or v z with those 
where the poetry is sung in arbi in order to examine more complex 
relationships between verbal rhythm and musical rhythm. 
 
2. The case of kere�meh: Perfect correspondence between musical rhythm 
and poetic meter 
 
Let us begin with the melody type called kere�meh. This melody type has an 
obvious character of hemiola rhythm in which six-eight time and three-four 
time appears alternately, and can be considered to show a perfect 
correspondence between musical rhythm and poetic meter. This is because 
most poetry sung in this melody type has exactly the same rhythm, as in the 
following poem by fe  , a 14th century Persian poet.  
 

biy  va ke�t -ye m  dar �att-e �ar b and z 
xor � o velveleh dar j n-e �eix o � b and z 

 
�Come and let us cast our boat into the river of wine; 

Let us cast a shout and clamor into the soul of the sheikh and the young man.� 
(Zonis 1965:128) 
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Example 1: Kere�meh in hom yun mode, from the rad fiii passed down by 
Abol asan- ab   (1902-1958) ( ab  1993:7) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The meter of this poem consists of a series of �short-long-short-long + short-
short-long-long� sequences called mojtas-e maxb n.Mojtas originally consists 
of two different types of feet, mostaf�elon �long-long-short-long� and 
f �el ton �long-short-long-long.� Maxb n refers to the transformation that 
changes each first long syllable into a short syllable. 
 As Example 1 makes clear, this melody has a rhythm that is exactly 
the same as the rhythm in mojtas-e maxb n. As others have pointed out 
(Tsuge 1970:220, Miller 1999:249, Zonis 1965:128), this is a typical example 
of perfect correspondence between musical rhythm and poetic meter. 
Therefore, whenever this melody type is performed, its character never 
changes, regardless of musical mode, scale and register. 
 
 
3.The case of S q n meh 
The next example comes from the S q n meh, the well-known verse by fe . 
Let us see how the original meter changes when the poem is sung in arbi. Its 
original meter is as follows: 
 

Biy  s qi n mey ke l varad 
Ker mat faz yad kam l varad  

Be man de ke bas bi del oft deam 
Vaz in har do bi h el oft deam 

 �Come, cupbearer, that wine which brings ecstasy, 
Increases grace, brings perfection, 
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Give me for sufficiently disheartened have I fallen (become). 
And of these both (grace and perfection) have I been deprived.�  

(Miller 1999:219) 
 
Table 1 (based on Miller 1999:246) 
short syllable long syllable long syllable 
1. bi 2. y  3. s  
4. qi 5. n 6. mey 
7. ke 8. h l 9.  
10 va 11. rad  
 
As indicated in Table 1, this poetry is usually sung in motaq reb meter, 
consisting of repetitions of fa� lon, i.e. the �short-long-long� foot.  
 When this poetry is sung in arbi, whose rhythmic structure is �half 
note + quarter note + quarter note,� its original meter changes as follows. 
 
Table 2 
super short 
syllable 
(appoggiatura) 

super long syllable 
 (half note) 

long syllable 
 (quarter note)

long syllable 
 (quarter note) 

1. bi 2. y  3. s  4. qi 
 5. n 6. mey 7. ke
 8. h l 9. 10. va 
 11. rad   
 
Example 2: S q n meh in m hur mode, from the rad f passed down by 
Ma m d-Kar m  (1927-1984) (Mas� die 1995:177) 
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As Table 2 shows, one might say that the original meter of poetry does 
change in arbi. This is because [4.qi],[7.ke], and [10.va], which are originally 
short syllables, are all treated as long syllables (quarter notes) having the 
same length as [3.s ],[6.mey], and[ 9. ], except for [1.bi], which is treated as a 
super short syllable. Nevertheless, if we examine them in more detail, it turns 
out that each occurrence of [4.qi], [7.ke], and [10.va] is accompanied by 
[5. n], [8.h l], and [11.rad], i.e. super long syllables. In this sense, if we 
consider them in relation to the sound immediately after them, and not to the 
one preceding, I would claim that [4.qi], [7.ke], and [10.va]  sound shorter and 
in that sense function as short syllables. Furthermore, in those super long 
syllables (half notes) which are repeated four times in total ([2.y ], [5. n], 
[8.h l], and [11.rad]), a vocal technique peculiar to Iranian music called 
ta r r is usually employed, by which the length of the syllables is prolonged 
and emotionally emphasized.  
 In other words, if we confine our observations to the actual �short-
long� rhythmic pattern of the poetry, certainly its meter can be disregarded in 
arbi. However, from the perspective of where the emphasis is placed, not 

just that of �short-long� sequences, it turns out that the emphasis continues to 
be on the long syllables by means of the vocal technique of ta r r. In this 
sense, a contrast similar to that between short and long syllables is preserved, 
even if differently realized. 
 
 
4. The case of ah r-p re 
Here, I would like to examine once again how the original meter changes 
when poetry is sung in arbi using a melody type called ah r-p re. 
 ah r-p re is one of the melody types which belongs to abu �a  
mode, and features a �short-short-long-short-long� rhythm in bi- arbi or v z 
rhythm. Below is a typical poem usually sung in this melody, by H tef 
E fah n , together with its meter: 
 

e �avad be ehre-ye zard-e man na ar  bar ye xod  kon  
ke agar kon  hame dard-e man be yek  na re dav  kon  

 
�What would happen if, for heaven�s sake,  

you give one look at my pallid face; 
For if you do,  

all my pain with one glance you cure.�  
(Miller 1999:189) 
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Table 3 
short short long short long 
e �a vad be eh 

re ye zar d-e man 
na a r  ba r  
ye xo d  ko n  
 
Example 3: ah r b  ( ah r-p re) in abu �a  mode, from the rad f 
passed down by Ma m d-Kar m  (1927-1984) (Mas� die 1995:44) 
 
 
 
 
 
 
 
 
 
As can be seen in Table 3, this poem is composed in the k mel meter, which 
consists of repetitions of motaf �elon, i.e. �short-short-long-short-long� feet. 
In the following section, let us consider four arbi pieces and observe how 
this meter changes when poetry is sung in arbi. 
 
4.1. ah r-p re sung in ta n f dog h 
Here, I would like to examine how the meter of ah r-p re changes when 
poetry is sung in the arbi called ta n f dog h. Ta n f (�composed song�) 
dog h (�second place�) is one of the melody types which belongs to bay t-e 
tork mode. In the following piece, which has three-four time, the meter is 
structured as follows. 
 
 

Table4 
1st  beat 2nd beat 3rd beat

short/short long 
short long 
e /�a vad

be eh
re/ye zar 
d-e man 
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Example 4 Ta n f dog h in bay t-e tork mode (Tsuge 1999:34) 
 
 
 
 
 
 
 
 
 
 
 
In this case, we can say that the poetry meter is retained in arbi as is. 
 
4.2. ah r-p re sung in �mehrab n  in five-eight time� and �mehrab n  in 
two-four time� 
 
Another melody type which belongs to bay t-e tork mode is mehrab n . In 
�mehrab n  in five-eight time,� the meter is structured as follows: 
 
Table 5 
1st  beat 2nd beat 3rd beat 4th  beat 5th beat 
short/short long short long 
e /�a vad be eh 

re/ye zar d-e man 
 
Example 5: �Mehrab n  in five-eight time� in bay t-e tork mode (P yvar 
1982:35) 
 
 
 
 
 
 
 
As we see in Table 5, the first half of the meter is similar to ta n f dog h. 
However, in the second half of the meter, short syllables and long syllables 
are treated equally (see the painted part in Table 5). Furthermore, in 
�mehrab n  in two-four time� (indicated below), after the first �short-short� 
part, the following �long-short-long� segments are all treated equally. (To 
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maintain unity with �mehrab n  in five-eight time� in Table 5, the eighth note 
is calculated as one beat in Table 6.) 
 
Table 6 
1st beat 2nd beat 3rd beat 4th beat 
short/short long short long 
e/�a vad be eh 

re/ye zar d-e man 
 
Example 6: �Mehrab n  in two-four time� in bay t-e tork mode (P yvar 
1982:36) 
 
 
 
 
 

 
 From these facts, one might once again conclude that the original 
meter does change in arbi. However, if we consider these facts from the 
aforementioned perspective of where the emphasis is placed and where we 
can find a contrast similar to that of �short� vs �long�, and not just from the 
perspective of length, one interesting point becomes clear.  
            That is the perspective of where the core note (tonal center) is located. 
Mehrab n  is usually sung in bay t-e tork mode, and the core note (tonal 
center) of the mode is always located in the last long syllable (in examples 4 
through 7, note B). Futhermore,all the melodies in these examples end with 
the core note. 
 
 
 Table 5-1. �Mehrab n  in five-eight time� 
1st beat 2nd beat 3rd beat 4th beat 5th beat 
short/short long short long (core 

note) 
e/�a vad be eh 

re/ye zar d-e man 
 
Table 6-1. �Mehrab n  in two-four time� 
1st beat 2nd beat 3rd beat 4th beat 
short/short long short long (core note) 
e/�a vad be eh 

re/ye zar d-e man 
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Thus, each syllable that was treated equally only in terms of its length is not 
equal in terms of the stability that core note bears, that is, the feeling of the 
end of the phrase or sentence. Consequently, also in this case we can naturally 
realize that the last long syllable is perceived as heavy or prominent compared 
to the other notes. 
 
4.3. ah r-p re sung in �mehrab n  in six-eight time� 
As a final example, let us examine a case of �mehrab n  in six-eight time.� 
This case appears relatively complicated, as it has 12 beats (six beats repeated 
twice) and begins with an anacrusis. The allotment of the meter to the beat is 
as follows: 
 
 Table 7 

1 2 3 4 5 6 1 2 3 4 5(core 
note  

6 

rest rest short short long short long rest 

rest rest short short long short long rest 

rest rest e  �a vad be eh rest 

rest rest re ye zar d-e man rest 

 
 
Example 7: �Mehrab n  in six-eight time� in bay t-e tork mode (P yvar 
1982:36) 
 
 
 
 

 
 
 
 
 
 As Table 7 indicates, there are two types of metrical allotment; 
however, both maintain the original meter in arbi. As mentioned previously, 
this is not simply because long syllables are allotted to long notes, but also 
because the core note of bay t-e tork is located in the final long syllable. Thus, 
the final long syllable is perceived as longer than its actual duration. In other 
words, the hearer feels more heaviness in this final note. Furthermore, in this 
case we can observe that there exists one note stretched a third lower than the 
core note, before the music reaches the core note (see Example 7). This note 

The core note of bay t-e tork mode 
This movement functions as a 
leading tone to the core note 
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actually functions as a leading tone, and leads to the core note. 
 Stated differently, through this type of movement, the audience 
perceives greater heaviness when the melody reaches the core note. Moreover, 
and especially in this case, since the pause is located immediately after the 
core note, the core note sounds longer than its duration due to the lingering 
tone. All these factors contribute to the result that one feels the long syllable 
as being heavy, not only because of the length of the tone but also because of 
the various musical elements described here. 
 
 Conclusion 
It is generally said in musicological studies that the meter of poetry usually 
changes when sung in the part with a fixed rhythm, whereas it appears to 
remain almost the same in the part without a fixed rhythm. To be sure, if we 
understand rhythmic patterns in the literal sense of short and long syllables, 
certainly the meter can be often disregarded in arbi, where musical rhythm 
takes precedence over poetic meter. However, from the examples discussed 
above, we may conclude that the long syllable is still perceived as heavy or 
prominent compared to other notes, either by means of the �ta r r technique,� 
which attracts the audience�s attention, or from the perspective of where the 
core note is placed. 
 In this sense, it is insufficient to describe meter solely with terms such 
as �long� and �short.� We must rather recognize poetic meter as something 
complex which comprises wide-ranging elements, and not just arrangements 
of �long� and �short� syllables. For this purpose, it may be best to return to 
the original definition of syllabic weight and develop alternative terms such as 
�heavy� and �light� in order to understand the interaction of meter and 
musical rhythm as a whole. 
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i The general definition of dastg h is �system, organization, or device�. When 
used as a musical term, it denotes a �mode�. Traditional Iranian music 
distinguishes twelve modes, divided into seven major dastg h (� r, seg h, 
hom yun, ah rg h, m h r, nav , and r st-panjg h) and five secondary 
dastg h (bay t-e tork, ab  �a , af� r , da�t , and bay t-e e fah n). The first 
four of the five secondary dastg h are believed to derive from the � r mode, 
while the last, bay t-e e fah n , is said to derive from the hom yun mode. 
These five derivative dastg h are called na me (literally �melody�) or v z 
(literally �voice�) in order to distinguish them from the major dastg h. 
ii The term v z has a wide variety of meanings, but is mainly used to denote: 
1. �song; vocal music�; 2. �non-metric rhythmic form�; 3. �one of the five 
secondary modes among the twelve Persian musical modes.� In many cases, 
definitions 1 and 2 are used interchangeably. In the discussion here, I limit my 
use of the term to its second meaning. 
iii Rad f refers to a body of traditional melodic types conveyed to students in 
the course of their musical training. There exist several versions of rad f, 
according to the master who transmits the traditional melodic types and 
interprets them. 
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A Note on the �Hind � Metre  

in Urd  Poetry 

Takamitsu Matsumura 

 
 
 
 

Urd  metres are basically the same as Arabic and Persian metres, yet it 
seems there is a metre in Urd  poetry which is not found in Arabic or 
Persian prosody. 

In An Anthology of Classical Urdu Love Lyrics,D. J. Matthews and 
C. Shackle introduced some basic Urd  metres and mentioned: �One Urdu 
metre is not found in Persian and has probably been adapted from the 
Hindi system�.i This metre, called the �Hind � metre, �consists of fifteen 
long syllables divided into eight feet with a main caesura after the fourth. 
The second long syllable in each foot except the fourth may be varied 
with two short syllables�.ii It is illustrated as follows:iii 

 
� � (�  )| � � (�  )| � � (�  )| � � || 
� � (�  ) | � � (�  ) | � � (�  ) | �  
 

It is no wonder that classical Urd  poetry was influenced by Arabic and 
Persian prosody since it developed under the overwhelming influence of 
Persian poetry. What is interesting is that classical Urd  poetry has been 
influenced by Hind  prosody as well. Even the ghazal (love lyrics), one of 
the genres introduced from Persian poetry and the most popular poetic 
genre of Urd  poetry since the 18th century in North India, adopted the 
Hind  metre.iv 

More detailed references to the �Hind � metre is found in Frances 
Pritchett�s Urdu Meter: A Practical Handbook (University of Wisconsin, 
Madison, 1987).v 

In the section on �Mir�s �Hindi� metre�vi in chapter 6, �Metres�, 
Pritchett remarks: �Hardly anything is absolutely fixed in this metre 
except that the last syllable in each line must be long, short syllables must 
occur in pairs, and the short syllables in each pair may be separated by no 
more than one long�. She represents the rhythmic patterns of the first four 
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feet of this metre as follows:vii 
 
(a)  � � | � � | � � | � � ||  
(b)  � � | � � | �  |  � � ||   
(c)  � � | �  |  � � | � � ||   
(d)  � � | �  |  �  |  � � ||   
(e)  �  |  � � | � � | � � ||  
(f)  �  |  � � | �  |  � � ||  
(g)  �  |  � |  � � | � � ||  
(h)  �  |  �  |  � |  � � ||  

 
Concerning the remaining four feet, Pritchett writes: �Usually the second 
half of the line contains the equivalent of seven long syllables. Its 
customary patterns differ from those given above only by the omission of 
the final long syllable�. 

The conclusion may be drawn from the above-mentioned books 
that Urd  metres consist of metres of Arabo-Persian origin and the �Hind � 
metre, but it is not clear from where the latter is derived. 

This research note examines two Urd  books dealing with Hind  
rhythms in Urd  poetry, which have not yet been translated into English, 
in order to shed light on this interesting phenomenon. It also offers 
suggestions as to how research on Urd  prosody should be carried out in 
the future. 
 
Gy n Chand�s View 
Gy n Chand, a prominent scholar of Urd  literature, wrote many research 
papers on Hind  rhythms found in Urd  poetry. 

His major works dealing with Urd  prosody are the following:viii 
 
1. �Urd  k  Hind  ba r m  tau � aur i f  (The extension and 

addition of the Hind  metre in Urd )�, in Majlis-e Nadhr-e Dh kir, 
ed., Nadhr-e Dh kir, Delhi, 1968. 

2. �Urd  aur Hind  �ar  k  mushtarak maq m t (The common 
aspects of Urd  and Hind  prosody)�, in Majlis-e Armugh n-e 
M lik, ed., Armugh n-e M lik, vol.2, Delhi, 1971. 

3. �Urd  �ar  k  tashk l-e jad d (Re-composition of Urd  prosody)�, 
in Gy n Chand,Tajzi , Delhi, 1973. 

4. �Urd  k  li  mauz  -tar n niz m-e �ar  (The most suitable 
prosodic system for Urd )�, in Gy n Chand, Dhikr-o-Fikr, n.p., 
1980. 

5.  �Fir q k  b -�ar iy  (Fir q�s deviation from prosody)�, in Gy n 
Chand, Kh j, Delhi, 1990. 

   
In order to illustrate Gy n Chand�s view on Hind  rhythms adopted 

in Urd  poetry, this research note mainly deals with his book, Urd  k  
Apn  �Ar  (Urd �s Own Prosody; New Delhi, 1990) which is a concise 
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introduction to Urd  prosody.ix 
This book stresses the distinctiveness of Urd  prosody, as is 

indicated by the title of the book, arguing that just as Iranian poets, despite 
being under the pressure of Arabic prosody, wrote Persian poems using 
their traditional Iranian rhythms, Indian poets also showed their originality 
in Urd  poetry by adding new rhythms of local origin. In his view, it is 
wrong to think that Indian poets simply adopted Arabic and Persian 
metres. 

In the preface, Gy n Chand writes: 
 

�Urd  prosodists have not added a single metre to Persian prosody nor 
have they improved Persian metres at all. On the other hand, Persian 
prosodists have done these things with Arabic prosody. It has to be 
reckoned that Arabic music does not accord with an Iranian sense of 
music. This can be seen in early Persian poetry.� �Gradually, Persian 
prosody became so deeply rooted in the Urd  temperament as to have 
become an essential element for Urd  users. Urd  poets who have no 
knowledge of prosody can create poems without making mistakes in 
using Arabic and Persian rhythms. It should not be misunderstood that 
they have taken over Arabo-Persian prosody as it is. They have refused 
to adopt many Arabic and Persian rhythms and a lot of the liberties 
provided by them. They have also added many new rhythms. It is a pity 
that this is not known to prosodists. Urd  prosody made no progress 
while Urd  poetry kept on progressing. Prosody has not grasped the 
poets� innovative moves.�x 

 
In Urd  k  Apn  �Ar , Gy n Chand sets aside an independent 

chapter for Hind  ba r or the Hind  metre as well as for Arabic and 
Persian metres. In this chapter he points out that m trik metres�metres 
which are measured by their number of m tr s or metrical instants have 
been used by Urd  poets, but that this fact has been ignored by Urd  
prosody.xi He illustrates the basic rhythm patterns using af � l as below;xii 

 
fe�lun fe�lun (� � | � �)xiii 
fe�lun fa�ilun (� � |   �) 
fa�ilun fe�lun (   � | � �) 
fa�ilun fa�ilun (   � |   �) 
fa�al fa� lun (  � |  � �) 
fa�al f �ilun (  � | �  �) 
fe�lu fa� lun (�  |  � �) 
fe�lu f �ilun (�  | �  �) or f �ilun fa�al (�  � |  �) 
 

Gy n Chand believes that a line of four feet and 16 m tr s, or a 
combination of two sets of two feet and eight m tr s, is the basic 
rhythmic unit. Based on this, other rhythms which have either a larger or 
smaller number of m tr s can be derived.xiv He goes on to claim that 
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attention should be paid to the fact that these rhythms do not come from 
Arabo-Persian prosody, but that they are derived from two very similar 
Hind  m trik rhythms: caup  and p d kulak (Sanskrit p d kulaka).xv 

According to Gy n Chand, while some of the rhythms may belong 
to either of two Arabo-Persian metres, mutaq rib or mutad rik metre,most 
of them cannot.xvi  

Gy n Chand goes on to illustrate 99 patterns of these rhythms 
comprising four feet and 16 m tr s. He also refers to lines consisting of 
four feet and 14, 15 and 17 Arabic letters (m tr s) and explains the 
rhythms of a line which has eight feet and 28, 29, 30, 31, 32 and 33 Arabic 
letters (m tr s).xvii  

According to him a line having eight feet and 32 (16+16) Arabic 
letters (m tr s) and a line having eight feet and 30 (16+14) Arabic letters 
(m tr s) are called sawaiy  (savaiy ) in Hind  poetry. xviii 

Gy n Chand claims that Urd   poets, imitating sawaiy  of Hind , 
adopted the rhythms of fa�al fa� lun (  � |  � �), fa�al f �ilun (  � | �  �), 
and fe�lu f �ilun (�  | �  �).xix 
 

Among  Gy n Chand�s examples of a line consisting of 32 and 30 
Arabic letters (m tr s) are the following: 

 
Example 1. A line of 32 (16+16) Arabic letters (m tr s)  

jab n yak tan k  nikal gay / j  mulk  mulk  h  hai 
Naz r Akbar b d 1735-1830 xx 

Scansion:xxi 
First half of the line 

jab n - yak tan k  ni - kal gay  
fe�lun fe�lun fe�lu f �ilun 
� � � � �  �  � 

16 Arabic letters (m tr s) 
     Second half of the line 

j  mul - k ( )* mul- k ( ) h ( )-  hai 
fe�lun fe�lun fe�lun fe�lun 
� � � � � � � � 

16 Arabic letters (m tr s) 
    *Metrically ignored sounds are enclosed in brackets. 

Example 2. A line of 30 (16+14) Arabic letters (m tr s)  
bahut liy  tasb  phir  ham/ pahn  hai zunn r bahut 
M r Taq  M r 1724-1810  

Scansion:xxii 
First half of the line 

bahut liy  tas- b h( )* p(h)ir  ham 
fa�al fa� lun fe�lu fa� lun 

 �  � � �   � � 
16 Arabic letters (m tr s) 
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   Second half of the line 
pahn  hai zun- n r( )  bahut 
fe�lun fe�lun fe�lu fa�al 
� � � � �   � 

14 Arabic letters (m tr s) 
   *The sign ( ) is placed where a short vowel would be metrically expected. 
 

Example 3. A line of 30 (16+14) Arabic letters (m tr s)  
ban  lakshm  dukh k  r n / d w l  k  d p jal  
Fir q 1896-1982  

Scansion:xxiii 
First half of the line 

ban  laksh( )m  duk(h) k  r n  
fa�al f �ilun fe�lun fe�lun 

 � �  � � � � � 
16 Arabic letters (m tr s) 

   Second half of the  line 
d w - l  k  d p( ) jal  
fe�lun fe�lun fe�lu fa�al 
� � � � �   � 

14 Arabic letters (m tr s) 
 

Example 4. A line of 30 (16+14) Arabic letters (m tr s) 
p chh p chh k  n m pat  kuchh/ samajh samajh rah j t  h  
Fir q 

Scansion:xxiv 
First half of the line 

p ch (h)( ) p ch(h) ( ) k  n m( ) pat  kuch(h) 
fe�lu f �ilun fe�lu fa� lun 
�  �  � �   � � 

16 Arabic letters (m tr s) 
  Second half of the line 

samaj(h) samaj(h) rah j t  h  
fa�al fa� lun fe�lun fa� 

 �  � � � � � 
14 Arabic letters (m tr s) 

 
A line comprising 31 Arabic letters (m tr s) can also be used in 

this metre, as shown in example 5. According to Gy n Chand, lines of 30 
or 32 Arabic letters (m tr s) are so long that a difference of one sabab (a 
rhythmic unit having two Arabic letters, which corresponds to two 
m tr s) is not easily discernible. He observes that lines of 33 Arabic 
letters (m tr s) are rare.xxv  

 
Example 5. A combination of lines of 31 and 30 Arabic letters (m tr s)  
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The first hemistich: 31 (16+15) Arabic letters (m tr s) 
�ahd-e jaw n  r  r  k / p r  m  l  kh  m d 

 
The second hemistich: 30 (16+14) Arabic letters (m tr s) 

ya�n  r t bahut j g  th / subh hu  r m kiy  
M r 

Scansion: 
First half of the first hemistich 

�ahd-e jaw n  r  r  k  
fe�lu fa� lun fe�lun fe�lun 
�   � � � � � � 

16 Arabic letters (m tr s) 
Second half of the first hemistich 

P r  m ( ) l ( ) ( )k(h) ( ) m ( )d 
fe�lun fe�lun fe�lun f � 
� � � � � � �  

15 Arabic letters (m tr s) 
  
First half of the second hemistich 

ya�n  r t ( ) bahut j - g  th  
fe�lun fe�lu fa� lun fe�lun 
� � �   � � � � 

16 Arabic letters (m tr s) 
Second half of the second hemistich 

subh( ) hu  - r m ( ) kiy  
fe�lu fa� lun fe�lu fa�al 
�   � � �   � 

14 Arabic letters (m tr s) 
 

Although Gy n Chand claims that the rhythms of these lines are 
based on sawaiy , he did not give any specific definition of sawaiy  in his 
book.xxvi 

He also refers to Hind  rhythms other than sawaiy  xxvii  and 
presents the following view at the end of the book: 

 
�Efforts have been made so far as to liberate Urd  prosody from the 
tyrannical rule of Arabo-Persian tradition in order to bestow unreserved 
distinctiveness upon it. Khal l  established Arabic prosody by 
examining Arabic poetry. Taking Urd  poets� efforts to bring about 
innovative reforms into consideration, I have made Urd  prosody match 
actual Urd  poetry. What is most important is that I have made the 
Hind  rhythms which Urd  poets have been using an inseparable 
component of Urd  prosody.�xxviii  

 
Sam �ull h Ashraf �s View 
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A more comprehensive argument on Urd  and Hind  rhythms can be 
found in Sam �ull h Ashraf �s book, Urd  aur Hind  k  Jad d Mushtarak 
Auz n (Revised Urd  and Hind  Common Rhythms), Aligarh, 1984.xxix 

In this work Sam �ull h Ashraf  categorizes both Urd  and Hind  
rhythms on the basis of the number of Arabic letters used in af � l, which 
corresponds to the number of m tr s. He adduces and compares many 
rhythms adopted by Urd  and Hind  poetry, quoting numerous examples.  

Sam �ull h Ashraf  not only points out the similarities between 
Urd  and Hind  rhythms, but also claims that Urd  classical poetry 
adopted Hind  rhythms. After describing Hind  poetic movements from 
the latter half of the 19th century to the first half of the 20th century, He 
characterizes Urd  poetry as follows: 

 
�In Urd  poetry, efforts had been made to reduce Arabic and Persian 
influence. As a result, only those rhythms of the metres completely 
matching the character of Urd  poetry were retained, while arrhythmic 
Arabic and Persian metres were discarded. In Urd  poetry only those 
Arabic and Persian metres were regarded as dulcit the rhythms of which 
bore similarities to those of Hind  metres. At the same time, the rhythms 
of the Hind  metres used by Ja�far Zatall  (d.1713), M r (1724-1810), 
Saud  (1713-1781), Insh  (d.1818), and Naz r Akbar b d  (1735-1830) 
were once again used in Urd  poetry. Moreover, several prominent 
modern Urd  poets made further attempts to adapt pleasant Hind  rhythms 
and popularize them in Urd  poetry. Today, many rhythms of Sanskrit and 
Hind  metres have been included in Urd  prosody. That is to say, Urd  
prosody has been gaining an independent status.�xxx 

 
In this respect, what is particularly interesting in Sam �ull h Ashraf �s 
book is the part on l wan  r khtah in the section of 30 Arabic letters 
(m tr s).xxxi L wan  r khtah is �an Urd  rhythm of mutaq rib metre 
consisting of 30 Arabic letters (m tr s) and it has similarities to t a k 
(Sanskrit t a ka) and l wan  metre�.xxxii In this metre a caesura appears 
after the 16th m tr  in each line, as in t a k and l wan  metre.xxxiii 

Sam �ull h Ashraf  observes: �Bh rat ndu Harishchandra 
(1850-1885) and his contemporary Hind  poets often used the rhythm of 
l wan  r khtah in their Kha  B l  poems in the latter half of the 19th 
century. However, before them this rhythm was already used by Hindv  
poets involved in the Bhakti Movement�.xxxiv M r Ja�far Zatall  (d. 1713) 
made use of l wan  r khtah before M r, but it was M r who popularized it 
in Urd  poetry.xxxv M r adopted l wan  r khtah as his favorite metre and 
wrote one marthiyah (elegy) and 188 ghazals containing no less than 1100 
lines in it. After him, this metre of 30 m tr s has become one of the most 
popular rhythms in Urd  poetry.xxxvi 

Below is a selection of examples of  lines composed in l wan  
r khtah from M r�s ghazals, as given by Sam �ull h Ashraf . (The number 
of m tr s has been added for reference.) 
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Example 6.  

ul  h  ga  sab tadb r / kuchh nah daw  n  k m kiy  
    d kh  is b m r -e dil n  / khir k m tam m kiy  
  Scansion: 
  First half of the first line 

ul  h  gai( ) * sab tadb r ( ) 
2 2 2 1 1 2 2 2 2 

16 m tr s 
*The long vowel  of ga  should be shortened to make the total 
number of m tr s in this part 16. 

Second half of the first line 
kuch(h) na(h) daw  n  k m kiy  
2 1 1 2 2 2 1 1 2 

14 m tr s 
      

First half of the second line 
d k(h)  is b m r -e dil ne* 
2 2 2 2 2 2 1 2 1 

16 m tr s 
*The vowel of n  should be shortened to make the total number of 
m tr s in this part 16. 

Second half of the second line 
khir k m tam m kiy  

2 2 2 1 1 2 1 1 2 
14 m tr s 

 
Example 7.  

�ishq ham r  khay l pa  hai/ khw b gay  r m gay  
    j  k  j n  hahar rah  hai/ uba  gay  y  sh m gay  
  Scansion: 

First half of the first line 
�ishq ham r  khay l pa  hai 
2 1 1 2 2 1 2 1 1 2 1* 

16 m tr s 
*The vowel of hai should be shortened to make the total number of 
m tr s in this part 16. 

 
Second half of the first line 

kh(w) b gay  r m gay  
2 1 2 1 2 2 1 1 2 

14 m tr s 
   
 

First half of the second line 
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j  k  j n  hahar rah  hai 
2 2 2 2 1 2 1 2 2 

16 m tr s 
Second half of the second line 

uba  gay  y  sh m gay  
1 2 1 2 2 2 1 1 2 

14 m tr s 
 

Sam �ull h Ashraf  furthermore states that M r�s line of 30 Arabic 
letters (m tr s) such as in the examples above, which has similarities to 
Hind  l wan  metre, can be scanned as mutaq rib metre.xxxvii 

Below are the examples, scanned as mutaq rib metre, given by 
Sam �ull h Ashraf . (The forms of af � l are indicated by Sam �ull h 
Ashraf  himself; the number of m tr s has been added for reference.) 

 
Example 8.   

zulm sah  hai  d gh hu  hai / ranj uth  hai  dard khi ch  
Scansion: 
First half of the line 

zulm ( ) sah  hai( ) d gh ( ) hu  hai( ) 
f �i fa� lun f �i fa� lun 
2 1 1 2 2 2 1 1 2 2 

16 m tr s 
Second half of the line 

ranj ( ) uth  hai( ) dard ( ) k(h)i( )ch  
f �i fa� lun f �i fa�al 
2 1 1 2 2 2 1 1 2 

14 m tr s 
 

Example 9.  
jab kaht  th  tab tum n  t / g sh-e h sh nah kh l  uk 

Scansion: 
First half of the line 

jab kah- t  th  tab tum n  t  
fe�lun fe�lun fe�lun fe�lun 
2 2 2 2 2 2 2 2 

16 m tr s 
Second half of the line 

g sh- * h sh( ) na(h) kh l  uk 
fe�lun f �i fa� lun fa� 
2 2 2 1 1 2 2 2 

14 m tr s 
  *The i fat e should be long here. 
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Sam �ull h Ashraf  obseves that this rhythm was often used in 
Hindv  poetry and speculates that under its influence M r began to use 
various feet of mutaq rib metre to create his unique rhythms. 

 
�M r Taq  M r�s ghazals have unique rhythms; ul  h  ga  sab tadb r  
kuchh nah daw  n  k m kiy  � . Imitating his rhythms, many modern 
poets wrote ghazals and nazms (poems written on a specific theme), and 
that has caused a controversy: some call them sawaiy  and others regard 
them as �M r�s metre�. If they are sorted into rhythms of mutad rik or 
mutaq rib metre, they fall into a complexity of zi f t (the processes for 
producing variants from the basic foot). I have tried to prove that this 
rhythm was used in Hindv  poetry before M r used it, and that under its 
influence M r created his original metre based on various variant feet of 
mutaq rib metre.�xxxviii 

 
Sam �ull h Ashraf  believes that M r handled mutaq rib metre so 

freely that it is difficult to be sure that his rhythms are variations of 
mutaq rib metre. In his opinion, �It would not be inappropriate to call 
these rhythms represented by 30 Arabic letters either l wan  r khtah or a 
variation of mutaq rib metre consisting of 16 feet in a couplet, or simply, 
M r�s mutaq rib metre�.xxxix 
 
Concluding remarks 
After reviewing Gy n Chand�s and Sam �ull h Ashraf �s views on Hind  
rhythms used in Urd  poetry, we can point out that the rhythms described 
by D. J. Matthews, C. Shackle and F. Pritchett as the �Hind � metre are 
only part of the Hind  rhythms adopted by Urd  poetry. Both Gy n Chand 
and Sam �ull h Ashraf  confirm that many kinds of Hind  rhythms are 
found even in classical Urd  poetry which was under the overwhelming 
influence of Arabo-Persian prosody.xl 

Their research on Hind  rhythms in Urd  poetry is an attempt to 
regard Urd  prosody as distinct from Arabo-Persian prosody. If their 
conclusions are justified, Urd  prosody will have to be reoganized. 
Aithough it is not easy to evaluate the validity of Gy n Chand�s and 
Sam �ull h Ashraf �s arguments, it seems difficult to rule out the 
possibility that Urd  poetry has been influenced by Hind  rhythms. As 
there have been few comparative studies of the metrics of Urd  and Hind  
poetry, it is necessary to pursue this line of research further, taking the 
following points into account: 

 
1. Important sections of Urd  works on Urd  and Hind  prosody should 
be translated into English. 

2. The terminology used in Arabo-Persian and Hind  prosody should be 
clearly defined. 

3. Persian, Urd  and Hind  verses cited as examples of metres should be 
transliterated into the Roman alphabet and preferably translated into 
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English. 
4. Every verse cited as an example of a metre should be scanned and 

the rhythm must be elucidated. 
 

It is quite important to seek opinions from scholars of Arabic, 
Persian and Hind  prosody when Urd  prosody is discussed in their 
connection. In order to establish a common ground for the discussion, it is 
essential that all relevant materials be provided in a common language, 
which will be  English. It would be quite significant if a presentation of 
the latest research on Arabic, Persian and Hind  prosody could be realized 
in English. As long as different languages are used in research on Urd , 
Arabic, Persian and Hind  prosody, comparative and comprehensive 
studies will be slow to materialize.xli 
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i D. J. Matthews & C. Shackle, eds. and tr., An Anthology of Classical Urdu 
Love Lyrics, London, 1972, p. 212. 
The following English-language book provides a good explanation of Arabic 
and Persian metres used in Urd  poetry, but it does not refer to the �Hind � 
metre; Muhammad Abd-Al-Rahman Barker et al., eds., A Reader of Classical 
Urdu Poetry, vol.1, Ithaca, New York, 1977. 
ii Ibid, p. 213. 
iii Ibid, p. 213. 
iv It is natural that Urd  poets adopted the �Hind � metre when they wrote g ts 
and doh s in Urd , as both of these are traditional poetic forms in India. 
v The text can be accessed on Internet at the following address: 
<http://www.columbia.edu/itc/mealac/pritchett/00ghalib/meterbk/00_intro.

html>. 
vi M r Taq  M r 1724-1810 was a great Urd  ghazal poet, famous for his 
masterly use of the �Hindi� metre. 
vii Pritchett uses the marks = and � for a long and a short syllable. I have 
changed them into � and  
Referring to the diagrams of this metre illustrated by Matthews and Shackle, 
and by herself, Pritchett adds the proviso: �However, both of the above 
attempts at schematization eventually break down. Mir simply uses this metre 
in more complex and idiosyncratic ways than can be shown in these or any 
diagrams�. (chapter six, section two: Mir�s �Hindi� metre; cited from the 
Internet edition, pages of which are not numbered.) 
viii Gy n Chand wrote many articles concerning Urd  prosody. His arguments 
are so interesting and intriguing that his articles should be collected together 
and published. 
ix This book has less than a hundred pages. 

Its contents are as follows: 
Part one: 

1. Prosody and rhythm 
2. Metrical foot 
3. Rules of scansion  
4. Practice of scansion 

    Part two: 
1. Rhythm 
2. Mutaq rib metre 
3. Mutad rik metre 
4. The Hind  metre: rhythms of 16 to 33 Arabic letters 
5. Other Hind  rhythms:  

Rhythms of 18, 20, 22, 24, 26, 27 (sars ), 28 (s r. Sanskrit s ra), 29, 
30, 32, 31 ( lh ) Arabic letters and dh   

6. Hazaj metre 
7. Rub �  metre 
8. Rajaz metre 
9. Ramal metre       
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10.K mil metre 
11. Mu re�metre 
12. Mujtath metre 
13. Khaf f metre 
14. Mun ari  metre  
15. Sar �metre 
16. Rhythm of free verse 
17. Conclusion 

 
When a rhythm is expressed by af � l, the number of Arabic letters used in 

af � l corresponds to that of m tr s. For example, one form of af � l, fa� has 
two m tr s because it is composed of two Arabic letters, f  and �ain (Short 
vowels are not represented in the script).  

Form of  
af � l 

f a � 

Arabic letters 
used in af � l 

f   �ain 

Number of 
m tr s 

2 

 
Another form of af � l, fa�al has three m tr s, as it consists of three Arabic 

letters, f , �ain and l m.  
Form of  
af � l 

f a � a l 

Arabic letters 
used in af � l 

f   �ain  l m 

Number of 
m tr s 

3 

 
In this book, rhythms are expressed by the number of Arabic letters used in 

af � l, instead of m tr s. Af � l is a set of words derived from the Arabic root 
f - � -l, expressed by the three Arabic letters f , �ain and l m. Derivations from 
this root are used in Arabic, Persian and Urd  prosody to indicate the 
placement of  consonants and short vowels in a foot.      
A consonants in af � l stands for a consonant (C) in a foot, while a short 
vowel stands for a short vowel (V). (The consonant letter �ain is transliterated 
� . ) For example, 

Form of af � l f a � a l 

Sound indicated C V C V C 

Example j i g a r 

 
A long vowel is treated as a short vowel plus a consonant. For example, al in 



86                     Takamitsu Matsumura 
 

                                                                                                                 
fa�al can count as a long vowel. 

Form of af � l f a � a l 

Sound indicated C V C V C 

Example m a z  

   
A long vowel in af � l represents a short vowel plus a consonant as well as a 
long vowel. For example,  

Form of af � l f  � i l 

Sound indicated C V C C V C 

Examples 
m a n d i r 

b  d a l 

 
x Gy n Chand, Urd  k  Apn  �Ar , New Delhi, 1990 (hereafter referred to 
as UAA), pp. 7-8. 
xi UAA, p. 52.  
Pointing out in one of his papers that even after Khal l bin A mad (d. ca.791) 
canonized the fifteen basic Arabic metres, some other basic metres were 
added, Gy n Chand criticizes intransigent conservatism of Urd  prosodists as 
follows: 

�Did Urd  prosodists create any metre or foot, or zi f (the process for 
producing variants from a basic foot)? They are so captivated by tradition that 
in their view, prosody, originated in Arabic and Persian, is a kind of heavenly 
book for Urd , and not a single word in it is allowed to be altered. Or they are 
not competent enough to free themselves from imitation and to exhibit 
originality of imagination.� �Poets are interpretaters of the emotions of their 
nation. Just as a river is not surbordinate to its banks, but keeps changing its 
path of flow by breaking them, poetry also is not a captive of petrified rules.� 
(�Urd  �ar  k  tashk l-e jad d�, pp. 158-159.) 
xii UAA, pp. 52-53. 
xiii The marks � and  after this part are added for reference. There is a case 
in which Hind  prosody has a different notion for long and short syllables. For 
example, in the case of the word badan, Hind  prosody divides it into three 
parts, ba ( ), da ( ) and na ( ). As this research note does not take into 
account the latent vowel at the end of a word, the word badan is divided here 
into two parts, ba ( ) and dan (�). 
xiv UAA, p. 53.  
xv UAA, p. 53.  
Gy n Chand does not specifically mention the rhythms caup  and p d kulak 
in this book. He explains them in his paper �Urd  k  Hind  ba r m n 
tau � aur i f � as follows:  

�In p d kulak, four m tr s appear four times to yield 16 m tr s in total, 
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which are various combinations of f �il and fa�ilun.� (p. 536) 

�A chara  (Sanskrit chara a. �a line�) of caup  also has 16 m tr s. Two 
m tr s come after two m tr s, and three m tr s come after three m tr s. A 
word of four m tr s is not theoretically allowed, but in fact it is used. A word 
of three m tr s may be fa�al or f �i; the latter is not allowed to appear at the 
end of a line.� (p. 536) 
xvi UAA, p. 53. 
The basic foot of mutaq rib metre is fa� lun, with the variants fa� lu, fa� l, 
fa�al, fe�lu ( = f �i), fe�lun, fa� l n, fe�l n, fa� and so on.  

The basic foot of mutad rik metre is f �ilun, with the variants  fa�ilun, 
fe�lun, f �il n, fa�il n, fe�l n, fa� and so on. (Some variants are common to 
both of these metres.) 

Sam �ull h Ashraf  writes: �It is obvious that Urd  did not touch some of 
the Arabio-Persian metres and rhythms, because they were not fully up to our 
poetic standards. Urd  modified and made additions to mutaq rib and 
mutad rik metre. Although these alterations are not mentioned in books on 
prosody, when poets� works are examined, it is found that all Urd  poets from 
the early days to modern times have enriched these metres. This was done 
under the influence of Hind  prosody�. (Sam �ull h Ashraf , Urd  aur Hind  
k  Jad d Mushtarak Auz n, Aligarh, 1984, p. 17. This book is reviewed in the 
latter half of this research note.) 
xvii According to Gyan Chand�s explanation (UAA, pp. 60-64), rhythms of 
four feet and 14, 15 and 17 Arabic letters (m tr s) are obtained as follows: 

Rhythm of Procedure 

Example 
shown in 

the form of 
af � l 

14 Arabic 
letters 
 (m tr s) 

Subtract one sabab (a rhythmic unit 
of two Arabic letters, which 
corresponds to two m tr s) from the 
end of the last foot of a rhythm of 16 
Arabic letters (m tr s) 

fa� lun 
(  � �) 

 fa�al 
(  �) 

15 Arabic 
letters  
(m tr s) 

Add one s kin arf (literally 
�quiescent letter�. an Arabic letter 
which does not have a short vowel) to 
the end of the last foot of a rhythm of 
14 Arabic letters (m tr s) 

fa�al  
(  �) 

 fa� l 
(  � ) 

17 Arabic 
letters 
 (m tr s) 

Add one s kin arf to the end of the 
last foot of a rhythm of 16 Arabic 
letters (m tr s) 

fa� lun 
(  � �) 

 fa� l n 
(  � � ) 

 
Rhythms of eight feet and 28, 29, 30, 31, 32 and 33 Arabic letters (m tr s) 

are obtained by combining units of 14, 15, 16 and 17 Arabic letters (m tr s) 
as follows: 
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14 Arabic letters (m tr s) + 14 Arabic letters (m tr s) = 28 Arabic 
letters (m tr s) 
14 Arabic letters (m tr s) + 15 Arabic letters (m tr s) = 29 Arabic 
letters (m tr s) 
*Lines of 28 and 29 Arabic letters (m tr s) can coexist in a verse. 
16 Arabic letters (m tr s)+ 14 Arabic letters (m tr s) = 30 Arabic letters 
(m tr s) 
16 Arabic letters (m tr s)+ 15 Arabic letters (m tr s) = 31 Arabic letters 
(m tr s) 
16 Arabic letters (m tr s)+ 16 Arabic letters (m tr s) = 32 Arabic letters 
(m tr s) 
*Line of 30, 31 and 32 Arabic letters (m tr s) can coexist in a verse. 
16 Arabic letters (m tr s) + 17 Arabic letters (m tr s) = 33 Arabic 
letters (m tr s)  
*A line of 33 Arabic letters (m tr s) is rarely found. 

xviii UAA, p. 65. 
Concerning sawaiy , Gy n Chand writes in one of his papers: �In the early 
days, many Hind  rhythms were used in Dakin  poetry. Against this 
background, caup  and sawaiy  were also taken into Urd . These rhythms 
were respectively equivalent to the rhythm of muthamman (�of eight feet�. A 
couplet of muthamman comprises eight feet, each hemistich having four feet) 
and that of sh nzdah-rukn  (�of sixteen feet�. A couplet of sh nzdah-rukn  
comprises 16 feet, each hemistich having eight feet), which we are dealing 
with now. In Hind  these rhythms have a large degree of flexibility. This 
flexibility was enjoyed in Urd  as well. In the latter days, when Urd  adopted 
Arabo-Persian prosody, these rhythms were considered to be based on the 
rhythms of mutaq rib or mutad rik metre.� (�Urd  k  Hind  ba r m n 
tau i� aur i f �, p. 536.) 

According to another of his papers, �Urd  aur Hind  �ar  k  mushtarak 
maq m t�, Arabo-Persian prosody was introduced into Urd  in the eras of the 
Qutb Sh h  dynasty 1512-1687 and the � dil Sh h  dynasty 1489-1686
(p. 572). 
xix UAA, p. 65. 
xx The birth and death years of poets have been added in this research note 
for reference. 
xxi Various forms of af � l shown by Gy n Chand have been added to the 
chart. 
xxii Sam �ull h Ashraf  scans this line as follows (op. cit., p. 203): 

bahut li- y  tas- b ( ) p(h)ir  ham 
fa� lu fe�lun f �i fa�ul n 

 �  � � �   � � 
16 Arabic letters (m tr s) 
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pahn  hai zun- n r( )  bahut 
fe�lun fe�lun f �i fa�al 
� � � � �   � 

14 Arabic letters (m tr s) 
 
According to a valuable comment by Professor Junko Sakamoto-Goto of 

Miyagi Gakuin Women�s University, an expert on Sanskrit prosody, the 
rhythm used in this line resembles the Sanskrit metre called ga achhandas, 
one of the basic rhythmic patterns of which is seven ga as (feet) plus one 
guru (long syllable). Because one ga a in this metre consists of four m tr s, 
the total number of m tr s in a line is 30. 

1 2 3 4 
bahut li- y  tas- b ( ) p(h)i- r  ham 

 �  � � �   � � 
4 m tr s 4 m tr s 4 m tr s 4 m tr s 

 
5 6 7 8 

pahn  hai zun- n r( ) ba- hut 
� � � � �   � 

4 m tr s 4 m tr s 4 m tr s 2 m tr s 
 
xxiii Gy n Chand states that this line cannot be in mutaq rib metre because it 
has the foot f �ilun, nor is it in mutad rik metre because it has the foot fa�al 
(UAA, p. 53). F �ilun is not used in mutaq rib metre, and fa�al is not used in 
mutad rik metre. 
xxiv According to Gy n Chand, Fir q added a note saying that this ghazal was 
written in sawaiy , when the ghazal containing this couplet was published in 
the August 1958 issue of M h-e Nau (�Fir q k  b -�ar iy n�, pp. 251-252). 

In this line, two basic feet, fa� l n (the basic foot of mutaq rib metre) and 
f �ilun (the basic foot of mutad rik metre) are used at the same time. 
Concerning this line, Gy n Chand, quoting lines by Saud  (1713-1781), H l  
(1837-1914), Y s (1884-1956), and S m b (1880-1952), states: �The rhythm 
of fa�al fa� lun is not mentioned as a variant of mutaq rib metre in any 
Arabic, Persian or Urd  prosody books, because using both f �ilun and 
fa� l n together in the same line is a deadly sin. All of these sinful lines, 
however, are rhythmical. Why on earth did prosodists like Y s or S m b make 
the mistake of writing these sinful lines? The answer is this; these lines are 
prosodically correct from the viewpoint of Hind  prosody. These lines have 16, 
30 or 32 m tr s, based on m trik metres such as caup , p d kulak and 
sawaiy . That is why these are called Hind  metres. Therefore, it can be 
assumed that Hind  prosody is close to our taste� (�Urd  k  li  mauz n-tar n 
niz m-e �ar �, pp. 365-366). 

Sam �ull h Ashraf  writes that the metre used in this line of Fir q�s is 
t ank (Sanskrit t anka). According to his explanation, when a line has 30 
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m tr s comprising two parts, one of 16 m tr s and another of 14 m tr s, and 
it ends in maga  (Sanskrit maga a, a m trik composition of 2 + 2 + 2 m tr s), 
its metre is t ank (Sam �ull h Ashraf , op. cit., pp. 185-189). 

This line of Fir q�s is the first hemistich. The second hemistich is as 
follows: 

 
ham bh  fir q nagar j t  hain/ b l  tum bh  t  h  
 
If the long syllable of hain in the first half of the line is changed into a 

short syllable, the line becomes one of 30 m tr s: the first half has 16 m tr s 
and the second 14 m tr s. The end of the line is maga :  (2 m tr s) + t  (2 
m tr s) + h  (2 m tr s). 

ham bh  fir q nagar j t  hain b l  tum bh  t  h  
2    2  1 2 1 1 2   2 2  1 2 2  2   2  2 2  2 

16 m tr s 14 m tr s 
 
xxv UAA, pp. 64-65. 
xxvi Gy n Chand does not indicate the specific features of sawaiy  in this 
book. His definition of sawaiy  may be understood from his paper �Urd  aur 
Hind  �ar  k  mushtarak maq m t�, in which he explains that there are two 
kinds of sawaiy , one in m trik metre and the other ajz  auz n (a rhythm 
composed of a combination of metrical feet). However, his argument does not 
seem convincing, because he gives no clear explanation for how sawaiy  was 
used in classical Urd  poetry. 
xxvii Gy n Chand refers to the following metres in chapter five, �Other Hind  
rhythms�: 

Rhythm of 18 Arabic letters (m tr s): t rak (Sanskrit t raka). 
Rhythms of 22 Arabic letters (m tr s): m l , bh misut , n l (Sanskrit n la), 

etc.  
Rhythms of 24 Arabic letters (m tr s): r l , s ras (Sanskrit s rasa), 

viddy dh r , etc. 
Rhythms of 26 Arabic letters (m tr s): vishnupad (Sanskrit vi upada), 

etc. 
Rhythm of 27 Arabic letters (m tr s): sars  (Sanskrit saras ). 
Rhythms of 28 Arabic letters (m tr s): s r (Sanskrit s ra), lalitapad 

(Sanskrit lalitapada), etc. 
Rhythms of 29 Arabic letters (m tr s): marha  (Sanskrit maraha h ), 

m dhv  (Sanskrit m dhav ). 
Rhythm of 31 Arabic letters (m tr s): lh . 
Rhythm of 24 Arabic letters (m tr s): doh  
 
According to Gy n Chand, the most frequently used Hind  rhythm in Urd  

poetry in the past was doh , whereas nowadays sars  is the most popular. 
Sars  is a metre of 27 Arabic letters (m tr s), comprising two parts of 16 and 
11 Arabic letters (m tr s). The line ends in guru (�) plus laghu ( ); the form 
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of af � l is f � . Gy n Chand quotes the following lines by Iqb l (1877-1938) 
as an example of sars  (�Urd  aur Hind  �ar  k  mushtarak maq m t�, pp. 
585-586 and UAA, p. 69). 

 
 r m  badl  sh m  badl  badl  hindust n 
 t  bh  ae farzand-e kohist n apn  khud  pahch n 

  
The scansion of these lines is as follows (forms of af � l are indicated by 

Gy n Chand; numbers of m tr s are added for reference): 
r m  badl  sh m  badl  badl  hindus- t n 
fe�lun fe�lun fe�lun fe�lun fe�lun fe�lun f � 
2  2 2  2 2  2 2  2 2  2 2  2 2  1 

16 m tr s 11 m tr s 
   

t  b(h) ae far- zand-e kohist (n) apni* khud  pah- ch n 
fe�lun fe�lun fe�lu fa� lun fe�lu fa� lun f � 
2  2 2  2 2  1 1  2  2 2  1 1  2  2 2  1 

16 m tr s 11 m tr s 
    *The long vowel at the end of the word apn  has to be shortened in order 
to match the foot fe�lu. 

 
These lines are found in the poem �Mi r b Gul Afgh n k  Afk r� in Iqb l�s 

third collection of Urd  verse, arb-e Kal m (The Blow of Moses� Staff), 
published in 1936. These lines form part of a stanza and precede the 
following two lines: 

 
 apn  khud  pahch n 

    gh fil afgh n 
 
Sam �ull h observes that both of these lines have 11 m tr s and that the 

rhythm of the first line is fe�lun fa�ilun f �, and of the second fe�lun fe�lun 
f � (Sam �ull h Ashraf , op. cit., p. 57). The scansion is as follows (numbers 
of m tr s are added for reference). 

apn  khudi* pah- ch n 
fe�lun fa�ilun f � 
2  2 1  1  2 2  1 

11 m tr s 
    *The long vowel at the end of the word khud  has to be shortened in 
order to match the foot fa�ilun.  

 gh - fil af- gh n 
fe�lun fe�lun f � 
2  2 2  2 2  1 

11 m tr s  
Abu�l I�j z af z idd q  points out that this is the only poem Iqb l wrote 
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in a rhythm derived from Hind  (Abu�l I�j z af z idd q , Auz n-e Iqb l 
(Iqb l�s Rhythms), Lahore, 1983. pp. 273-274).  

�Abd al-Sal m Nadv  states that this poem was written according to the 
melody of a famous Pasht  song (�Abd al-Sal m Nadv , Iqb l-e K mil 
(Perfect Iqb l), Azamgarh, 1964 (second impression), p.132). The question 
then arises; why is the Pasht  melody similar to the Hind  rhythm? 
xxviii UAA, p. 94. 

Gy n Chand, in his paper �Urd  aur Hind  �ar  k  mushtarak maq m t�, 
opposes the dichotomy between Urd  and Hind  prosody: �It is not necessary 
for Urd , antagonizing Persian and Hind  prosody, to become a believer of 
either of the two and stop asking the other for a helping hand. Urd  has 
adopted only those rhythms that sounded rhythmical out of many Arabic and 
Persian ones. Only those Hind  rhythms which were well-matched to the 
character of Urd  have been taken as its asset� (p. 573); �It has been found 
through observation that Urd  prosody has no flexibility, while Hind  prosody 
enjoys more flexibility than is required. Despite this partial difference, Urd  
and Hind  literati have a common sense of music. Therefore, Urd  and Hind  
prosody have much in common much greater similarities than is generally 
thought. Many Urd  verses can be analyzed in terms of Hind  prosody and 
vice versa. Some popular Urd  rhythms have entered Hind  poetry in the 
shape of Hind  metres, and some Hind  rhythms have come into Urd  poems, 
whether putting on a mask of Urd  metres or not� (p. 576). 

Gy n Chand goes on to propose the integration of Urd  and Hind  prosody 
in his paper �Urd  k  li  mauz n-tar n niz m-e �ar � as follows: �It is not 
necessary for us to choose either Arabic prosody or Hind  prosody. Our poets 
have made use of both of them and they will do so in the future as well. They 
have much in common. Urd  rhythms are so intact and rhythmical that we 
cannot part with them; on the other hand, Hind  rhythms represent our 
popular tradition and folk songs. It is necessary to integrate them and 
establish a prosody which is not difficult to understand. What is the use of 
such prosody that poets cannot understand? This prosody should adopt all 
Urd  and Hind  rhythms that are used in Urd .... This common prosody 
should be established on one principle. It must not be the case that some 
rhythms would be expressed in Arabic and some rhythms, such as doh  and 
sars , by m tr s. That would be far from an integrated system. The two kinds 
of rhythms should be dealt with based on one principle� (p. 369). 
xxix The contents of this book are as follows: 

1. Movement for new rhythms 
2. Introduction to Hind  prosody 
3. Urd  and Hind  metres 
4. New form of Hind  metres 
5. Urd  and Hind  blank verse 
6. Urd  and Hind  free verse 
7. Conclusion 

xxx Sam �ull h Ashraf , op. cit., pp. 343-344. 
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Sam �ull h Ashraf , observing that Hind  poetry has also adopted Urd  

rhythms, writes: �The Kha  B l  Hind  Movement which began in the fourth 
quarter of the 19th century is a milestone in the development of modern Hind  
poetry. The rivalry between Braj Bh sh  and Kha  B l  produced a favorable 
outcome for Hind  poetry. An attempt was made to go away from the old 
rhythms used in Braj Bh sh  and to adopt new rhythms in modern Hind  
poetry. It was obvious that the rhythms used in Braj Bh sh  poetry were very 
difficult to use in Kha  B l  poetry. This led modern Hind  poets to pay 
attention to the rhythms used in Urd  poetry and choose the same kind of 
metres for Kha  B l  poetry. It can be proved that every rhythm of the metres 
found in Urd  poetry is similar to the rhythms of v rnik vrtt (Sanskrit v rnik 
vrtta �syllabic metre�) of Sanskrit or the m trik metres of Hind  poetry. 
However, what actually happened was that modern Hind  poets directly 
borrowed some rhythms from Urd  metres and created new rhythms in m trik 
metre similar to the rhythms of Urd  metres� (p. 343). 
xxxi  This part is titled �l wan  r khtah or ba r-e mutaq rib muz af 
s lah-rukn �. Ba r-e mutaq rib muz af s lah rukn  means a variant form of 
mutaq rib metre, a couplet of which consists of 16 feet, with hemistichs of 
eight feet. R khtah refers to Urd . 
xxxii Sam �ull h Ashraf , op. cit., p. 199. 
xxxiii Sam �ull h Ashraf , op. cit., p. 199. 
   According to Sam �ull h Ashraf , a line of ta nk has 30 m tr s. A 
caesura comes after the sixteenth m tr . The end of the line should be maga , 
that is, a rhythm unit of three sets of two m tr s (2 + 2 + 2 m tr s). A line of 
l wan  also has 30 m tr s and a caesura after the sixteenth m tr , but maga  
is not required at the end of the line. Concerning ta nk and l wan , he 
remarks: �It was understood that every end of a line should be maga  
(maf� lun). If this rule is not obeyed, the rhythm is called l wan , not ta nk. 
However, l wan  and ta nk are not considered different these days� 
(Sam �ull h Ashraf , op. cit., p. 195). 
xxxiv Sam �ull h Ashraf , op. cit., p. 199. 
xxxv Sam �ull h Ashraf , op. cit., p. 200. 
xxxvi Sam �ull h Ashraf  states that in some lines of M r�s ghazals a caesura 
comes after the fourteenth m tr , instead of the sixteenth m tr . He gives the 
following example (Sam �ull h Ashraf , op. cit., p. 201). 

 
�ishq n  khw r-o-dhal l kiy  / ham sar k  bakh r  phirt  hain 
 
The scansion of this line is as follows (numbers of m tr s are added for 

reference). 
First half of the line 

�ishq ne* kh(w) r-o- dhal l kiy  
2  1  1 2      1 1  2  1 1  2 

14 m tr s 
*The vowel of n  is shortened to make the total number of m tr s in this part 
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14. 

Second half of the line 
ham sar k  bak(h) r  p(h)irt  hai(n) 
2 2 2 2  2 2  2 2 

16 m tr s 
    

Sam �ull h Ashraf  also gives an example of a line containing two parts of 
16 and 15 m tr s (Sam �ull h Ashraf , op. cit., p. 204). 

 
Ar -o-sam  m n �ishq hai s r / ch r n aur phir  hai �ishq 

 
The scansion of this line is given below (numbers of m tr s are added for 

reference). 
First half of the line 

Ar -o- sam  m (n) �ishq hai s r  
2  1 1  2 2 2  1 1* 2  2 

16 m tr s 
    *The vowel of hai is shortened to make the total number of m tr s in 
this part 16. 

Second half of the line 
ch r (n) aur p(h)ir  hai �ishq 
2  2 2  1 1  2 2 2  1 

15 m tr s 
 

Sam �ull h Ashraf  points out that there are couplets in M r�s ghazals 
which are composed of a hemistich of 30 (16 + 14) m tr s  and one of 31 
(16 + 15) m tr s (Sam �ull h Ashraf , op. cit., p. 201 .  An example is given 
below, with its scansion (numbers of m tr s are added for reference): 

 
m r kha  ek s �at h  m n/ ghash tum karn  lagt  h  

  t b nah n ky  zo�f hai dil m n/ j  b -t qat kiy  hai j 
 
 
Scansion: 
First half of the first line 

m r k(h)a  ek s �at h  m (n) 
2  1 1  2 2 2  2 2 2 

16 m tr s 
    Second half of the first line 

ghash tum karn  lagt  h  
2 2 2  2 2  2 2 

14 m tr s 
 

First half of the second line 
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t b nah (n) k(y)  zo�f hai dil m (n) 
2  1 1  2 2 2  1 1* 2 2 

16 m tr s 
    *The vowel of hai is shortened to make the total number of m tr s in 
this part 16. 
    Second half of the second line 

j  b - t qat kiy  hai j 
2 2 2  2 1  2 1* 2  1 

15 m tr s 
    *The vowel of hai is shortened to make the total number of m tr s in 
this part 15. 
xxxvii Sam �ull h Ashraf , op. cit., p. 201. 
xxxviii Sam �ull h Ashraf , op. cit., p. 21. 
xxxix Sam �ull h Ashraf , op. cit., p. 204. 

Shams-ur-Ra m n F r q  classifies Urd  metres into the following four 
groups in chapter six, �Ba r n aur zi f t (Metres and the processes for 
producing valiant feet)� of Dars-e Bal ghat (Introduction to Prosody),  
compiled by Shams-ur-Ra m n F r q , published in New Delhi in 2007 (fifth 
and revised edition; first edition 1981): 

 
1. Metres, the number and order of af � l of which are rigidly fixed. (In 

other words, metres which are based on Arabic and Persian prosody and 
whose form, number and order of feet are strictly fixed.) 

2. Rub �  (quatrain) metre 
3. M r�s metre 
4. Metres borrowed from or modeled on Hind  poetry 
 
As for M r�s metre, he notes the following, without explaining why M r 

began to use his unique metre : �There are two types. In both of them the 
number of the foot is fixed, but the form of af � l is not. Every form of af � l 
should derive from fa� lun (the basic foot of mutaq rib metre) or f �ilun (the 
basic foot of mutad rik metre). However, it is up to the poet�s considerable 
discretion which form of af � l is placed where. The metre which M r 
propagated is scanned as mutaq rib metre, and the other type of this metre is 
scanned as mutad rik metre.... M r�s metre is mentioned in the section on 
mutaq rib metre, but I think that it should be considered an independent 
metre and called M r�s metre� (Shams-ur-Ra m n F r q , ed., op. cit., pp. 
103-104).       

According to F r q , one line of M r�s metre has eight feet and  30 m tr s. 
In general, the first half of the line has 16 m tr s and the second half 14 
m tr s. (Interestingly, F r q  includes M r�s metre under mutaq rib metre, 
but he explains it using the word �m tr �.)  

He illustrates M r�s metre using af � l as follows (Shams-ur-Ra m n 
F r q , ed., op. cit., pp. 114-115; the marks  and � are added for reference). 
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(a) fe�lun fe�lun fe�lun fe�lun   ( � � | � � | � � | � � ||) 
(b) fe�lun fe�lun fe�lu fa� lun   (� � | � � | �  |  � � ||) 
(c) fe�lun fe�lu fa� lun fe�lun   ( � � | �  |  � � | � � ||)  
(d) fe�lun fe�lu fa� lu fa� lun   (� � | �  |  �  |  � � ||)   
(e) fe�lu fa� lun fe�lun fe�lun   (�   |  � � | � � | � � ||) 
(f) fe�lu fa� lun fe�lu fa� lun    (� |  � � | �  |  � � ||) 
(g) fe�lu fa� lu fa� lun fe�lun   ( � |  � |  � � | � � ||) 
(h) fe�lu fa� lu fa� lu fa� lun   (�  |  �  |  � |  � � ||) 
(i ) fa� lu fe�lun fe�lu fa� lun    (  �  | � � | � |  � � ||) 
 
The rhythmic patterns from (a) to (h) are the same as the ones Pritchett 

illustrates. F r q  adds one more rhythmic pattern (i), in which a short 
syllable appears alone in the first foot, which contradicts the view that a short 
syllable does not appear alone, but that two short syllables appear to 
substitute for a long syllable in a line. 
xl Gy n Chand seems to apply the term �Hind � metre to all kinds of Hind  
rhythms adopted in Urd  poetry. Sam �ull h Ashraf , on the other hand, does 
not use this term. In any case, this vague term should be carefully defined and 
used. 
xli After reviewing part of this research note, Dr. Zari Taheri, former Visiting 
Professor of Persian at Tokyo University of Foreign Studies, kindly informed 
me that the metre used in lines of eight feet does not sound familiar in Persian 
poetry. If I had not written this research note in English, I could not have 
obtained this information. 
 
 
 



 
 
 
 

Dual Trends of  

Urdu and Punjabi Prosody 
 

So Yamane 
 
 
 
 
 

This chapter aims to study the characteristics of Urdu prosody and Punjabi 
qaww l , a form of devotional popular music by Sufis and Muslim saints, 
which have gradually developed and changed with the expansion of 
Islamic culture in the northern part of South Asia. 
 
1. Islam in Northern India 
Islam was introduced to South Asia in the early 8th century through 
sea-borne trade, when some Arabs and Persians began to settle in the 
western areas of the Indus River valley. Relatively little Islamic culture 
was introduced to India at that time, however, since those immigrants 
established their own communities, separate from the local peoples. Only 
after the 11th century, when Muslim conquerors came to South Asia from 
Central Asia and established independent kingdoms, did the vernacular 
culture began to be influenced by that of their new rulers. This 
Perso-Islamic culture was fundamentally the culture of those who ruled 
[Robinson:10]. The elites of India increasingly came to share in this high 
culture, which we shall term Perso-Islamic culture, which evolved among 
the Iranian- and Turkic-speaking peoples of Central and Western Asia. 
Men in Lahore and Delhi, in Jawnpur and Bijapur, came to speak the same 
languages, read the same books, delight in the same verses, follow the 
same laws and cherish the same values as men in Herat and Samarqand, 
Shiraz and even Istanbul [Robinson:9]. Not surprisingly, then, �Persian 
poetry written on Indian soil was remarkable for a complete rejection of 
Indian life and landscape as acceptable poetic resources, which in part 
explains the success of Bedil elsewhere in the Perso-Islamic world� 
[Robinson:17].i  

Poets living under Muslim rule in South Asia incorporated 
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numerous vernacular words into their Persian poetry which did not fit the 
rules of Persian prosody, so poets had to adjust them in accordance with 
Persian prosodic patterns. Through the adaptation of vernacular words to 
Persian prosodic rhythms, Persian poetry became localized in South Asia 
and began to be called sabuk-e Hindi, a process which was followed by 
the creation of new metres. Thus, prosody in Islamic South Asia followed 
dual trends, one of strict Persian prosody, the other a �flexible� one 
combining features of both Persian and vernacular prosodies. The latter 
phenomenon can be regarded as one of the typical examples of 
Indo-Islamic culture.ii 

Another outstanding example of Indo-Islamic cultural 
syncretism is Sufism, which originated in the Middle East in the 9th 
century and was introduced to South Asia in the 11th century. Many 
studies argue that Sufism was one of the most important means for 
peaceful conversion to Islam in South Asia [Aquil 2009]. In the tadhkiras 
or biographies of the Sufi saints, their miracles or recitations of poetry 
influenced the local people so much that many converted to Islam. An 
example of such Sufi poetry is qaww l , which has remained popular to 
the present day. 

Alongside metaphysical Sufism, discussed at the court or 
schools by Sufis and scholars, there was a popular version exemplified by 
qaww l , which was practiced mostly by ordinary people with no 
background in metaphysics or philosophy. The former developed in and 
around the royal court and was heavily influenced by Persian models. 
Khw ja M r Dard, the famous Sufi poet in Urdu literature of the 18th 
century, wrote not only poetry in Urdu, but also philosophical works on 
Sufism in Persian. On the other hand, popular Urdu developed outside of 
court culture and reflects vernacular influences. For instance, many Sufis 
in Punjab were said to be illiterate, but recited excellent poetry regarding 
Sufismiii in the style of k f , a kind of Punjabi poetry.  

By studying these characteristics of Urdu prosody of qaww l , 
we would like to determine how elements of Persian prosody were 
introduced into Urdu poetry. This study will examine the development of 
Urdu poetry under the influence of Persian poetry and thus, it is hoped, 
shed some light on the development of Indo-Islamic culture. 
 
2. The tradition of Urdu prosody 
It is controversial when and where Urdu poetry began, but books of Urdu 
literatureiv widely mentions the verse in 11th-century Punjab, under the 
Ghaznavi period, even which was almost Persian poetry with some words 
taken from the vernacular. However, this implies that a tradition of Persian 
poetry at the court in Punjab has already started, which was brought from 
an area of the rulers.v As early Sufis in Punjab came from the Persian 
world or studied there, they used Persian for literary expression, and 
consequently it was quite natural for them to adopt Persian prosody.  

For missionary work, however, composing poetry only in 
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Persian would have been of limited use in South Asia. The Sufis began to 
use vernacular vocabulary in their texts. We observe different means of 
expression in Sufi poetry, from adoption of Persian prosody by poets who 
use the vernacular language for their expression, to incorporating Persian 
vocabulary in vernacular poetry.vi But we have little documentation of 
poems written in such language, and must wait almost four centuries until 
the Dakkani poetry of the 15th century.vii  

As already noted, we may distinguish between two kinds of 
prosody in the Mughal period, that is to say, Persian prosody and 
vernacular prosody. Persian poetry is based on the Arabic prosodic system 
and was localized in South Asia with varieties of poetry such as ghazals, 
mukhammas, musaddas, and qasidas.  

Since then, Urdu poets have written many Urdu poems in 
Persian prosody, but since not every vernacular word can be employed in 
the traditional Persian metres, poets also created new patterns of prosody. 
In other words, Urdu poetry did not develop only by adapting Persian 
prosody, but also by creating new metres that correspond to the linguistic 
reality of the vernacular language. The main reason why Urdu poets had 
to create new prosodic patterns is that there are obvious differences in 
syllable structure between Persian and Urdu, which included numerous 
Sanskrit loanwords.  

Thus, Urdu poetry developed both by adapting Persian prosody 
and by creating new prosodic patterns. Perhaps the most interesting 
phenomenon is that when an Urdu poem is scanned, a word can be 
syllabified, and the boundary of a foot of Persian prosody does not 
always coincide with the word break. That is to say, Urdu poets write 
poems solely based on the prosodic rhythms without caring about the 
boundaries of words and sentences.  

Another flexibility of poetic scansion is that even vowels may 
be lengthened or shortened in order to adjust the metre. For instance, 
Muhammad Iqb l�s (1877-1938) famous poem Tar na-e Hind  (Songs of 
the Indians) is scanned as follows: maf� l  f �il tun  maf�  l f �il tun 
( _ _ , _  _ _, _ _ , _  _ _) 

 
s r    ja h    se   ac ch    hin  d  s(i) t n  ha  m   r  
ham bul  bu len  ha    us  k    yeh   gul s(i) t   ha  m   r  
�   �    ,  �       �  �,     �  �  ,  �     �   � 
 

In this couplet, �ha � of the second line should be scanned as light. And we 
pronounce �Hin-d -s(i)-t n� � �  � instead of �Hin-dus-t n� � � � in 
ordinal pronunciation to fit the desired metre.viii And in the next line, 
�gulst � is pronounced �gul-s(i)-t n� �  � instead of �gu-lis-t n�  � � as 
usual pronunciation.ix  
 
3. Vernacular influences on Urdu prosody: the case of Punjabi Sufi 

popular songs 
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We have seen that Urdu prosody has developed in a flexible fashion, even 
if its poetry generally adheres to the metres of traditional Persian prosody. 
Punjabi poetry, however, is marked by prosodic flexibility even greater 
than that of Urdu.  
 Punjabi poems have flexibility which can consist of several 
different metres, as in the following examples of qaww l . Another 
characteristic feature of Punjabi poem is the influence of Indian 
indigenous prosody such as Kafiyan, a Punjabi poetry based on m tr s 
and deeply connected with r gas of Indian classical music. Most of the 
Sufis in Punjab employed this vernacular prosody, but interestingly it has 
numerous similarities with the Persian prosody. When we examine the 
prosodic rhythm patterns kafiyan by Bullhe Shah (b.1539), we discover 
some interesting features. 
 
(1) ikko  alif   tere darkar     �ilmon bas karen ao yar 

fe�lun  fe�lun  fe�lun  f �   fe�lun  fe�lun  fe�lun  f � 
 
(2)jad main sabaq �ishq da parhiya   darya dekh wahdat da variya 

fe�lun  fe�lun  fe�lun  fe�lun   fe�lun  fe�lun  fe�lun  fe�lun 
 

ghuman ghera de vic uriya     shah �inayat laya par  
fe�lun  fe�lun fe�lun  fe�lun   fe�lun  fe�lun  fe�lun  fe�lun 

 
This is the typical type of kafiyan, as (1) has 15 m tr s and (2) has 16 
m tr s. Interestingly, this kafiyan can be scanned according to the rules of 
Persian foot, as (1) is �ba r-e mutad rik muthaman makhb n me z f ul 

khir� of fe�lun fe�lun fe�lun f �, and (2) is �ba r-e mutad rik muthaman 
makhb n� of fe�lun fe�lun fe�lun fe�lun.  

Interestingly, most of Bullhe Shah�s poetry is based on the same 
prosodic pattern, that is to say, fe�lun fe�lun fe�lun fe�lun, and fe�lun 
fe�lun fe�lun f �. These metres simply consist of repetitions of feet, fe�lun, 
which at the same time can be scanned as a vernacular rhythm. 

As Thesen [209] remarks, Urdu poets occasionally employ more 
or less adapted hind  or �native Indian� rhythms. It seems that the 
similarity of the metres between kafiyan and Persian prosody brought 
about increased employment of vernacular rhythms. We have seen that the 
prosodies of Urdu and Punjabi poetry bear significant resemblances in 
their prosodic patterns. In the following lines, we will analyze the 
prosodic structure of one qaww l . 

Qaww l x is said to have originated at the Sufi tomb of Mu�in 
al-Din Chishti of Ajmer. This is basically a musical song of Sufism. The 
qaww ls, or singers of qaww l  can choose any song or poetry, mostly 
couplets at random for the audience�s enjoyment and devotion; they can 
also include different phrases from different poems in one song. Its 
language is generally vernacular, and often employs literary tropes drawn 
from popular Indic devotionalism (bhakti). The linguistic register may 
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vary from standard Urdu to a more colloquial Hindi/Urdu/Dakani/Purabi. 
Such code switching is common in qaww l s, where didactic purposes are 
served by lines in Persian and/or Arabic, while vernacular verses 
encourage emotional, experiential contemplation of the Divine [Hyder and 
Petievich: 96]. For example, a famous song of Nu rat Fate  �Ali Kh  
includes couplets of several different prosodic rhythms.  

Let us see the following qaww l , that is his most popular song.  
 

sh  h mar d    n-e�a l   l   fa t  il   �a  l   sh   r  yaz d    n-e�a l  
�    �  �   �    �  �   � �   �   �   �     �  �    �   � 
f �i l   tun    f  �i lun  f �i l  tun   f �i lun  f   �i  l  tun   f  �i lun 
 
tan par�a l �a l h(o) za b   par �a l  �a l  
�  �   �   �     �   �   �   � 
maf�    l f �i l t   fa�    lun   ma f �i lun   
 
mar j    un to-ka han pe bh(i) likh  n   �a  l  �a l  
�  �      �   �        �   �      �  � 
maf�    l  f  �i l    t   fa  �     lun   ma f  �i lun   

 
ba ghai r hub b �a   l   mud  d�    na  h n   mil t  

  �   �      �   �     �      �     �  �  
ma f  �i lun  fa�i   l   tun  ma f  �i   lun    fa � lun  
 
�i b   da ton ka bhi   har  giz  si lah  na  h n  mil  t   

 �    �        �    �     �      �    �   � 
ma f  �i lun  fa �i    l    tun   ma f  �i   lun   fa�  lun  
 
khu d   ke ban do su   n   gh   r  s  khu  d   kiq(a)  sam 

  �     �       �   �      �     �   �      �  
ma  f   �i  lun fa�i   l   tun   ma f   �i   lun  fa �  lun  
    
haq �al(i) �al(i) �al(i)  m   l   �al(i) �al(i) 
lam  ar     ar      ar    lam  lam   ar     ar  

 
As mentioned above, a qaww l  may contain phrases from different 
languages, based on different prosodic patterns. The above example 
includes three distinct prosodic patterns and one chant. The last phrase is 
not based on any Persian metre, but is simply an interjected 
Arabic-language chant. Qaww ls are often said to bring together phrases 
in different prosodic rhythms from different poems, as their purpose is not 
to create songs on a strict prosodic basis, but simply to excite the audience. 
They often combine different phrases in a single song according to the 
situation. This kind of mixture or improvisation seems to be related to the 
flexibility and acceptance of different prosodic patterns in Urdu prosody. 
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1. Some characteristics of Urdu prosody 
The preceding sections have reviewed several characteristics of Urdu 
prosody. The main points may be summarized here: 
(1) Poetry in South Asia is characterized by a dual trend in its prosody, 

that is to say, vernacular prosody based on matr s as well as Persian 
prosody. The former was influenced by bhakti and other local ritual or 
religious practices, whereas the latter originated in Persian poetry and 
was introduced into South Asia along with other aspects of Islamic 
civilization. Soon after Islamic culture was introduced into South Asia, 
along with other aspect of Islamic culture. As a result of this 
syncretism with elements of vernacular culture, its poetry took on dual 
trends: one being the philosophical Sufism taught at the court or 
among the nobles, with poems strictly adhering to Persian prosodic 
patterns; the other being Sufism as a kind of popular culture recited at 
Sufi tombs. Sufis in Punjab recited Punjabi kafiyan poetry, with 
prosody based on m tr s, but at the same time their m tr s can be 
scanned according to the rules of Persian prosody as well. Even some 
kafiyan can also be considered ghazals from the viewpoint of prosody. 
The audiences of these kafiyan seem to be indifferent as to whether a 
poem is composed in a Persian or a vernacular metre. 

(2) Such trends had their own domains and prosodies, but influenced each 
other, the more so as some Persian rhythms were similar to those of 
the vernacular languages. In South Asia, poets began to incorporate 
vernacular words into Persian poetry, adapting them to the rules of 
Persian prosody. It was a natural step for poets to apply foreign 
prosody to vernacular poetry, as both prosodies were similar in many 
of their patterns.  

(3) This resemblance of Persian and vernacular prosodies and deliberate 
�carelessness� in using different metres in the same poem helped to 
bring about a mixture or kind of syncretism in Urdu poetry. We cannot 
definitely determine who first did so and when, but at least we can say 
that neither poets nor audiences in South Asia felt any incompatibility 
in this combination of Persian and native prosodies.  
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i [Robinson: 18] further explains that �Perso-Islamic culture somehow 
floated above the world of Hindustan, but there had been fruitful 
interactions. From the thirteenth century, Persian musical traditions, for 
instance, has harmonized closely with those of Hindus, being fostered in 
the process both by the Chishtis, for whom music as ecstasy were 
inextricably intertwined, and by Muslim courts like those at Jawnpur and 
Bijapur. As time passed, the Persian traditions came increasingly to be 
absorbed amongst those of the Hindus�Likewise, the Sufi world, for all 
the Persian or ashraf quality of the high Sufi culture, mixed most 
intimately in the workings of Indian society, finding local functions, 
adopting local forms of expression.� [Usborne: 59] notes that �even the 
rose garden and the bulbul, which are characteristics of Persian verse, 
were unhesitatingly borrowed.�  
ii At the same time in Bihar and Bengal, the famous Sufi Nizam al-Din 
Auliya (d. 1325) stated that he used the Awadi dialect for conversation 
with God, while his students wrote premakhyanas modeled after 
mathnavis in the Awadi dialect. The latter also preferred local stories 
rather than those of Arabic or Persian origin. It is thus very important to 
study the poetry of northeastern South Asia of the 11th century, in 
comparison with that of the northwestern area. 
iii Usborne considers the Sufi saint Bullhe Shah to be one of the greatest 
Sufis of the world, claiming that his thought rivals that of Jal l ad-D n 
R m  and Shams  Tabr z of Persia [Usborne: 37].   
iv Sh r n , Mahm d, Muhammad Ikr m Cught �  (ed.), Panj b men Urd , 
Lahore:Sang-e Meel Publications, 2005 (1st ed. 1928) refers that the first 
Urdu poetry began in 11th-century Punjab, under the Ghaznavi period. 
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v Shibl , Nu�m n , �Shi�r al-�Ajam� Shibl  states that Sultan Mahmud 
Ghaznavi promoted the Persian language in Lahore.  
vi In a sense, we may say that the fact that some Persian words were 
included in J ys �s Padm vat is an interesting example of this 
phenomenon. 
vii Tabassum supposes that there must have been a tradition of Hindavi 
poetry [Tabassum: 28-29].  
viii Dr. Goto-Sakamoto Junko [p.c] mentioned that the lengthening of the 
vowel �du� in �Hindust n� is an interesting phenomenon, because 
according to the regulation of m tr  which is applied to indigenous Indian 
metre, a light syllable followed by a consonant cluster is already heavy. 
�du� and �d � have the same syllabic weight here, therefore it is possible 
that the poet considered this syllable to be heavy.  
ix Francess Pritchett, 2004. �Taraanah-i Hindii� Columbia University, 
Department of South Asian Studies. 
<http://www.columbia.edu/itc/mealac/pritchett/00urdu/taranahs/hindi_text
.html> 
x It must be noted that qaww l s are usually sung on the occasion of �urs, 
the death anniversary of a Sufi saint. Although the date of �urs follows the 
Islamic lunar calendar, i.e. changes every year, some �urs in South Asia 
are celebrated according to the Hindu solar calendar. This phenomenon 
can be regarded as a typical instance of syncretism in Indo-Islamic 
culture. 
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Introduction 
1. Hindi metre: its origins and major categories 
2. Changes in the definition of metrical categories in Hindi poetics 

2.1 Important books and manuscripts on Hindi poetics and the 
definition of the metrical categories 

3. Change in the usage and forms of Hindi moraic metre 
3.1 ry  (G th )/Duva   
3.2 Verse with several pauses (Caupaiy -Tribha gi) 
3.3 Combination- verse (Ull l ) 
3.4 Adoption of styles (Ka avaka vs. Caup + Doh /Sora h ) 
3.5 Change of verse forms from Var a Vrtta to M tr  Vrtta  
3.6 Verse forms of Hindi origin 

4. Similarity between Hindi metre and the Perso-Arabic metre 
employed for Urdu 

5.  Mutual influence of Hindu and Muslim poets on their poetic  
compositions in the Bhakti period 

Conclusion 
 
Note: In this paper, Hindi citation is transliterated by the Library of 
Congress method except for some well-known names.  
 
Introduction 
Metrical texts accounted for the vast majority of Hindi literature until 
prose literature and freestyle poems became predominant in the modern 
period. Historically, the Bhakti period (1375-1700) is the golden age of 
Hindi poetic literature, followed by the R ti period (1700-1900), the era in 
which the literary conventions were fully developed. In other words, the 
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history of Hindi literature is closely bound with the development of verse 
forms. Therefore, understanding the metrical structure of Hindi poetry is 
crucial. However, metre itself has not drawn much attention from 
researchers, and even today most of the manuscripts on Hindi poetics have 
not seen the light of day and are languishing unedited in libraries and 
archives.  
      This paper attempts to survey how Hindi prosodists developed and 
refined the definition of metrical categories, how the major verse forms of 
Hindi were used, especially in the first stage, the Bhakti period, and how 
the use of verse forms changed. I will then point out the common features 
of Hindi and Perso-Arabic metres by investigating the mutual influence of 
Hindu sants and Muslim sufi poets.  
 
1.Hindi metre: its origins and major categories 
Hindi metre is divided into two major categories, Var a Vrtta and M tr  
Vrtta. The Var a Vrtta is of Sanskrit origin and is defined by the number 
and the order of syllables, while the M tr  Vrtta is mostly of 
Prakrit-Apabhra a origin and is defined by the number of moras (m tr ) 
composing each strophe (p da) and the end rhyme. The Var a Vrtta and 
the M tr  Vrtta are further divided into the subdivisions Sama (equal), 
Ardhasama (half-equal), and Vi ama (unequal) according to the balance of 
the p das.  
       With respect to the Var a Vrtta, the verse forms actually used by 
Hindi poets are limited in number. On the other hand, moraic metre was 
popular among Hindi poets, and Hindi poets created many new verse 
forms based on mora counting. Therefore it can be said that moraic metre 
practically represents Hindi metre.  

The Hindi prosodists borrowed most of their poetic terminology 
from Sanskrit and Prakrit metre. In moraic metre, the sequence CV 
projects one mora (m tr ) and is called laghu (L) �light�, and CVV and 
CVC have two moras and are called guru (G) �heavy�. This means that 
syllables are primarily considered to have weight, instead of length (i.e. 
long vs. short). The temporal duration of a bimoraic syllable is not exactly 
twice that of a monomoraic one, but its pronunciation does take a longer 
time, so in the convention of modern poetics the terms d rgha �long� and 
hrasva �short� are substituted for heavy and light syllables respectively.  

A ga a is a unit containing a certain number and order of 
syllables or moras, which is used when defining a metrical form. A moraic 
ga a, for example caukala (a unit of four moras), always coincides with a 
word break, but syllabic ga as need not. In Hindi metre, Sama (balanced) 
verse forms with 16 to 32 moras and Ardhasama with 19 to 29 moras have 
traditionally been preferredi. Each verse (p da) has one or several pauses 
(yati), which generally fall at word boundaries. Hindi verse forms of 
Ardhasama are usually written in two lines, each line (pa kti) containing 
two p das. A strophe of four p das is divided into two lines; in this case 
also, one line contains two p das. Hindi verse forms consisting of an odd 
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number of p das are rare, and many Hindi verse forms fall under those of 
four p das. Vi ama verse forms are defined as having p das of unequal 
length, but in practice such forms are rare, and Vi ama is understood to 
include verse forms of more than four p das which are composed of two 
different verse forms, which prosodists consider unbalanced.  

End rhyme does not occur in Sanskrit metre except in the later 
texts, such as the G ta-govinda (12th c.). In the mora-based metrical forms 
which derive from Prakrit/Apabhra a, however, end rhyme is almost 
mandatory. As for Hindi metre, end rhyme (tuka) is a characteristic feature, 
and in many cases of Ardhasama verses, the last two syllables of the two 
even p das (B, D) rhyme. In many Sama verse forms, the final two 
syllables of the p das AB and CD rhyme, but some that have a few 
internal pauses show complicated rhyming patterns which are illustrated 
in the following section.  

 
Basic structure of Hindi verse 

The verse form of Ardhasama 
Ex.:  ducite k  dui th ni gir n , mohu bale  . 
       Odd p da: A           Even p da: B   16+12 moras 
 
     tisan  ch ni par  dhara pari, duramati bh  ph .       

Odd p da: C              Even p da: D  16+12moras 
(Kab rii) 

 
The verse form of Sama   
    Ex.:  sãvarau di eka karat r .     je  jiu d nha k nha sa s r .    
           Odd p da: A               Even p da: B  16, 16 moras 

 
k nhesi prathama joti parag s . k nhesi tehi  pir ti kabil s .   

Odd p da: C               Even p da: D   16, 16 moras                         
(J ys iii) 

 
The pattern of the rhyme: AB, CD / BD /AAAA etc. 

 
 

Hindi metre 
 

Var a Vrtta           M tr  Vrtta 
 
Sama  Ardhasama  Vi ama        Sama  Ardhasama    Vi ama 

 
Sama: A=B=C=D 
Ardhasama: A=C, B=D 
Vi ama: A B C D or a combination form which is made up of 
two verse forms and more than four p das. 
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2. Changes in the definition of metrical categories in Hindi poetics 
The first Chanda- stra (poetics) of Hindi was allegedly composed by 
Ke avd s (Ke avad sa, 1555-1617), i.e. the Chandam l  in 1602. After 
an interval of more than a century, several works on Hindi poetics were 
composed one after another. In the beginning stage, they were practically 
copies of earlier works on the poetics of Sanskrit or Prakrit, and follow the 
Pr krta-Pai galam (14th c.) especially closely.  

According to ivanandana Pras da, Hindi poetics defined metrical 
categories based on the following criteria:iv  

1. origin 
2. language 
3. number of p das 
4. p da balance 
5. length of p das 
6. regularity or irregularity of m tr s 

Among these criteria, however, regularity or irregularity of m tr s is 
given only by Vrnd vanad sa and is not followed by later prosodists. In 
addition, some works on poetics cover not only metre but also Ras �taste 
of sentiments�, N yik  Bheda �definition of heroine�, Ala k ra �rhetoric� 
etc. As this paper treats only metre, I will not discuss these topics here.  

Let us now consider the actual classification of metres in Hindi 
poetics in more detail.  

 
 2.1 Important books and manuscripts on Hindi poetics and the definition 
of the metrical categories 
The following are some of the most important works on Hindi poetics 
before the 20th century.v 

 
1. Ke avd s, Chandam l  (1602)vi   
2. Mural dhara Kavibh a a, Chandohrdaya-Prak a (1666)vii  
3. Cint ma i, Chandavic ra and Pi gala 
4. Sukhadeva Mi raviii, Pi gala (18th c.) 
5. Deva, Bh vavil sa (s.v. 1764) and K vya-ras yana (s.v. 1760) 
6. M khana, Chandavil sa (18th c.) 
7. Soman tha, Rasap y anidhi (s.v. 1794) 
8. Bhikh r  D sa, Chandor ava Pi gala (s.v. 1799)ix 
9. Da aratha, Vrttavic ra (s.v. 1856) 
10. R masah ya, Vrttatara gin  (s.v. 1873) 
11. Ayodhy  Pras da, Chand nanda Pi gala (s.v. 1900) 
12. J n bih r  L la, Chandaprabh kara Pi gala (s.v. 1946) 

 
The manner and methods of metrical classification have developed 

gradually over the history of Hindi poetics. For instance, the verse forms 
were not originally regulated according to the division or number of 
moras. Early prosodists such as Kavibh a a and Sukhadeva Mi ra 
essentially followed the order and style applied in the Pr krta-Pai galam.  



Hindi Metre: Origins and Development  111 
 

      In the poetics of R masah ya, Sama verses made up of more than 
32 moras each were classified under another subdivision, namely 
Da aka. For the first time, the moraic metres were arranged by the 
number of moras in ascending order. Bhikh r  D sa followed the same 
order, but in his poetics the verse forms of Var a Vrtta and moraic metre 
are not distinguished.x 

Following the practice of Sanskrit poetics, J n bih r  L la made a 
threefold division of moraic metre into sama, ardhasama and asama (or 
vi ama), and further divided sama into sama and da aka according to 
whether the length of each p da does or does not exceed 32 moras. His 
arrangement or division was mostly favored by subsequent prosodists and 
was taken over by Jagann tha Pras da Bh nu in the beginning of the 20th 
century. Bh nu� Chanda  Prabh kara (1894) and K vya Prabh kara 
(1909) are admired as the definitive works of Hindi poetics, though the 
former lists more verse forms than the latter. While basing himself on 
traditional poetics, Bh nu added some verse forms which had never been 
mentioned by former prosodists and gave original definitions for other 
verse forms. In the Chanda  Prabh kara, Bh nu amazingly provides the 
definitions in the very verse forms, while most other Hindi prosodists 
simply use Doh  in their definitions.  

Although there are few significant books on poetics after Bh nu,xi 
academic research on Hindi metre and poetics emerged around this time. 
The study on the use of metres in prominent works in the history of Hindi 
literature by Haz r pras d Dvived  gives stimulating ideas about the 
development of Hindi metre. xii  Maheshwari Sinha Mahesh and 

ivanandana Pras da�s researches mark a new criticism of poetics. 
Mahesh proposed a category of T la Vrtta (beat metre) along with Var a 
Vrtta and M tr  Vrtta, and ivanandana Pras da also argued for the 
influence of T la Vrtta on Apabhra a, Prakrit and Hindi metres. Rupert 
Snell agrees that the T la metre is applied to p da in recitation. Aside 
from these academic studies, however, prosodists do not recognize T la 
Vrtta as a separate metrical category. Therefore, it is safe to say that Hindi 
metre has two major categories, Var a Vrtta and M tr  Vrtta, as already 
mentioned.  

In his detailed survey of Hindi moraic metre, ivanandana Pras da 
traces the verse forms back to their Prakrit- Apabhra a origin based on 
an elaborate study of manuscripts. The studies of Putt l la ukla and 
J nak n tha Si ha �Manoja� are also worth noting for their unique views.  
  
3. Changes in the usage and forms of Hindi moraic metre 
As already mentioned, Hindi metre is in most cases based on 
Prakrit/Apabhra a metre. Over time, some verse forms became popular, 
while others passed out of use. With respect to these changes in popularity, 

ivanandana Pras da gives the periods during which major verse forms 
are used; G th  (Ary ): 2nd-20th c., Duva : 9th-21st c., Ull l : 12th-20th 
c., Ghatt : 12th-20th c., Caup : 2nd-20th c., Paddha iy  (Paddhari): 
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9th-20th c., K vya (Rol ): 9th-20th c., Caupaiy : 14th-20th c., Doh : 
8th-20th c., Prag tha (Chappaya-Ku aliy ): 8th-20th c.xiii Based on his 
argument, we will examine how each verse form is used in Hindi, 
especially in the Bhakti period.  
 
3.1 ry  (G th ) / Duva  

ry  (G th ) is one of the oldest verse forms used in Hindi. It originates 
from Ga acchandas of Middle Indo-Aryan (which was brought into 
Sanskrit) xiv  and survived until Hindi. It was still popular in the 
Apabhra a period, but its popularity had decreased by the Bhakti period, 
and it is not used much in Hindi poetry, except for a few stanzas found in 
the early Hindi epic poem, the Prthv r ja R so (12th c.) of Canda 
Barad  , Nanddand s and Ke avd sxv.  

The structure of ry  in Hindi is 4+4+4+4+4+4+4 + � =30 moras 
in the first line and 4+4+4+4+4+  +4+ � =27 moras in the second line; 
the 6th ga a of the second line is irregular with only one laghu. The 
following is an example from the Prthv r ja R so : 

 
paya sakkar  subhattau ekattau kanaya r ya bhoya s . 

  � |  �   | �  � |� � | �    |  �  |  �  � | � 
kara ka s  gujjar ya ravvariya  naiva j vant . 43.16xvi 
    � | � � |  �  | �   | �   � |   |� � |� 
 
�While ladies make royal repast with milk, sugar and rice mixed,  
why don�t G jar  women live on the thickened milk of pebbles  
and bran?� 

 
This is a regular ry  form according to the definition, but most verse 
forms in the Prthv r ja R so which are given the name ry  show 
irregular scansion.  

In any case, ry  is not much preferred by Hindi poets, but the 
similar verse form Duva  (S ra) of two p das of 6+4+4+4+4+6=28 moras, 
derived from Apabhra a, enjoyed and continues to enjoy popularity. 

ivanandana Pras da considers ry  to be difficult to recite based on the 
T la (beat) rhythm. On the other hand, Duva  is supposed to be a variation 
of Ga a Chandas with 4× 8 moras, with perfect beat rhythm. To apply 
Duva  to the T la rhythm, a musicological bar needs to contain 4 or 8 
moras; therefore, two additional moras at the beginning and two at the end 
of the line are required. These two moras can be made up of pauses, or 
obtained by lengthening the final syllable. An example is quoted from the 
Duva  of S rd s (S rad sa, 16th c.); the double bar marks a unit of eight 
moras. 

  
||**t | dina tai || mere | ina nai||nani, dukha|sukha saba ||bisare|r  **| |  

  ||**mo|hana a ||ga gup |la l la|| ke pre|mapiy || a bhare| r **||xvii 
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�From that day, these eyes of mine forgot all happiness and sorrow.  
[My heart]is filled with the body of Krishna, a boy of cowherd, love 
nectar of mortality.�  

It is obvious that Duva  is based on quadruple time, but in keeping with 
the theory of ivanandana Pras da, ry  can be recited with the T la 
rhythm. However, in such cases, the characteristic feature of G th , i.e. 
the syncopated rhythm of the 6th ga a in the second line, cannot be 
retained, and the metre becomes a featureless quadruple rhythm.  

In general, Hindi poets do not prefer verse forms which consist of 
many moras. If such long verse forms are used, an internal yati tends to be 
inserted. Some forms which consisted of two p das in Prakrit or 
Apabhra a have become forms of four p das in Hindi. Duva  is one such 
verse form, which is defined as having four p das in Hindi, but was 
originally of two p das. However, if an internal pause is inserted in ry , 
the balance of the p da will be lost, and such a vi ama form is strongly 
disfavored in Hindi prosody. For these two reasons, it appears that ry  is 
not a popular metre in Hindi. 

 

3.2 Verse with several pauses (Caupaiy -Tribhangi) 

Consequently, one may suppose that Hindi poets tend to prefer rhythmic 
verse forms. The verse forms which have multiple internal rhyming 
pauses are popular and show the influence of the T la (beat). The 
following is an example of Caupaiy  from the R macaritam sa (16th c.), 
which is made up of (10+8+12) × 4 moras and ends in two gurus. 
 
       m t  puni bol , so mati ol , tajahu yaha r p . 
        � �     � �, �    � � ,        � �. 
       k jai sisul l , ati priyas l , yaha mukha parama an p . 
       suni bacana suj n , rodana h n , hoi b laka surabh p . 
       yaha carita je g vah , haripada p vah , te na parah  bhava k p .  

1.192. 
�But hurriedly she cried, -� My soul is terrified by these marvels, 
disperse them from my sight; Let me see thee as a child, disporting 
free and wild, for in this is my greatest delight.� She spoke and he 
obeyed, and at once in fashion made as an infant began to cry. 
Know that all who sing this lay, and in faith to Hari pray, shall in 
peace rest for ever when they die.� (tr. by F. S. Growse) 

 
In this passage, there are two internal rhyming pauses within a line: �-ol -� 
in the first line, �- l -� in the second line, �- n -� in the third line, and 
�-ah -� in the fourth line. And at the end of the even p das, which in this 
case are also the line ends, all four lines have the same rhyme �- p -�.  
      Tribha g  has three pauses inside a line, e.g. (10+8+8+6) × 4, and 
ends in a guru. The following is an example from the Kavipriy  of 
Ke avd s.  
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sigare naran ika, asura bin ika, r kasapati hiya, h ri gae. 

      k h  na u h yo, thala na chu yo, aryo na ryo, bh ta bhae. 
      ina r jakum rana, ati sukum rana, lai e hai , paija karai. 
      bratabha ga ham ro, bhayo tumh r , ri i tapa-teja na, j ni parai.  

60. 
�All kings, demons, Ga e a, lord of demon, lost heart.  
They could not lift anything, could not save the place, and could 
not move away, frightened. Having promised, this prince, who is 
very beautiful, brought that.  
Breaking my vow, I have become yours and do not know meditation 
and fire of energy of the R is.�   

  
This kind of verse forms with its several rhyming yatis shows that beats 
were used in the Prakrit and Apabhra a periods and remained popular 
among the Hindi poets.  

 
3.3 Combination- verse (Ull l ) 
As in the case of Duva , Ull l  is also a couplet (=two p das) derived 
from Apabhra a that is made up of 28 moras, but it differs from Duva  
in having an internal pause after the 15th mora. Also unlike Duva , Ull l  
in many cases is not used by itself, but follows Rol  (11+13, with light 
11th mora) in a combination verse, namely Chappaya. The following 
example is from N bh d s (N bh d sa, c. 1600 CExviii), who is famous for 
composing the Bhaktam la in Chappaya.  

 
1  sadr a gopiko prema praga a kaliyugah  dikh yo. 
2  niraa ku a ati ni ara rasika ya a rasan  g yo.. 
3  du ani do a vic ra mrtyuko udyama k yo. 
4  b ra na b ko bhayo garala amrtajyo  p yo. 
5  bhaktini na baj yakai, k h tai  n hina laj . 
    �   �     �  �,    � � �  �     � .    13 + 13 
6  lokal jakula r khal , taji m r  giridhara bhaj  
   �  �     �  � ,    � �         �.     13 + 13 
�Like a latter-day gop , she showed the meaning of devotion in our 
devastated age. She had no fear. Her impervious tongue intoned 
the triumphs of her artful Lord. Villains thought it vile. They set out 
to kill her, but not even a hair on her head was harmed. For the 
poison she took turned elixir in her throat. She cinged before noe: 
she beat love�s drum. M r  unraveled the fetters of family; she 
sundered the chains of shame to sing of her mountain-lifting Lover 
and Lord.� (tr. by John S. Hawley)xix 

 
In this passage, the opening four lines are Rol  and the following two 
lines are Ull l , more precisely y ma Ull l , with 13+13 = 26 moras. 
This and many other variations of Ull l  are found in the Bhaktam la.xx  
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As mentioned above, combination verse forms such as Chappaya 
are classified in Hindi poetics as Vi ama or �unequal��. As verse forms 
with unbalanced p das are rare, Hindi prosodists define combination verse 
forms made up of more than four p das as Vi ama. In the Chanda  
Prabh kara, the verse forms of the Vi ama are Lak m  or Buddhi (30, 27; 
no rule for yati), G hin  (12+18, 12+20; one ja-ga a after the 20th mora; 
rhyme is one guru at p da end), Si haj  (oposite p da construction of 
G hin ), Manohara (13+13, 13+28), Amrtadhuni (one Doh  + 24 moras of 
4 p das), Ku aliy  (one Doh  + one Rol ), and Chappaya. Of these, the 
last three are combination forms.  
 
3.4 Adoption of styles (Ka avaka vs. Cuap + Doh /Sora h ) 
Ghatt , which is made up of 10 + 8 + 13 =31 m tr s, is a couplet which is 
first mentioned in the 9th century by the Apabhra a prosodist 
Svayambh  and is not used after the 14th century.xxi In the Ka avaka, a 
unit of verse forms, four Paddha ik  or metres which have eight Yamakas 
(rhyming distiches), each of which is made up of two p das of 16 morasxxii, 
are followed by a Ghatt , G th  or Ull l . This usage of Ghatt  in the 
Ka avaka, frequent in earlier times, gives way to Doh  and Sora h . 
Doh ,xxiii which derived from Apabhra a and is one of the most popular 
verse forms in Hindi prosody, is four p das long, with odd p das of 13 and 
11 moras and a rhyme �  at the end of the two even p das. Beside its role 
in the Ka avaka, Doh  carries out many functions in medieval Hindi 
prosody such as Muktaka (independent verse), the refrain of a p da, and 
participation in a composite strophe (Prag tha), for example the 
Ku aliy , made up of one Rol  + one Doh .  

Furthermore the role of Paddha ik  is also taken over by Caup  
in Hindi verse. The Caup  is a verse form with 4 p das of 16 moras, in 
which  �  or � �  is prohibited at the end of a p da, and which is not 
divided into four-moraic ga as.xxiv Similar forms of four p das, such as 
the P d kulaka (4+4+4+4 ) and the Arilla or A illa (16 moras, with �   
or   at the end of a p da), are mentioned in the poetics of Apabhra a, 
but the name of Caup  began to be used only after the 14th century, even 
though many examples which can be recognized as Caup  are found 
before that.  

Another interesting phenomenon is that the stanza structures of 
the Paumacariu (8th c.) and the R macaritam nasa are similar to each 
other. The following is an example of the Ka avaka in the Paumacariu 
22Sandhi.9.  

 
ahavai bharahu vi sa a-bhavvu. 
gharu pariya u j viu sar ru vittu. 
ta  mu vi t u jaï di u rajju.              

a vi ha  a vi bharahu a kekkay  vi. 
tã isun vi papphulliya-mahe a. 
puttahõ puttatta u etti  je. 

jã iya-ja ahõ  viheu. 
k  putt  pu u payay ra e a. 
so cintaï athiru as ru savvu.1. 
acchaï tavacara a- ihitta-cittu.2. 
to lakkha u lakkha  ha aï ajju.3. 
sattuha  kum ru a suppah  vi.4. 
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vollijjaï dasaraha-ta uruhe a.5. 
ja  kula a ca i vasa a-puñj .6. 

jã karaï vivakkhahõ p a-cheu.7. 
gu a-h  hiyaya-vis ra e a.8. 

lakkha u a vi ha aï tavu, bh vahõ saccu pay sahõ. 
bhuñjau bharahu mahi ha , j i t ya va a-v sahõ. 

 
��Otherwise, Bharata is near to salvation. He thinks all world, 
family, life, body and wealth useless. His mind is to practice 
penance. If I abandon you and give him the throne, today 
Lak ma a will finish up everything. Then, neither I, Bharata, 
Kaikey , Prince atrughna nor Suprabh  can escape it.� Having 
heard this, R ma said with radiant face, �The duty of a son is not to 
make his family suffer in difficulty, not to avoid the order of the 
father but to destroy enemies. Otherwise, what is the profit of a son, 
who is in name only, an oppressor of heart, without virtues?  
Oh, father! Lak ma a will not place an obstacle. Please carry out 
ascetic practices and bring the truth to light. Make Bharata govern 
the earth. I will take to the forest life.�  
 

Compare the following stanza from the R macaritam nasa 2.45. 
 
ajasu hou jaga sujasu nas . 
saba dukha dusaha sah vahu moh . 
asa mana guna  r u nahi bol . 
raghupati pitahi premabasa j n . 
desa k la avasara anus r . 
t ta kaha  kachu kara  hi h . 
ati laghu b ta l gi dukhu p v . 
dekhi gos hi p chi  m t . 

 
naraka parau  baru surapuru j .1. 
locana o a r mu jani hoh .2. 
p parap ta sarisa manu ol .3 
puni kachu kahihi m tu anum n .4. 
bole bacana bin ta bic r .5. 
anucita chamaba j ni larik .6. 
k hu na mohi kahi prathama jan v .7. 
suni prasa gu bhaye s tala g t .8.

ma gala samaya sanehabasa socu pariharia t ta. 
yesu deia hara i hiya kahi pulake prabhug ta. 

 
��Welcome disgrace and perish my good name; may I sink into hell 
rather than mount to heaven; be it mine to support the most 
intolerable pain rather than have R ma taken from my sight.� 
Thinking thus to himself, the king spoke not a word, while his soul 
quivered like a fig-tree�s leaf. Perceiving his father to be thus 
overpowered with love, Raghupati spoke again to his mother in 
modest and thoughtful phrase, as the place, the time, and the 
circumstances demanded, �Father, if I speak a little willfully, 
forgive the offence by reason of my childish years. You are grieving 
for a very little matter; why did you not speak and let me know of 
this at the first? After seeing you, sire, I questioned my mother, and 
on hearing her explanation my fear subsided. 
Put away, father, the anxiety which at this time of rejoicing your 
affection has caused you, and give me your commands!� So spoke 
the Lord with heartfelt joy and a body quivering with emotion.� (tr. 
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by F. S. Growse) 
 

Obviously, the Ka avaka of the Paumacariu is quite similar to the stanza 
of the R macaritam nasa (16th c.), called Doh  in Hindi. The stanzas of 
the Paumacariu and the R macaritam nasa are made up of four verse 
forms with 16 moras in each p da, followed by a Sora h  or a Doh . The 
Paumacariu, also known as the R m ya a of Svayambh , is a Jain 
version of the R ma epic. It is said that Tuls d s (Tulas d sa, 1532 � 1623) 
took over this style from a composition of Sufi poets, made up of 7 lines 
of Caup  (a half-unit of verse form is called Ardh r ) plus one Doh . This 
mutual influence between Sufi and Hindu poets will be discussed below in 
detail, but it can be assumed that the style was borrowed by Ramaite 
Hindi poets from Apabhra a beyond the interval of time, as the 
similarity between the Paumacariu and the R macaritam nasa suggests. 
It is worth noting that in both of these poems the number of Ardh r  is 
eight, not seven as in the works of Sufi poets.  

 
3.5 Change of verse forms from Var a Vrtta to M tr  Vrtta 
Some verse forms which were defined as Var a Vrtta came to be 
classified as moraic metre in Hindi. Tomara is an example of this kind, 
which was Var a Vrtta in Sanskrit; Sa-Ja-Ja, e.g.    �  �   �  . The 
following is the Tomara of the R macaritam nasa: 

 
   ripu parama kope j ni.   prabhu dhanu a sara sa dh ni.. 
          � �  �                  � �  
   ch e bipula n r ca.      lage ka ana bika a pis ca..   3.20 

� �      � �                   �  
 

   �The Lord, perceiving that the enemy was exceedingly furious, 
fitted an arrow to his bow. He left fly the huge bolts; the dread 
demons were cut to pieces.� (tr. by F. S. Growse)

 
In this example, each p da is made up of 12 moras and the end rhyme is � 

, but the metre as a whole does not agree with any definition of Sanskrit 
Var a Vrtta. Here, it can be observed that the definition of Tomara in 
Hindi metre is simplified into one of the total number of moras in each 
p da, i.e. 12 moras, which are summed up with Sa-Ja-Ja and end rhyme � 

. This rule was taken over by Bh nu. In addition, H raka or H ra (6+6+11 
× 4; beginning �; ending �  �), a verse form which was defined as Var a 
Vrtta in Pr krta-Pai galam, came to be reinterpreted as M tr  Vrtta in 
Hindi.  
 
3.6 Verse forms of Hindi origin 
In observing the history of moraic metre in Hindi, it becomes clear that 
many Hindi verse forms derive from Prakrit/Apabhra a metre. Now let 
us turn to the question of which verse forms are of Hindi origin. The 
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forms which are first mentioned by Hindi prosodists are naturally 
supposed to be of Hindi origin. If we compare the Pr krta-Pai galam to 
the K vya Prabh kara of Bh nu, we find the following verse forms of 
moraic metre which are not mentioned in the Pr krta-Pai galam (E: end 
rhyme, A: alliteration). 

Sama of 4 p das 
Moras 
per 
p da 

 

7 Suragat  (E; �) 
8 Chabi (E;  � ) 
9 Ga ga: (E; � � ), Nidhi (E; ) 
11 iva (E;   � or �  � or   ), Bhava (E; � or  � � ) 
12 T ava(A; , E  ), L l  (E;  �  ), Nita (E;  � or    ) 
13 Ull l xxv (the 11th mora ), Ca ik  (E; �  �) 
14 Kajjala (E � ), Sakh  (� � �), Vij ta (A; ), H kali (E; �), 

Madhum lat  (7+7, E; �  �), Sulak a a (7+7, E; � ), 
Manamohana (8+6, E   ), Sarasa or Mohana (7+7), Manorama 
(A; �, E; �   or  � �) 

15xxvi Gop  (A; 3 moras, E; �), Caupa  or Jayakar  (E; � ), Gup la or 
Bhuja gin  (E;  � ), Ujval  M trika (E; �  �), Pun ta (E; � � ) 

16xxvii ill  (E; �  ), Si ha (A;  , E;   � ), Caup  (E; �  is 
prohibited), r g ra (A; 3+2, E; � )  

17 R ma (9+8, E;  � �), Candra (10+7) 
18 R j vaga a or M l  (9+9), akti (A; , E;   � or �  � or   ), 

Bandana (E; � ), Pur ri (7 + 11, E �) 
19 P y avar a (10 + 9, E;  �), Sumeru (12+7 or 10+9, A; , E;  � 

� ), Tam la (E; � ), Sagu a (A; , E;  � ), Narahar  (14 + 5, E; 
   �), Pi  (9 + 10, E; � �) 

20 Yoga (12+8, E;  � �), stra (E; � ), Ha sagati (11+9), 
Mañjutilak  (12+8; E;  � ), Aru a (5+5+10, E; �  �) 

21 C ya a(11+10, rhyme at internal pause;  � , E; �  �), 
Sindhu (7+7+7, the 1st, 8th and 15th mora; ), Santa (3+6+6+6, 
E;   �), Bh nu (6+15, E; � ) 

22 R sa (8+8+6, E;   �), R dhik  (13+9), Bih r (14+8), Ku ala 
(12+10, E; � �), Sukhad  (12+10, E; �) 

23 Upam na or Dr hapa a (13+10, E � � ), Jaga (10+8+5, E; � ), 
Sampad  (11+12, E;  � ), Avat ra (13+10, E; �  �), Suj na 
(14+9, E; � ), Ni cala (16+7, E; � ), Mohana (5+6+6+6) 

24 Digp la or Mrdugati (12+12), R pam l  or Madana (14+10, E; � 
), obhana or Si hik  (14 +10, E;  � ), L l  (7+7+10, E;   

�), Sumitra or Ras la (10+14, A;  � , E;  � ), S rasa (12+12, 
A; �) 

25 Mukt ma i (13+12, E; � �), Sug tik  (15+10, A; , E; � ), 
Madan ga (17+8), N ga (10+8+7, E; � ) 
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26 a kara (16+10, E; � ), Vi upada (16+10, E; �), K mar pa 
(9+7+10, E; � ), Jh lan xxviii (7+7+7+5, E; � ), G tik  (14+12, 
E;  �), G t  (14+12, � ) 

27 Saras  or Kab ra or Sumandara (16+11, E; � ), ubhag t  
(15+12, E; �  �), uddhag t  (14+13, E; � ) 

28 Vidh t  (14+14), Vidy  (14+14, E;  � �) 
29 Dh r (15+14, E; �) 
30 T a ka (16+14, E; � � �), Kukubha (16+14, E; � �), Rucir  

(14+16, E; �), okahara (8+8+8+6, E �), Kar a (13+17, E; � �) 
31 B ra or M trika Savaiy  (16+15, E; � ) 
32 uddhadhvani (10+8+8+6, E; �), Sam na Savaiy  or Sav  

(16+16, E; �  ), Mattasavaiy  (16+16, E; � �), Kamanda 
(15+17, E; � �), Khar r  (8+6+8+10) 

37 Karakh  (8+12+8+9, E;  � �), Ha s la (20+17, E;  � �) 
40 Uddhata (10+10+10+10, E; � ), ubhaga (10+10+10+10, � � ), 

Vijay  (10+10+10+10, E; �  �) 
46 Haripriy  (12+12+12+10, E; �) 
 

Arddhasama 
Moras in 
AB/CD 

 

19 Baravai (12, 7) , Mohin  (12, 7; E;   �) 
21 Atibaravai (12, 9)xxix 
27 Haripada (16, 11; E; �  ) 
30 Rucir  (16, 14; E; � � ) 
     

Vi ama 
Lak m  or Buddhi (total number of moras of 4 p das; 30+27=57, inner 
pause is placed anywhere except following the 12th mora) 
Manohara or Daura or Dau a (13+13+13+28=67; E; AABB) 
Amrtadhunixxx (one Doh  + 4 p das of 24 (8+8+8) moras; E; AABBCC) 
 
Among these metres which were first mentioned by Hindi prosodists, 
some might have their origins in pre-Hindi metre, but further investigation 
would be needed for the history of each metre.  
 
4. Similarity between Hindi metre and the Perso-Arabic metre 
employed for Urdu 
While Hindi shows a remarkable preference for moraic metre, Urdu has 
incorporated Perso-Arabic metre into the rhythm of its poetry. Of course, 
Hindi and Urdu have a common origin, and in the Bhakti period they were 
not clearly distinct from each other. But by the time Bh nu composed his 
poetics in the 20th century, Urdu literature had long since established its 
own style, and it was Bh nu who first pointed out the resemblances in 
some verse forms of Hindi moraic metre to Perso-Arabic metre. Moraic 
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metre and Perso-Arabic metre have different scanning systems and 
constructions, but we shall discover how carefully Urdu poets applied 
Perso-Arabic metre to the Hindustani language. In my opinion, the 
resemblances are not coincidental, but suggest that Urdu poets selected 
the metres to which their own language could easily be applied.  
      To the natural question of how the resemblances came about, the 
following reasons may be given.  

1. The languages are similar to each other. 
2. Both in moraic metre and in Perso-Arabic metre, each line 

has a fixed number of moras.  
3. Moraic metre as applied to Hindi and Perso-Arabic metre 

have the common characteristic of end rhyme. 
A defining characteristic of Perso-Arabic metre is that the character 
constitutes a foot, while moraic metre is based on moras, but this is not an 
essential difference because the letters of Perso-Arabic metre represent 
accurately syllabic weight. The Perso-Arabic metre as applied to New 
Indo-Aryan (NIA) languages has two kinds of syllables CV or CVV/CVC. 
All letters except for initial alif are treated as consonants. The short 
vowels �a�, �i�, �u� are not written, but whether the consonant is followed 
by a vowel or not is decided by the position of each character in the word. 
Yet because Urdu adopted the Perso-Arabic writing system, unnatural 
scansions can be found, and in some cases more than one way of scanning 
is possible. Perso-Arabic metre itself has systematic rules, which Urdu 
poets must observe, even though Persian and Urdu are different languages. 
Therefore, Perso-Arabic metre as applied to NIA is modified by various 
repair mechanisms.  
      In my paper �M tr  in Bhakti Poetry and Perso-Arabic Metres�xxxi, 
I tried to show the resemblance between moraic metre and Perso-Arabic 
metre as applied to the Midland group of NIA languages. However, the 
similarities are more obvious between some verse forms of Ga a Chandas 
which are common to Hindi and Perso-Arabic metre. In the remainder of 
this paper, I would like to point out the resemblances between them. 

First, I will summarize the main points of resemblance and 
discrepancy between moraic metre and Perso-Arabic metre. The following 
is an example of Harig tik , quoted from the K vya Prabh kara which 
Bh nu claims to be similar to Mutaf �ilun × 4 of Perso-Arabic metre. 
Harig tik  contains 16 + 12 = 28 m tr s, and the 5th, 12th, 19th, and 26th 
m tr s are . The end rhyme is  �.  
 

pada kamala dhoi ca h i n va na n tha utar  cahau | 
       �   �   �     �     � �  � 

m hi r ma r uri na dasaratha sapatha saba s c  kahau || 
   �   �   �              � �   � 

baru t ra m rahu  lakhanu pai jaba lagi na p ya pakh rihau | 
   �  �  �        �         �    �  � 

taba lagi na tulas d sa n tha k p la p ru ut rihau ||xxxii 
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        � �   �    �   �    �  � 
 
Note the resemblance to the following Perso-Arabic verse, quoted from 
the K vya Prabh kara. 
 

vo jo| ham|me  tum|me  qa|r |r th | tumhe | y |d ho| ke na| y |d ho|xxxiii 
   �     �  |      �   � |      �   � |     �  �| 

Mutaf �ilun        Mutaf �ilun    Mutaf �ilun     Mutaf �ilun 
 

This verse is K mil, that is Mutaf �ilun × 4. Although there are scanning 
differences such as me  , tum  and he  , this verse has 28 moras, the 
5th, 12th, 19th, and 26th m tr s are , and the end rhyme is  � which 
agrees perfectly with the definition of Harig tik . However, from the 
viewpoint of Perso-Arabic metre, Harig tik  cannot be called K mil. The 
latter is Mutaf �ilun (   � )× 4, which does not fit Harig tik  except in 
the points mentioned above. In other words, the rules of moraic metre are 
not as rigid as those of Perso-Arabic metre.  
      On the other hand, Ga a Chandas, a metre derived from Sanskrit, 
is based on feet like Perso-Arabic metre, so it is possible that Ga a 
Chandas is in perfect accordance with the rules of Perso-Arabic metre. 
The following is an example from the R macaritam nasa of 
Bhuja gapray ta which consists of four ya-ga a  � �.  
 

     nam m am nanirv ar pa .       
      � �    � �   � �   � � 

vibhu  vy paka  brahmavedasvar pa . 
     nija  nirgu a  nirvikalpa  nir ha .   

cid k asam k av sa  bhajeha .7.108 
 
�I reverence the sovereign Lord, the embodiment of salvation, the 
omnipotent and all-pervading Absolute, manifest in the form of the 
Vedas! I worship the self-contained, unqualified, undifferentiated, 
desireless, intelligence, the heavens themselves, wearing the 
heavens as his garment!� (tr. by R. C. Prasad) 

 
Ya-ga a is the same as the foot called Fa� lun in Perso-Arabic metre, 
therefore Bhuja gapray ta can be treated as Mutaq rib in Perso-Arabic 
metre, i.e. Fa� lun × 4. Tuls d s�s example is written in Sanskrit, but this 
verse form was preferred until the modern period.  

The following is a stanza in the S keta by Maithil  ara a Gupta 
(1886-1964).  
 
   ban t  raso , sabh ko khi t . is  k m me  j mai  trpti p t . xxxiv 
    � �   � �   � �   � � 
    
   �I prepare food and serve all. I got satisfaction from this work today.� 
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This stanza is written in Kha  Bol  Hind  whose basic features are 
common to Urdu, and we find here a typical Mutaq rib. In Hindi, Var a 
Vrtta is in limited use, but Savaiy s, classified as Var a Vrtta, were and 
are popular. According to str , Savaiy  is a verse form with 22 to 26 
syllables, most of which contain eight trisyllabic ga as. This structure is 
considered a doubled form of Mutaq rib, Mutad rik or their variants, i.e. a 
foot of three syllables × 4. A Savaiy  consisting of eight Ya-ga a is called 
Mah bhuja gapray ta,xxxv and this may be of Hindi origin because there 
is no description of it in Sanskrit poetics.  

Bh nu mentions Savaiy  with moraic metre and Var a metre, 
respectively M trik Savaiy  also known as lh  or V ra Savaiy , with 
four p das of 16 + 15 = 31 moras each, and a derivative of Moda Savaiy  
of Var a Vrtta, with five Bha-ga a (�  ) + one Ma-ga a (� � �) + one 
Sa-ga a (   � ) + one laghu  = 31 moras. There are further types of 
more M trik Savaiy  such as Sam na Savaiy  and Matta Savaiy  
consisting of 32 moras, as described by Bh nu. However, M trik Savaiy  
is less used in Hindi than Savaiy  of Var a Vrtta.  

Significantly, the structure of original Savaiy  is defined by 
Var a Vrtta which we can find for example in the appendix of Apte, but in 
Hindi doubled forms are created and given the general name Savaiy , 
including forms inherited from Sanskrit, Prakrit and Apabhra a. Why 
did Savaiy  emerge as a category in Hindi prosody, and why was it 
preferred by poets? A possible answer to this question is its resemblance 
to the Perso-Arabic metre applied to Urdu.  
 
5. Mutual influence of Hindu and Muslim poets on their poetical 
composition in the Bhakti period 
According to Manoja, the Savaiy  of Var a Vrtta lost their original 
features over time and acquired characteristics of Urdu metre.xxxvi His 
claim implies that the usage of Savaiy  in Hindi has been influenced by 
Perso-Arabic metre. The following two points might bear on this question. 
Firstly, end rhyme is mandatory in Savaiy  unlike in Sanskrit Var a Vrtta. 
During the Bhakti period, many poets such as Tuls d s, S rd s, Ke avdas, 
Raskh n etc. employed Savaiy  with end rhyme. Manoja considers the 
usage of end rhyme in Savaiy  of Var a Vrtta to be due to influence from 
Perso-Arabic metre.  
      Secondly, the Savaiy  allow for flexibility in scanning. The 
following famous Savaiy  by Raskh n (Saiyid Ibrah m �Rasakh n�, 17th 
c.), a Muslim-born Krishnaite poet, is an example of such flexibility.  
 
     m nu a hau  to vah  rasakh ni basau  braja gokula g va ke gv rana. 
     �    �      �     �    �     �    �     �   
     jo pa u hau  tau kah  basa mero carau  nita na da ki dhenu mãjh rana. 
     �     �    �     �     �    �     �     �   
     p hana hau  tau vah  giri ko jo dharyau kara chatra pura dara dh rana.  
     jo khaga hau  tau basero karau  mili k li d  k la kadamba ki rana.  
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      �Be I a man [in my next life], then [let me be] that same Raskh n 
         And dwell in Braj with the cowherds of Gokul village; 
       if I am a beast, then what power do I have [to alter my fate] ?� 
         let me graze eternally amongst Nanda�s cows. 
       If I am a stone, then [let it be] of that very [Govardhan] mountain 
          which [Kr a] held in his hand as an umbrella against  

Indra�s torrents; 
       If I am a bird, then let me make my abode 
         In the boughs a kadamba tree on Yamuna�s bank.� 

[tr. by Rupert Snell]xxxvii 
 
In this Savaiy , there are eight instances of �  , but �tau�, �ke�, �mero�, 
jo� �basero� and �k li di� should be scanned as �t  �, �k �, �mer �, �mãjh rana 
�j � �baser � �k l di�. These are considered deviations from the regular rules 
of mora counting. To be sure, even in Hindi moraic metre there are 
additional rules for scanning, e.g. �tehi�   and �tohi�   and nasality of a 
short vowel can be scanned as light if necessary. Still, it is obvious that 
there are many scanning repairs in the Savaiy  quoted above. One might 
consider that the Muslim poet Raskh n did not care much about strict 
observance of Sanskrit poetic tradition, and more importantly, such 
scanning is not prohibited by the rules of Perso-Arabic metre applied to 
Urdu; -e- and -o- as light. But significantly, the Hindu sant poet Tuls d s 
was not strict in following Savaiy  metre either.  
       Interestingly, and contrary to Manoja�s claim of the influence 
from Perso-Arabic metre, there was originally no verse form like Savaiy  
in Perso-Arabic metre, and only at a later time did a New Indo-Aryan 
language that can be called Urdu introduce verse forms.xxxviii Hindi poets 
of the Bhakti period started composing verses in Savaiy , and Sufi poets 
also made use of it. In the following period, Urdu established its literary 
style and adopted Savaiy , which is of Indian origin. It is supposed that 
because of its popularity in the Bhakti period, Urdu poets applied it to 
Perso-Arabic metrexxxix.  

     One more point should be observed. The end rhyme is a 
characteristic feature of Savaiy , but what is its origin? Perso-Arabic 
metre shows extensive use of end rhyme just as in Savaiy , and Manoja 
considers the end rhyme in Savaiy  a Perso-Arabic influence. However, 
Perso-Arabic metre as applied to New Indo-Aryan was not yet in 
widespread use except among the court poets of the Mughal Dynasty 
during the Bhakti period in which Savaiy  gained popularity. Furthermore, 
by the Bhakti period end rhyme had became a characteristic feature of 
moraic metre and was no longer limited to Savaiy . The application of end 
rhyme to moraic metre and Var a metre is probably not by Perso-Arabic 
influence. On the other hand, there is a possibility of Urdu influence on 
Hindi metre in the modern era, as Manoja points out: Urdu poets prefer to 
use Savaiy , and Hindi poets might be imitating Urdu Savaiy  when they 
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compose Savaiy  with end rhyme. Then our next question would be: 
Where did end rhyme in New Indo-Aryan come from? With respect to this 
question, Mahesh argues that T la Vrtta, which is characterized by end 
rhyme, was a by-product of popular singing practices.xl  

    During the Bhakti period, mutual influence between Hindu sant 
poets and Sufi poets was common. At that time, Sufi poets such as J ys , 
Qutuban etc. used moraic metre in their usual compositions, their favorite 
verse forms being Caupa , Doh  and Sora h . This stanza style of Sufi 
romance in Avadh, combining several Caup s plus one Doh , was 
adopted by Tuls d s. Throughout his life, Tuls d s traveled from one 
pilgrimage site to another, and his style of Caup s plus one Doh  also 
seems to have traveled from Avadh to K  and Braj, and inspired S rd s 
to adopt it in his S ras gara. On the other hand, Tuls d s is also said to 
have composed the Baravai R m ya a in Baravai metre under the 
influence of Abdul Rah m Kh n-e Kh n  (1556-1627), and also adopted 
Savaiy  from Raskh n and pada �stanza� from S rd s. This phenomenon 
is called �migration of metres� by Mahesh.xli These three were famous 
poets in the Braj region, and many legends tell of their meeting Tuls d s. 
Even if Tuls d s did not actually meet them in person, the mutual 
influences are confirmed by the transfer of verse forms of moraic metre. 
In addition to moraic metre, Savaiy  of Var a Vrtta is a typical instance of 
adaptation as already mentioned, which is indicative of mutual influence.  
 
Conclusion 
Hindi metre shows multilayered aspects which can be traced back to 
several different origins. Sanskrit Var a metre and Prakrit-Apabhra a 
moraic metre form the basis of Hindi metre. Although Hindi poets rigidly 
adopted these old metres, it is worth noting that they also introduced new 
verse forms as the importance of the T la Vrtta increased in the Hindi 
Bhakti era. Most of the new verse forms are of moraic metre, but Hindi 
poets developed some Var a Vrtta too, that is the Savaiy  class. While 
there were original forms in Sanskrit texts which served as the basis for 
the Savaiy  class, it can be said that the development and popularity of 
Savaiy  is due to its double compatibility with Perso-Arabic metre in 
Urdu and Var a Vrtta in Hindi. 

After the establishment of the Mughal dynasty in North India, 
court poets who migrated from Iran brought Perso-Arabic metre to India. 
As already mentioned, Perso-Arabic metre is foot-based syllabic metre 
partly similar to the Var a Vrtta of Sanskrit, and even some Hindi moraic 
metres can be scanned in Perso-Arabic metre as well. It was not until a 
later stage that ordinary Muslim poets started to compose poetry in 
Perso-Arabic metre. During the Bhakti period, poets such as Ke avd s and 
Tuls d s admired Savaiy  as an indigenous Sanskrit Var a Vrtta, and so 
composed Savaiy s full of tatsama words, although it is said that Tuls d s 
adopted Savaiy  from the Muslim poet Raskh n. On the other hand, later 
Savaiy s which are composed in modern standard Hindi show striking 
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resemblances with Urdu Savaiy , as Manoja points out. The careful 
choice of language and vocabulary which Bhakti poets had shown in 
traditional Var a Vrtta has disappeared. Today, modern Hindi poetics even 
give examples of Var a Vrtta in Kha  Bol  Hind . This development can 
be considered a new trend in Hindi metre. 
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i  ivanandana Pras da, M trika chando  k  vik sa, Patn : Bih ra 
R rabh  Pari ad, 1964, p. 254. 
ii Winand M. Callewaert, The millennium Kab r v n  : a collection of Pad-s, 
New Dekhi: Manohar, 2000, p. 338.  
iii  Padm vata, 1 (V sudeva ara a Agrav la, ed., Padm vata, Jh s : 
S hitya-Sadana, 2000 [first edn. 1955?]). 
iv ivanandana Pras da, op. cit., p. 253. 
v The important Hindi poetics are listed in the M trika chando  k  vik sa of 

ivanandana Pras da and the Hind  kaviyo  k  chanda stra ko yogad na of 
J. Singh �Manoja�. I checked manuscripts mostly in the library of 
N gar prac ri  Sabh  and one manuscript in the library of Gaya University. I 
am greatly indebted to Dr. Ki or  L la, retired professor of Allahabad 
University and Vinoda Kum ra Mi ra, Lucknow who is a descendant of 
Sukhadeva Mi ra for showing me their private manuscripts. Manoja 
mentioned the Pi gala Prak a of Nandaki ora, but this is incomplete and I 
did not include it in the list. Bhol a kara Vy sa mentions other Hindi poetics, 
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some of which are not presently accessible (Bhol a kara Vy sa, Pr krta 
Pai galam, vol. 2, V r as : Pr krta Grantha Pari ad, 1962, pp. 391-399), 
and Bhag ratha Mi ra also notes the importance of the K vyasiddh nta (18th 
c.) of S ratimi ra, currently in a private collection (Bhag ratha Mi ra, Hind  
K vya stra k  itih sa, Lakhana , Lakhana  Vi vaviy laya Hind  Prak ana, 
3rd ed., 1965, 92).  
vi The Chandam l  is edited by Vi van tha Pras da Mi ra and published in 
the Ke ava Granth val , vol. 2, Illahabad: Hindust n  Eke em , 1954. 
vii Vi van tha Pras da ed., Mural dhara Kavibh a a krta 
Chandohrdayaprak a, gar : K. M. Hind  tath  Bh vijñ na Vidy p ha 

gar  Vi vavidy laya, 1959. 
viii The poetics of Sukhadeva Mi ra remains unpublished, but a descendant of 
Sukhadeva Mi ra edited and financed the publication of his own book, 
Sukhadeva racan val , in which some of poetics by Sukhadeva Mi ra are 
included (Durg  a kara Mi ra ed., Sukhadeva racan val , Lakhana : 
Sukhadeva Prak ana, 2005). 
ix The Chandor ava Pi gala is edited by Vi van tha Pras da Mi ra and 
published in the Bhik r d sa Granth val , vol. 1, K : N gar prac ri  Sabh , 
1956.  
x Some verse forms of Bhikh r d sa�s moraic metre are actually of the Var a 
Vrtta. They retain end rhyme and he seems to believe that end rhyme is a 
characteristic feature of moraic metre and so classifies all the verse forms 
with end rhyme under the category of moraic metre.  
xi For Hindi poetics in the 20th century, see Laghunandana str , Hind  
Chanda  Prak a, Delhi: R jap la and sons, 1952, pp. 32-34. 
xii Haz r  Pras da Dvived , Hind  S hitya k  dik la, New Delhi: V  

Prak ana, 1994. 
xiii ivanandana Pras da, op. cit., pp. 257-259. 
xiv In Sanskrit prosody, ry  is the commonly used name of this metre. In 
Middle Indo-Aryan literature, especially in Jaina texts, it was a very popular 
metre, and was called G th  or G h  in Prakrit prosody. I acknowledge Dr. 
Junko Sakamoto-Goto (p.c.) for clarification. 
xv ivanandana Pras da, op. cit., pp.278-281. 
xvi  This example of ry  is quoted by Haz r  Pras da Dvived  and 

ivanandana Pras da in their books. I tried to find further examples of typical 
ry  in the Prthv r jar so, however there are many derivatives and it seems 

that typical ry  such as this example is scarce. 
xvii S ras gara 2483 (Ayodhy si ha Up dhy ya eds., S ras gara, vol. 2, 
V r as : N gar prac ri  Sabh , 5th ed., 1976, pp. 26-27). 
xviii The era of N bh d sa is a subject of controversy, but most scholars place 
the time of the Bhaktam la around 1600 A.D. 
xix John S. Hawley, Saints and Virtues, Berkeley: University of California 
Press, 1987, p. 56. 
xx The Rol  of Chappaya is made up of 26 or 28 moras in general, and 
according to Bh nu, there are 71 variations of the Chappaya.  
xxi  A rare example of Ghatt  in Hindi used by Ke vad sa in the 
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R macandrik  corresponds to the rule of Pr krta-Pai galam ( ivanandana 
Pras da, op. cit., p. 321). 
xxii  Harivallabha Bh y , Paumacariu of Kavir ja Svayambh deva, 
Bombay: Singh Jain Shastra Shikshapith, 1953, p. 95. 
xxiii From the beginning, various interpretations of the balance of Doh �s 
p das have been advanced; some authors of poetics such as Virah ka 
consider it to be a form of two p das. According to such authors, it is a verse 
form of two equal p das, each of which consists of 13+11=24 m tr s. But in 
Hindi prosody, Doh  is defined as a form of four half-equal p das. Following 
the definition of the Pr krta-Pai galam, the early prosodist Sukhadeva Mi ra 
describes 23 variations of Doh  based on the number and arrangement of 
guru � and laghu  as follows; � 

1. Bhramara Doh , 2. Bhr mara, 3. Sarabha, 4. ena, 5. Ma ka, 6. 
Marka a, 7. karabha, 8. Nara, 9. Mar la, 10. Madakala, 11. Payodhara, 12. 
Cala, 13. B nara, 14. Trikala, 15. Kak a, 16. Maccha, 17. S rd la, 18. 
Ahivara, 19. Vy ghra, 20. Bi la, 21. Sunaka, 22. Indura, 23. Sarpa. 

Following this tradition, Bh nu recognizes 23 variations of Doh , but some 
his names are different.  
xxiv  Allegedly, it does not have any relation to Catu pada, butrather to 
m tr samaka, which is derived from Sanskrit Var a Vrtta. 
xxv There are two kinds of Ull l , that is Ull l  of sama and of ardhasama 
(15,13, 15,13). Ull l  of ardhasama is described in the Pr krta-Pai galam as 
having two p das, but Ull l  of sama is not mentioned, and is thus considered 
to be of Hindi origin.  
xxvi The Caubol  is mentioned not in the Pr krta-Pai galam but in the poetics 
of Bh nu. However, the definition in the Pr krta-Pai galam is half-balanced 
16, 14, 16, 14. ivanandana Pras da analyzes its transformation as follows: 
having undergone a process that is 8, 8, 7, 7, 8, 8, 7, 7, Caubol  finally 
becomes 8+7, 8+7, 8+7, 8+7 which coincides with the definition of Bh nu 
( ivanandana Pras da: op. cit., p. 230). Therefore Caubol  cannot be 
considered to be of Hindi origin, and accordingly I did not list it in the table.  
xxvii As for verse forms of 16 moras, Paddhari, Upa loka and Citr  are not 
mentioned in the Pr krta-Pai galam, but they are found in Sanskrit and 
Prakrit literature. Therefore, I did not list them in the table.  
xxviii There is a metre of the same name, Jh lan , in the Pr krta-Pai galam, 
but confusingly, the definition of it is different from that of the Hindi one. The 
two metres do not seem to be related to each other.  
xxix Some prosodists consider Baravai, Mohin  and Atibaravai to be variations 
of Doh .  
xxx Amrtadhuni is commonly called Amrtadhvani.  
xxxi This article will be published in the proceedings of the 10th International 
Bhakti Conference edited by Imre Bangha (Delhi: Manohar).  
xxxii R macaritam nasa 2.100: �After washing your lotus feet, I will take you 
on board but I will not accept any toll. I tell you the truth, O R ma, swearing 
by yourself and Da aratha-Lak ma a may shoot me with his arrow, but I will 
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not take you across, gracious lord of Tulas  D sa, until I have bathed your 
feet!� (tr. by F. S. Growse). 
xxxiii Bh nu did not mention the author, but the poet of this Urdu verse is 
Momin (1800-51?): �Do you remember or not the promise between you and 
me?� 
xxxiv Maithil ara a Gupta, S keta, Cirag mva (Jh ms ): S hitya Sadana, 
S.V.2025 [1968], p.271. 
xxxv  Chanda  Prabh kara, Chanda  prabh kara, Bil sapura: Jagann tha 
Press, 1939, p. 148. 
xxxvi J nak n tha Si ha �Manoja�, op. cit., pp. 168-171. 
xxxvii Rupert Snell, The Hindi Classical Tradition: A Braj Bh  Reader, New 
Delhi: Heritage Publishers, 1992, pp. 110-111. 
xxxviii We should be careful in using the term Urdu, because Urdu is a modern 
name, and in the Bhakti period which is the focus of this paper, Urdu and 
Hindi were not distinct languages and these terms were not yet been invented.  
xxxix In his contribution to this volume, Matsumura argues from another point 
of view that the Savaiy  class applied to Urdu is not of Perso-Arabic origin, 
but of Indian origin. 
xl Maheshwari Sinha Mahesh, op. cit., p. 130. 
xli Ibid., pp. 124-134. 



 



 
 
 

The Prosody of Ke av D s 

Yoshifumi Mizuno 
 
 
 
 
 
 
Ke av D s (1555-1617), an accomplished court poet famous for the 
complexity of his technically perfect poetry, was also a scholar of poetics 
and, as such, expert in Hindi (Braj Bh ) metres.  Accordingly, he 
deals with Hindi prosody in his study of poetics, the Kavi-priy , and in 
his treatise of prosody, the Chand-m l .  In addition to these two works, 
he composed an epic, the R m-candrik , in amazingly diverse metres.  
In this paper, I would like to investigate not only his prosody but also his 
practical usage of metres and highlight certain peculiarities of his 
prosody. 
 
 
Ga a in the Kavi-priy  
Ke av presents the traditional Sanskrit ga a system that originated in 
Pi gala s tra [Shastri: 3-5], in the third chapter of the Kavi-priy .  In 
this chapter on the faults (do a)i of poetry, he first defines five categories 
of faults: a dha (faults in style), badhira (faults in word choice), pa gu 
(faults in metres), nagna (faults in rhetoric) and m taka (faults in 
meaning).  He then states thirteen types of real fault: aga a (misusage 
of ga a), h na-rasa (lack of aesthetic), yati-bha ga (faults in making a 
caesura), vyartha (contradiction), ap rtha (ambiguity), h na-krama (poor 
order), kar aka u (bad sound), punarukti (arbitrary repetition), de a 
virodha (misconception about a locaiton), k la virodha (contradiction of 
time), loka virodha (situational mistake), ny ya virodha (illegal), and 

gama ( stra) virodha (disobedience to custom).  Of these faults, 
Ke av precisely explains the ga a system in the section on aga a.  
 Ke av divides the eight ga as into two groups: ubha and 
a ubha [KP.III, v.19].  He then introduces a deity, virtue or fault of each 
ga a and the relation of the four pairs of ga a.  Ke av frankly admits 
that he has depended and expanded on preceding works of prosody. 
[KP.III, v.22-26]   
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 <deity>         :  <virtue/fault>  <relation> 
ubha = ma-ga a: , mah (earth): giving happiness mitra (friend) 

na-ga a: ,   n ga (snake): giving intelligence   mitra (friend) 
bha-ga a: ,  chanda(the moon): providing welfare d sa (servant) 
ya-ga a: ,  jala (water): satisfier  d sa (servant) 
a ubha = ja-ga a: , s raj (the sun): drying up happiness ud s n (pessimist) 
ra-ga a: ,  ikh maya (fire): every day burning ripu (enemy) 
sa-ga a: ,   v yu (wind): indifferent to position ripu (enemy) 
ta-ga a: ,  k a (air): not effective  ud s n (pessimist) 
 
 According to Bha nagar�s citation from the commentary by 
N r ya  (date unknown) on Ked rabha a�s V ttaratn kara (14th c.), we 
can notice some differences in the descriptions, that is, the deity and the 
virtue of na-ga a in the commentary by N r ya a are svarga (heaven) 
and long life, instead of n ga and intelligence. Moreover, m tyu (death) 
is used instead of d sa (servant) [Bha nagar: 156].  I discovered a list 
with similar content on the first page of the edited rutabodha, attributed 
to K lid sa [Mi ra 2004].  This list must have been compiled by the 
commentator on the rutabodha, Kanakal la Thakkura (date unknown).  
Consequently, the preceding work of poetics on which Ke av depended 
has not yet been ascertained. 
 Ke av furthermore presents the results of permutational usages 
of the four groups of ga as : for example, mitra + d sa  vijaya 
(victory), d sa + mitra  k ryasiddha (completion) [KP.III,v.29].  In 
all, he describes 4 × 4 = 16 such patterns.  Nevertheless we are unable 
to prove the validity of this argument, even though Ke av provides 
samples of poetry [KP.III, v.30-32]. 
 
 
The Chand-m l  and The R m-candrik  
Ke av D s composed the Chand-m l , a work on prosody in Braj bh , 
in AD1602.  This work consists of two chapters.  In the first chapter, 
77 ak ara chandas are illustrated with sample verses, and in the second, 
26 types of m tr  chandasii are explained.  Prior to this work, Ke av 
had composed the R m-candrik  (AD 1600), a version of the R ma epic 
[Datta: 2060-2061].  This work made use of 135 types of metres, more 
than the total number of metres described in the Chand-m l . 
 In order to examine the correlation between the metres 
prescribed in the Chand-m l  and those employed in the R m-candrik , 
I will compile lists of metres in the Chand-m l  with references to the 
metres of the same name in Mahesh�s study [Mahesh] and in preceding 
Sanskrit prosodies according to Velankar�s study [Velankar], as well as 
the verse number of the same metre in the R m-candrik .  The 
following abbreviations wii be used: 
 

ChM: Chand-m l . Round brackets (  ) enclose the pattern of the 
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metre as prescribed in the ChM. 
RC : R m-candrik .  The numeral following the colon denotes 

the frequency of the metre as used in RC, with verse 
numbers. 

Aquare branckets [  ] enclose the name of the metre in Mahesh�s 
study. 

Verse number of the same titled metre in preceding works are 
listed following the slash / . 

Pointed branckets <  > enclose a metre with the same 
composition but a different title, or of one with the same 
title but a different composition. 

Chapters re given in Roman numerals verses in Arabic numerals. 
Author comments are enclosed in braces {   }. 
 
Preceding works: 
Bh.: N ya- stra of Bharata (BC) 
H.: Chandonu sana of Hemacandra (12th c.) 
Hc.: foot note to the above 
Jd.: Jayadeva-chandas of Jayadeva (4th c.) 
Jk.: Chandonu sana of Jayak rti (11th c.) 
P.: Chandas- stra of Pi gala (c.1 AD.) 
Pp.: Pr k ta-pai galam (14th c.) 
Rm.: Ratnamanj  of a Jaina (17th c.) 
Sb.: Svayambh -chandas of Svayambh  (10th c.) 
Vjs.: V ttaj tisamuccaya of Vir ha ka (6-7th c.) 
Vr.: V ttaratn kara of Ked ra Bhatta (10th c.) 

 
 

ak ara-chandas 
1 syllable in each p da [ukth ] 

1. ChM: r  (-), [do.] / H.II,6, Pp.II,1, <gau:Vjs.V,1> 
RC: 1 : I-8. 
2 syllables in each p da [atyukth ] 

2. ChM: n r ya a ( -), [no] / <mah :Pp.II,3, sukham:H.II,9, Jk.II,6> 
RC: no 

3 syllables in each p da [madhy ] 
3. ChM: rama a ( -), [do.] / Pp.II,17. <pravara:Jk.II,11, madana :H.II,14, 

rajan : Bh.XXXII,54. > 
RC: 1: I-11. 

4 syllables in each p da [prati h ] 
4. ChM: tara ij  (  -) [do., or nagasat ] / <madhu: Jk.II,3, m gavadh  : 

H.II,19, Vjs.V,4.> 
RC: 1: I-12 

5. ChM:madana (- - ) [no] / <dh r :Pp.II,29, vartma:Jk.II,26.> <H.II,14: 
- > 

  RC: no 



134                Yoshifumi Mizuno 
 

5 syllables each p da [suprati h ] 
6. ChM: m y  (  - -)[<priy  or rati>] / <ram  :JkII,38 > 

<Pp.II,141:ma-ta-ya-sa-ga: ----,- -- --> 
  RC: no 

6 syllables each p da [g yatr ] 
7. ChM: m lat  (  - ) [<do.: ja-ja>] / na-ja;no in any previous text 

<Pp.II,112:--------- , H.II,180, Vr.III,63: - - - -> 
  RC: 3: II-2, IV-8, XI-8. 
8. ChM:somar j  ( -  - ) [<do.:ya-ya>] / <sum lat : Pp.II,54.><H.II,38, 
Vr.III,9,5: ya-ya: -- --> 
  RC: 3: I-14, X-11, XXI-1. 
9. ChM: a kara (- - - ) [no] / ra-ja; no in any previous text 
  RC: no 
10. ChM: bijjoh  (- - - -) [do. or vimoh , vijoh , joh , dviyodh ] / 

<dviyodh :Pp.II,45, sragvi :Vr.III,9,7, ha sam l :Jk.II,51> 
   RC: no 
11. ChM: ma th na(ka) (--  -- ) [do. or manthan ] / Pp.II,50(called 
k m vat ra also) 

RC: 1: IV-7. 
12. ChM:sukhad  (--  --) [no] / <tanumadhy : Bh.16,2;32,76, 

H.2,36, Jd.6,1, Jk.2,44, P.6,2, Rm.5,5, Vjs.5,6, Vr.3,7.> 
RC: 2: VI-17(bha-ma-bha-ta-la-la) {it must be a mistake}, X-32. 

7 syllables in each p da [u ik] 
13. kum ralalit  ( -  - -) [do.] / H.II,54, Jd.VI,2, Jk.II,56, P.VI,3, 
Rm.V,10,Vr.III,11. 

RC: 2: I-15, X-12. 
14. ChM:pram ik  (- -  - -) [<sam ik >] / <u ih:H.II,53, 

k min :Bh.XXXII,105, khe aka:Vjs.IV,76, gomin :Jk.II,58, rakt : 
Vjs.III,7, ikh :Hc.II,53, sam nik : Pp.II,58.> <H.II,82, Jd.V,4, 
Jk.II,65, P.V,7, Vr.III,18:ja-ra-la-ga ( -  - - -)> 

RC: 2: XXXIV-55 (ja-ra-la-ga ( -  - - -)),56(ja-ra-la-ga ( -  - - 
-)).{these must be �nagasvar pi � in Hindi.} 

8 syllables in each p da [anu ubh] 
15. ChM: mallik  (- -  - - ) [do. or sam n ] / <ra-ja-ga-la: 

sam n :H.II,83, Jd.V,3, Jk.II,66, P.V,6, Rm.V,1,Vr.III,17> 
   RC: 4: XI-39, XXIII-1, 2, XXXIII-13. 
16. ChM: nagasvar pi  ( - - - -) [do. or param ik , pram ] /  

<ja-ra-la-ga: n r caka:Vjs.IV,53, pram ik :H.II,82, Jd.V,4, Jk.II,65, 
P.V,7, Vr.III,18, mattace ita: Bh.XVI,14;XXXII,36.> 

   RC: 4: I-16, XXXIII-48, 49, 50. 
17. ChM: madanamohan  (--  -  - ) [no] / < ta-ja-ga-la: no> 
   RC: no 
18. ChM: bodhaka (--  --) [no] / < ta-na-ga-ga: no> 
   RC: no 
19. ChM: tura gama (   --) [do. or tu ga]  / <na-na-ga-ga: 

tu ga:Pp.II,72, madhukarasad khy : Bh.XXXII,135, 
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ratim l :H.II,86.> 
RC: 1: IV-10. 

9 syllables in each p da [pa kti] 
20. ChM:n gasur pi  ( -  - - - ) [no] /  ja-ra-ja: no 
   RC: no 
21. ChM:tomara ( - -  - ) [no but one of m tr  chandas, 12m] / 
sa-ja-ja: Pp.II,86. 

RC: 54: II-12,13, IV-14, V-15,39,45, VI-47(na-na-na-ga-la)?, 
VII-17,18,27, IX-11,12, X-30, XI-36,40, XIII-8, 
<66,67,68,69,70,71,72=12m?>, <XIV-15,17=12m>,18,19, 
20,<33,34,35,36=12m>, XXI-6,7,57, XXIII-12,13, 
<XXV-28,29,30,31, 32ab,38=12m>, XXVIII-17, XXX-16cd, 
XXXI-2,3, XXXIII-7,8ab, <8cd,9=13m> XXXIV-14, XXXVI-5,6. 

10 syllables in each p da [no] 
22. ChM:hari  (-  -  -  -) [sarasvat ] / < bha-bha-bha-ga: 

citragati:H.II,113, Jk.II,89, dodhaka:Bh.XVI,24, v tta:Bh.XXXII,217, 
s ravat :Pp.II,94.> <H.II,293, Jd.VII,16, Jk.II,211, P.VII,16, 
Rm.VI,35, Vjs.V,37, Vr.III,90, Sb.I,69> 

   RC: 5: XXX-41, 42, 43, 44ab, XXXVI-21. 
23. ChM: am tagati (  -   -) [do. or tvaritagati] / na-ja-na-ga: 

Pp.II,98. < tvaritagati: H.II,112, Jk.II,94, Vjs.V,17, Vr.III,28,1.> 
RC: 5: II-14, IX-13, XI-25, XXIV-1,2. 

24. ChM: tomara (  - - ) [no] / na-sa-sa-la: no <Pp.II,86:sa-ja-ja : 
- -  -  > 

   RC: no {cf. no.21.  The title of �tomara� gets complicated.} 
25. ChM: sa yukt  ( - -  -  -) [do. or sa yuta, sa yut ] /

 sa-ja-ja-ga: sa yut : Pp.II,90. 
   RC: 10: IV-17, VII-9, XII-23, 24, XIV-13,16,22, XIX-19, XXXIII,27,29. 

11 syllables in each p da  [t ubh] 
26. ChM: anuk l  (-  --   --: bha-ta-na-ga-ga) [do. or mauktikam l ]

  / <prativabodha: H.II,132, mauktikam l :Vr.III,43,1, r :> 
RC: 3: VI-9, XIII-34, XIX-5. 

27. ChM: supar apray ta (--  --  --  --) [no] / ta-ta-ta-ga-ga 
<layagr hi:H.II,129, Jk.II,108, vidhya gam l :Vr.III,43,4.> 

   RC: no 
28. ChM: indravajir  (--  --  -  --) [do.] / ta-ta-ja-ga-ga:Bh.XVI,28, 

H.II,154, Jd.VI,16, Jk.II,115, Vjs.V,19, P.VI,15, Pp.II,114, Rm.V,25, 
Vr.III,29. 

RC: 6: X-39, XVI-20, 21, XVII-15,16,17. 
29. ChM: upendravajr  ( -  --  -  --) [do.] / ja-ta-ja-ga-ga:Bh.XVI,28, 

H.II,155, Jd.,VI,16, Jk.II,115, P.VI,16, Rm.V,26, Pp.II,116, Vjs.V,20, 
Vr.III,30. 

RC: 9: X-40,41,42, XVII-18,19,20, XXI-15,16,20. 
12 syllables in each p da  [jagat ] 

30. ChM: mauktikad ma (  -  -  -  - : la-bha-bha-bha-ga-la) [do. or 
motiyad ma] / ja-ja-ja-ja: H.II,172, Jk.II,122, Pp.II,138, Vr.III,64,1 
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RC: 3: XXXVI-17,18,19. 
31. ChM: to aka ( -  -  - -) [do.] / 

sa-sa-sa-sa:Bh.XVI,38;32,323, H.II,162, Jd.II,121, P.VI,31, Pp.II,129, 
Rm.VI,3,Vr.3,47, Vjs.V,27. <chittaka:Vjs.IV, 54, nandin :Vjs.III,20, 
bhramar vali:Vjs. IV,61.> 

RC: 64: II-16,17, IV-29, V-3,11, VI-1, VII-29,32, VIII-13,15, IX-2,3,4 
X-3,6,13,19,21,23, XI-28,29,30, XII-1,32,33,38,39,40,47,48, 
XV-27,29,30,31,32,33, XXI-9,10(bha-bha-bha-ga-ga){this must be 
�dodhaka�}, 11,12,21,40,41, XXII-10, XXIV-16, 
XXIX-33,38,39,40,41ac, XXX-28,29,30, XXXII-9,19,23, 
XXXIII-2,43, XXXV-4,5, XXXVII-20,21, XXXVIII-2, XXXIX-28. 

32. ChM: su dar  (-  -  -  - ) [do. or modaka] / 
<Pp.II,139:na-bha-bha-ra, Pp.II,206:sa-sa-bha-sa-ta-ja-ja-la-ga> 
bha-bha-bha-bha:<bh min :Mm.IX,5, modaka:Pp.II,135.> 

RC: 50: II-19,20,21,22, III-33, VI-53,54,VIII-9,10, IX-37,38, 
XII-10,12?, XV-18,19,20,21, XVII-47,48, XIX-40,41, XX-49,50,51, 
XXI-52,53, XXII-1, XXIV-25,27,28, XXVI-23,25,26, XXX-11,12, 
XXXII-1,2,3,4, XXXIV-18, XXXV-16,30, 
XXXVI-26,27,28,29,30,31, XXXVII-16, XXXIX-6. 

33. ChM: modaka ( - - - -) [to aka] <cf.31> / <to aka: 
Bh.XVI,38;32,323, H.II,162, Jd.II,121, P.VI,31, Pp.II,129, 
Rm.VI,3,Vr.3,47, Vjs.V,27, chittaka:Vjs.IV, 54, nandin :Vjs.III,20, 
bhramar vali:Vjs. IV,61.> 

   RC: 6: IV-30{sundar ?}, XIX-15{sundar ?}, XXXIII=20{sundar ?}, 
21{sundar ?}, 23{sundar ?}, 25{sundar ?} {These 6 may be 
mistaken.} 

34. ChM: bhuj gapray ta ( -- -- -- --: ya-ya-ya-ya) [do.] / H.II,170, 
Jd.VI,34, Jk.II,118, P.VI,37, Rm.VI,2, Vr.III,53, Pp.II,124. 
<Bh.XVI,52:apramey > 

RC: 87: VI-12,13,14, XIII-50,51,52,53,54,55,56,57,58,59,60, 
XIV-6,7,8,9,10, XVI-22,23,25,27, 
XVII-21,22,37,38,39,50,51,52,53,54, XVIII-23,24,25,26,27,28, 
XIX-7,8,26,27,28,29,30,31,32,33, 
XX-4,5,6,7,8,34,35,36,37,38,39,41,43,45, XXVI-5,6,7, 
XXVIII-1,2,3,4,5,6,7, XXXIV-30,31,32,34,44,45,46,49,50,51, 
XXXIX-23,32,33,34. 

35. ChM: t marasa (  -  -  --) [do.] / na-ja-ja-ya: H.II,183, 
Vr.III,64, <Hc.II,183:kamalavil sin , Jk.II,135,Utpala,v.29:lalit pad > 

RC: 12: VI-22,24,41,42, VIII-7, XIII-45,46,47,48,49, XIX-6, XXVI-8. 
36. ChM: drutavila bita (  -  -  - -: na-bha-bha-ra) [do. or sundar ] 

/ H.II,163, Jd.VI,30, Jk.II,123, P.VI,30, Rm.VI,9, Vjs.5,28, Vr.III,48, 
<Pp.II,139:sundar , Bh.XVI,48: hari apluta> 

RC: 1: IX-29. 
37. ChM: kusumavicitr  (  --  --) [do.] / na-ya-na-ya: 

H.II,168, P.VI,35, Vr.III,51. <JK.II,134> 
RC: 8: V-6, VIII-6, X-27, XII-52,53,54, XVII-8, XXX-13. 
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38. ChM: candrabrahma (- -  -  -: ra-na-bha-sa) [candravartma] / 

<H.II,161, Jd.VI,43, Jk.II,131, Vr.III,44: candravartma, 
Rm.V,3:vit na> 

RC: no 
39. ChM: m lat   (  -  -  -) [no] cf.No.8. / na-ja-ja-sa:no 

<na-ja-ja-ra:H.II,180, Vr.III,63, ma-ma-ma-ga-ga =11 long 
syllables:Pp.II,112.> 

   RC: 3: II-2, IV-8, XI-8. 
40. ChM: va asvanita ( -  --  -  - -: ja-ta-ja-ra) [va astha or 

va asthavilam] / <Hc.II,159:avabhra a, Vr.III,64,2(b), 
Vjs.V,26:vasantamañjar , Bh.XVI,46, H.II,159, Jd.VI,28, Jk.II,143, 
P.VI,28, Rm.VI,4, Vr.III,45 :va astha, Cka.II,61:va asthavila, 
Vr.III,64,2(a): uddhavir a > 

   RC: no 
41. ChM: pramit k ar  ( - -  - -: sa-ja-sa-sa) [do.] / 

Bh.XVI,44 ;XXXII,317, H.II,176, Jd.VI,36, Jk.II,125, P.VI,39, Rm.VI, 
7, Vr.III,58. 

   RC: 3: pratimataksar  XI-6, XVII-6,29. 
42. ChM: sragvi  (- - - - - - - -: ra-ra-ra-ra) [do. or k min mohana, 

lak m dhara, lak m dhar  g ri ] / H.II,171, Jd.VI,35, Jk.II,120, 
P.VI,38, Vr.III,54, <Bh.XVI,54: padmin , Pp.II,127:lak m dhara> 

RC: 2: XI-7, XVII-41. 
13 syllables in each p da [ati jagat ] 

43. ChM: pa kajav ik  (-   - -) [do. bha-na-ja-ja-la] / 
bha-na-na-bha-ga: no 

RC: 7: II-27, IX-17, XVIII-8, XX-24, XXI-55, XXXI-12,13. 
44. ChM: t raka ( - - - - -: sa-sa-sa-sa-ga) [do.] / Pp.II,143. 

RC: 66: V-1,23,34, VI-4,19,20,21, X-7,8,9,17,20,33, XII-61,66,69, 
XIII-15,16,17,18,20,41,42,43,44, XIV-25,26,27,28, XV-34,36,37,38, 
XIX-4,55, XX-1,2,3,17,18,19,20,21,22,23,29,30, XXII-5,6, 
XXV-24,26, XXXII-12,13,14,21,22, XXXIV-7,8,10,35, XXXV-17,20, 
XXXVII-5,7,8,15. 

45. ChM: kalaha sa ( - -  - - -: sa-ja-sa-sa-ga) [no] / <H.II,212, 
Jk.II,152, Vr.3III7,13(b): ku aja, Vr.III,7,13(a):nandin  &navanandin , 
Jk.II,157:bhramar , Ram.(on bh ratacamp )V,87:suma galik  > 

RC: 5: V-7, VIII-4, XV-13,14, XVIII-36.  
14 syllables in each p da [sarkar ] 

46. ChM: haril l  (- - - - -  -  ) [<do. or mukunda: 
ta-bha-ja-ja-ga-la>] / no  

RC: 6: IX-6, XV-26, XXX-32,33,34, XXXIII-36.  
47. ChM: vasa tatilak  (-  -  -  -  --: bha-bha-ja-ja-ga-ga) [<do.: 

ta-bha-ja-ja-ga-ga>] / no <Bh.16,64, H.2,231,, Jd.7,7, Jk.2,169, P.7,8, 
Pp.2,150, Rm.6,18, Vr.3,74, Sb.1,5: ta-bha-ja-ja-ga-ga> 

RC: 19: XI-10,11, XII-21,22, XVII-32,33,34,35,36, XIX-9,10,11,12,13, 
XX-13,14, XXXIV-27,28,29. 

48. ChM: manoram  ( - - - - : sa-sa-sa-sa-la-la) [do.] / no 
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<H.II,119, Vr.III,27 : na-ra-ja-ga, 10syllables> 
   RC: 10: XI-34,35, XII-2,6, XVIII-7, XXXIII-4,5,14, XXXIV-48, 

XXXV-29. 
15 syllables in each p da [sark r ] 

49. ChM: m lat *{this must be misprinted for �m lin � in Mi ra�s edition} 
(  --- -- --: na-na-ma-ya-ya) [m lin  or mañjum lin ]? ? 
cf.8. &39  / <H.II,246, Jd.VII,11, Jk.II,183, P.VII,14, Pp.II,164, 
Rm.VI,27,Vjs.V,32, Vr.III,81, Sb.I,27: m lin , Bh.XVI,70: 
n nd mukh > <Pp.II,112:ma-ma-ma-ga-ga> <H.II,180, Vr.III,63: 
na-ja-ja-ra> 

RC: 9: VI-27, XIII-61,62,63, XIX-22,23, XX-42, XXI-27,28. 
50. ChM: supriya (  -: na-na-na-na-sa) [no] / various 

titles but not �supriya�. 
RC: 2: III-2, IX-25. 

51. ChM: ni ip lik  (-  -  -  - -: bha-ja-sa-na-ra) [do. or 
ni ip la] / Pp.II,160.:ni ip la 

RC: 14: II-29, VI-51,66, IX-18,19, XII-15,16, XIII-77, XVI-19, 
XVIII-11, XX-25, XXV-3, XXXIV-16, XXXV-19. 

52. ChM: c mara (- - - - - - - -:ra-ja-ra-ja-ra) [do. or somavallar , 
t a] / Pp.II,158, <Jk.VI,30:utsava or uts ha, H.II,254, Sb.I,33:t aka, 
Jk.II,190:mahotsava> 

RC: 24: II-28, VI-29,63,64, XII-13,18,19, XIII-65, XIV-2,3,4, XVIII-20, 
XIX-24,25,36, XXI-29,49, XXIV-29,30, XXIX-28, XXXIV-23, 
XXXV-2,18, XXXIX-29. 

16 syllables in each p da [a i] 
53. ChM: nar ca ( - - - - - - - -:ja-ra-ja-ra-ja-ga) [do. or nagar ja, 

pañcac mara] / Pp.II,168:n r ca, <H.II,278, Jk.II,203, Sb.I,41, 
Vr.III,86,1:pañc mara, Jk.VI,31: mahotsava> <Vjs.IV,58:ja-ra-laga, 
H.II,78, Jk.II,70,Vr.III,19,2:ta-ra-laga> 

RC: 21: III-3, VI-38, VII-16,23, IX-24, XII-42, XVI-2, XVIII-4,5,6,21, 
XXIII-6,10, XXIX-26, XXXI-33,34, XXXIII-52, XXXVI-16,24, 
XXXIX-30,31. 

54. ChM: manahara a da aka (-  -  -  -  -  -: 
bha-bha-bha-bha-bha-ga) [a vagati, n l , l l , vi e aka] / 
<Vr.III,86,4:a vagati, Vjs.III,32:a v kr nt , Pp.II,170:n la, 
Jk.II,199:padmamukh , H.II,265:sa gata> 

RC: 3: IX-41,42, X-25. 
55. ChM: brahmar paka (- - - - - - - - : ra-ja-ra-ja-ra-la) [do. or 

canacal , citr ]/ <Pp.II,172:cañcal , Sb.I,43:citra obh > 
<Pp.II,174:ma-ma-ma-ma-ma-ga:brahma> 

RC: 2: IX-9, XIX-45. 
17 syllables in each p da [atya i] 

56. ChM: r pam l  (- - - -  -  -  - : ra-sa-ja-ja-bha-ga-la) [no] /
 no  <Pp.II,88: ma-ma-ma,9syllables> 

RC: 40: XXIII-7,8, 
XXVII-10,11,12,13,14,15,16,17,18,19,20,21,22,23,24, XXIX-42,43, 
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XXXI-39, XXXIII-53,54,55,56, XXXIV-36,37, XXXV-6,7, 
XXXVI-1,25, XXXVII-1,2,3, XXXVIII-4,5, XXXIX-1,14,15,18,38. 

57. ChM: p thav  ( -  - -  - -- -: ja-sa-ja-sa-ya-la-ga) [do.] / 
H.II,287, Jd.VII,14, Jk.II,212, P.VII,17, Pp.II,176, Rm.VI,34, Vjs.V,36, 
Vr.III,88, Sb.I,54, <Bh.XVI,84, utpala,v.16: vilambitagati> 

RC: 1: XI-14. 
18 syllables in each p da [dh ti] 

58. ChM: ca car  (- - - -  -  -  - -: ra-sa-ja-ja-bha-ra) [do. or 
carcar , vibudhapriy  ] / Pp.II,184:carcar , <H.II,313:ujjvala, 
Jk.II,220:m likottaram lik , P.VIII,16:vibudhapriy , 
Vr.III,94,14:haranartana(ka)> 

RC: 25: III-12, V-12,VII-2, IX-33, X-10, XII-55, XIV-5, 
XVI-4,5,6,7,32,33, XVIII-30,32,33, XIX-37,38,39, XX-28, XXI-3, 
XXVI-33,34, XXXII-15, XXXVI-34. 

19 syllables in each p da [atidh ti] 
59. ChM: karu  (-  -  -  -  -  -  -: 
bha-bha-bha-bha-bha-bha-ga) [no] / no 

RC: no 
60. ChM: m la ( - -  -  - - - - : sa-ja-ja-sa-ra-bha-la) [no] /
 no 

RC: no 
20 syllables in each p da [k ti ] 

61. ChM: g tik  (  + ca car : sa-ja-ja-bha-ra-sa-la-ga) [do. or g taka, 
g tika, muni ekhara] / Pp.II,196:g t , <Vr.III,98,3:pramad nana> 

RC: 16: III-31, IV-6, VI-60,61, VII-15,37, XIV-39,42, XV-1, XX-46,47, 
XXI-43,45,46,47, XXXVIII-18. 

21 syllables in each p da [prak ti] 
62. ChM: dharma (- - - - -: 
bha-sa-na-ja-na-bha-sa) [no] / no 

RC: no 
22 syllables in each p da [ak ti] 

63. ChM: madir  (-  -  -  -  -  -  -  -: bha×7-ga) [do. or div , 
um ] / H.II,355, Sb.I,119, Vr.III,100,1, <Jk.II,246, Hc.II,355, 
Vjs.III,34:sa gat >  

RC: 8: VII-19,33,36, XVI-11,12,13,14, XVIII-18. 
23 syllables in each p da [vik ti] 

64. ChM: vijaya (-  -  -  -  -  -  -  - -: bha×7-ga-ga) [indava, 
mattagayanda] / <Vr.III,12,1:may ragati> 

RC: 44: III-34, V-22,24, VI-25,26, VII-6,54, XII-49,67, XIV-1,11,41, 
XV-6,7,24,25, XVI-8,15,24,26,31, XVII-40, XVIII-16, 
XIX-16,17,21,35,54, XX-11, XXIV-8,9,10,17,18,21,22,26, XXVII-9, 
XXX-35, XXXII-48, XXXV-9,27, XXXVIII-16, XXXIX-35. 

65. ChM: sudh  (  -  -  -  -  -  -  -  -: la-bha×7-ga: 
ja×7-la-ga)  [no] /  <Vr.III,94,12:ya-ma-na-sa-ta-sa>  

   RC: no 
66. ChM: vasudh  (-  -  -  -  -  -  -  - : bha×7-ga-la) [no] / 
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<Vr.3,77,11:sa-ja-sa-ya-laga> 
   RC: no 

24 syllables in each p da [satk ti] 
67. ChM: m dhav  (  -  -  -  -  -  -  -  -  (la-bha×7-ga-la: 

ja×8)  [ja×7- ya: do. or makaranda, mañjar , v ma] / no 
RC: 3: VII-21,31,41. 

68. ChM: ca drakal  ( - - - - - - - -: sa×8) [do. or 
durmila, vijaya] / <Mm.XIX,24:gho aka, Pp.II,208:durmil > 

RC: 7: VII-8, IX-44, X-4, XII-41, XIII-22, XXV-39, XXVIII-14. 
69. ChM: amalakamala ( -  -  -  -  -  -  -  - : bha×8 ) 

[kir ta] / < kir a:Pp.II,210, subhadra: H.II,368> 
   RC: no {see the no. 23 in the section of no mention in the ChM.} 
70. ChM: makara da (-  -  -  -  -  -  -  - -: bha×7-ra) [no]

  / <Jk.2,263:na-ya-na-ya-na4-ga-ga> 
RC: 2: XXIV-11,12. 

71. ChM: ga godaka (- - - - - - - - - - - - - - - -: ra×8)[do. or 
ga g dhara, khañjana, lak m ] / <Mm.XIX,25:svairi kr ana> 

   RC: 3: XVI-9,10, XIX-48. {see the no.3 in the section of no mention in 
the ChM.} 
72. ChM: tanv (-  --   - -  -   --: 

bha-ta-na-sa-bha2-na-ya) [do.] / HII,365, Jd.VII,28, Jk.II,253, 
P.VII,29, Rm.VII,23, Sb.I,127, Vjs.V,48, Vr.III,103. 

RC: 1: VII-22. 
25 syllables in each p da [atik ti] 

73. ChM: vijay  (  -  -  -  -  -  -  -  -  : 
la-bha×7-ga-la-la: ja×8-la) [lava galat ] / no 

RC:1: XXII-8.  
74. ChM: madanamanohara ( - - - - - - - - 

-:sa×8-ga) [mall , sukhad ni, sundar ] / no 
RC: 3: X-14{�madanamohana da aka� must be miss printing}, XIX-53, 

XXIV-13. 
75. ChM: m nan  ( - - - - - - - - : sa×8-la) [no] / 

<Vjs.III,8:m nin :ra-ja-ga-ga> 
   RC: no 

more than 26 syllables in each p da [da aka] 
76. ChM: h ra (  -  -  -  -  -  -  -  -   : 
la-ja×8-la:sa×8-la-la) [no] / no 
   RC: no 
77. ChM: ana ga ekhara ( -×16=32 syllables) [no] / H.II,397, Sb.I,166. 

RC: 1: (-da aka) IX-36. 
 
 On page 448 of Mi ra�s edition, there is another list of 84 types 
of ak ara chandas metres (except ana ga ekhara), but there is no 
mention in Ke av�s text of the other eight metres, namely dhatt , rol , 
maraha h , sora h , si h valokana, jamuna, r pam l , and halan .  
Among these, r pam l  has already been introduced as a 17-syllable 
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metre.  The metres dhatt , maraha h  and sora h  generally do not 
belong to the category of ak ara chandas, but to m tr  chandas.  The 
rol  and the si h valokana are each used only once in the R m-candrik , 
in verses - I-22 and I-44 respectively.  Neither the jamuna nor the 
halan  appear in the Chand-m l  or the R m-candrik . 
 

m tr -chandas 
1. ChM: g (t)h  (12m.,18m., 12m.,15m.) [do. or kukubha: 30m. in each 4 

p da ended with ga-ga, yati after the 16th m.] / H.VII,73, Jd.VII,36, 
Rm.VII,34, Vr.V,12, ? <Jk.II,83:ma-sa-sa(ak ara)> 

RC:1: I-19. 
2. ChM: bigg h  (12m,15m, 12m,18m) [no] / no 
  RC: no 
3. ChM: doh  (13m., 11m., 13m.,11m.) [do.] / no  
  RC: 332: I-5,6,7,18,21,29,40,49,51, II-3,6,7,8,11,23,26,30, 

III-9,11,14,16,18,20,22,24,26,28,32, IV-,1,3,11,16,18,28,31, V- 
4,8,14,16,25,3037,40,44,46,VI-2,5,7,15,23,28,43,44,46,48,49, 
52,55,58,65, VII-1,3,4,5,11,25,30,38,44,50,52, VIII-3,5,14, 
IX-1,20,21,28,30,39,46, X-5,15,22,24,26,35,38,43,45, 
XI-4,9,16,26,31,41, XII-3,4,11,14,25,26,35,36,37,46,51, 56,60, 
XIII-6,10,21,23,27,29,32,37,39,40,64,78,83,84,85,87,90,91,92,93,94, 
XIV-12,14,21,23,30,31,40, XV-8,15,23,28,35, XVI-1,16,17,28,34, 
XVII-1,7,13,23,24,26, XVIII-9,12,13,17,19,29,31,37, 
XIX-14,18,34,47,52, XX-12,27,44,48, 
XXI-2,8,13,14,31,32,35,42,44,48,50,51,54,56,58, 
XXII-7,9,13,14,19,24, XXIII-3,4,5,9,11,22,25,33,38, 
XXIV-14,15,19,20,23,24, 
XXV-4,7,9,10,15,18,20,27,33,35,36,37,40,41, 
XXVI-9,10,11,13,15,24,27,28,29,32,35,36, XXVII-25, 
XXVIII-12,16,19,20, XXIX-11,25,27,45, 
XXX-7,8,10,15,17,23,25,31,40,45,47, XXXI-21,23,30,32,35,37,41, 
XXXII-5,8,20,25,27,28,31,32,38,43,49, 
XXXIII-3,6,11,12,22,24,28,30,31,34,35,39,41,42,44,51,57, 
XXXIV-5,9,11,15,17,24,25,26,33,40,42,43,47,52,57, 
XXXV-1,3,11,24,26,28,31, XXXVI-7, XXXVII-4,6,9,18,19,22,23, 
XXXVIII-1, XXXIX-2,5,10,17,19,20,21,22,24,25,26,27,36,37. 

4. ChM: kavitta (24m. ×4) [k vya: yati after 11th m. which always ga.] / no 
  RC: k vya 1: I-48. 
5. ChM: catu pad  (or caupaiy , 30m. ended with ga. ×4) [copaiy  or 

cavapaiy : yati after 10th and 18th] / no 
RC: 13: I-20,34,35, VII-45,51, XI-5, XV-5,XXI-22,23, XXX-1,2,XXVI-8. 

6. ChM: dhatt  ((31m. ended with la-la-la)×2) [(18m.+13m. ended with 
la-la-la) ×2] / no            

RC: 1 :I-23. 
7. ChM: nanda ((11m.7m.13m.)×2) [no] / no 
  RC: no 



142                Yoshifumi Mizuno 
 
8. ChM: ull la (15m.13m. 15m.13m.) [do.] / no 
  RC: no 
9. ChM: a pada (kavitta :24m. ×4 + ull la: 28m. ×2) [do. or chappaya: rol  

+ ull la ×2] / no 
RC: 7; I-17,24, II-18,24, III-1, V-10, XVII-49. 

10. ChM: j ti [no] / no 
   RC: no 
11. ChM: paddhatik  (4×3+ - ) [paddhar , paddha ik  or pajjha ik ] / 

<paddhati:16matra odd: - jaga a:H.III,73> 
RC: 65; I-25,26,27, IV-27, V-35, VI-39,40,50,56, VII-40,46,47, 

IX-5,22,23, XI-12,13, XII-43,44,45, 
XIII-1,2,3,4,5,73,74,79,80,81,82,86, XVII-2,3,4,5, XX-52,53,54,55, 
XXI-24,25,26,36,37,38,39, XXII-12, XXV-1,2,21,22,23, 
XXVI-17,18,19,20,21,22, XXX-3,4,5, XXXI-14,15,16.  

12. ChM: arilla ((12m.+ - )×4) [do.] / no 
RC: 2: I-30,31. 

13. ChM: p d kulika ((12m.+ - -)×4) [p d kulaka or a ivadana] / 
<p d kulaka:H.III,70, Jd.IV,29, Jk.V,31, P.IV,47, Rm.III,16, Vr.II,37: 
4×4m tra, 5varieties> 

RC: 2: I-32,33. 
14. ChM: r jasaina k  navapad  (3m.×5, 12m, 3m×5, 12m, 3m×5 + 

doh (13/11/13/11)) [no] /no 
RC: 1: navapad :I-28. 

15. ChM: padm vat  (18m.+14m.) [do. or kamalavat : yati after 10th & 18th, 
each p da ended with ga-ga] / no 

RC: 2: XI-15, XXII-11. 
16. ChM: sora h  (11m,13m, 11m,13m) [do.] / no 

RC: 28: I-46,50, II-9, III-6,17,19,21,23,25,27,30, V-5,13,20,32, 
VI-11,37,62, VII-7,13,24,39, VIII-20,IX-45, XII-68, XXII-15,20, 
XXVIII-18. 

17. ChM: ku aliy  (doh (13,11,13,11)/ kabita(half24,24) / 
sora h (11,13,11,13))[do.: doh +rol ] / no 

RC: 5: I-47, III-8, VII-20, IX-16, XIII-28. 
18. ChM: c ma i  (13,11,5 /13,11,5) [no]  / <Vr.III,12,1: ta-bha-ga> 

<Jk.III,25:11ak ara(bha-bha-ja-ga-ga), 14ak ara(ta-bha-ja-ja-ga-ga)> 
RD : no 

19. ChM: h kalik (sora h )  (-  (bha),- ,- , - :14m.) [do. or caubol : 
bha-bha-bha-la-ga] / no 

RC: 7: I-36, XI-19,20, XXXII-39,40,41,42. 
20. ChM: madhubh ra(doh ) (8m×4)  [no] / no 

RC: 4: I-37, IV-24,25, VII-53.  
21. ChM: bh ra (11m. (... - ) ×4) [do. or bh ra, ah ra] 

RC; 5: I-38, VIII-17,18, XXI-33,34. 
22. ChM: harig ti (27m. (  20 - -) ×4) [g tik , harig ta or harig tik ] / no 

RC: 13: I-39, VI-30,31,32,33,34,35,36, VII-26, XIII-95,96, XVIII34,35. 
23. ChM: tribha g  (10, 8, 14(18-4( - )) [32m.with yati after 10th, 18th & 
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26th] / <Jk.II,268: na-sa-bha-na-ta-ja-ta-sa-ya, 7-7-13ak ara> 
RC: 12: I-41,42, V-38, VI-6, VII-10, VIII-19, XI-17,27, XIII-7,31, 

XIX-49, XXXIII-1.  
24. ChM: h ra (- ×3 + - -) [do. or h raka: yati after 6th &12th] / no 

RC: 6: I-43, VIII-8, XIII-33, XV-40,41, XIX-44. 
25. ChM: madanamanohara {cf. 25 syllable ak ara chandas}(total:160 

m<40×4?>) [madanahara or madanag ha: 40m each p da, yati after 
10th, 18th and 32nd, begins with la-la, ends with ga-ga] / no 

   RC: madanamanohara da aka, 1: XXI-30.  
26. ChM: maraha h  (10m, 8m, 11m (.... - )) [maraha : yati after 10th 

&18th ended with ga-ga] / no 
RC: 11: I-45, III-10, VIII-16, XI-32, XVII-42, XXX-24,26, XXXII-34, 

XXXIII-10, XXXIV-39, XXXVI-9. 
 

Metres used in the R m-candrik  without mention in the 
Chand-m l  
1. bandhu  [do. or dodhaka, madhu] / < Pp.II,100> 

RC: 1: IV-22 {same as dodhaka and madhu, see no.11 & no.27 in this  
section} 

2. ca cal  [ca cal  or citr , brahmar paka :ra-ja-ra-ja-ra-la(16syllables)] /  
pp.II,,172. 

RC: 10: III-5, IX-31, XII-17, XV-42,43, XVIII-14,15, XX-26, XXXI-1, 
XXXIII-26. 
3. candravartma [- -  -  -ra-na-bha-sa(12syllables)] / H.II,161, 

Jd.VI,43, Jk.II,131, Vr.III,44, <vit na: Rm.V,3><na-na-na-na-sa: 
Rm.VI,24> 

RC: 3: XI-2, XVII-27,28. 
4. citrapad  [-  -  -- bha-bha-ga-ga(8 syllables)] / H.II,75, Jd.VI,3, 

Jk.II,68, P.VI,5, Rm.V,14, Vr.III,14, <vit na: Kj.II,67, Vjs.V,11> 
  RC: 4:V-47, IX-32, XVI-3, XXXI-38. 
5. caup   [16m. not end with -  or--  ] / no 
  RC: 31: V-9,29, 

XV-16,17,XXIII-14,15,16,17,18,19,20,21,23,24,26,27,28,29,30,31,3
2,34,35,36, 37,39,40, XXIX-34,35,36,37. 

6. caupah  [caupa  or jayakar  :15m ends with ga-la] / no 
  RC: 48:XXVIII-8,9,10, XXIX-1,2,3,4,5,6,7,8,9,10,12,14,15,16,17,18,19, 

XXX-14, XXXI-6,7, 8,9,10,11,17,18,19,20,25,26,27,28,29,31,36,40, 
XXXII-10,11,16,24,33,35,36,44,45,46,47. 

7. chappaya [do. or o pada: rol (24m) + 2 p das of ull l (15m+13m)] / no 
RC: 4:VI-8, VII-42, XVII-25, XIX-51. 

8. da aka [more than 32m.] / 33 kinds 
  RC: 46: I-1,2,3, IV-9,23, V-36,43, VI-59, VII-14, IX-26, XII-5,20,62, 

XIII-36,38,88, XIV-32,37,38, XVI-29, XVIII-10, XIX-3,20,46, 
XX-33,40, XXII-21, XXV-25, XXVII-2,3,4,5,6,7,8, 
XXVIII-11,13,15, XXIX-13, XXX-9,27,46, XXXI-22, XXXII-37, 
XXXV-10, XXXIX-9.   
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9. illa [ ill : 16m yati after 8th] / no 

RC: 1: IV-2. 
10. dh ra (ta-ta-ta-ga-ga)  [no] / no 

RC: 1: XXXV-15. 
11. dodhaka  [dodhaka or bandhu, madhu -  -  -  

--bha-bha-bha-ga-ga(11 syllables)] / H.II,130, Jd.VI,19, Jk.II,97, 
P.VI,18, Pp.II,104, Rm.V,28, Vjs.V,24, Vr.III,33, <tara ga:Vjs.IV,22, 
bandhu: Pp.II,100, bhittaka:Vjs.IV,55> 
<bha-bha-bha-ga:Bh.XVI,24> 

RC: 115: II-15, V-18,28, VII-28,X-(dodha:1,2,) 28,29,31,34, 
XI-21,22,24,37,38, XII-7,8,9,28,31,57,58,59, XIII-30, XIV-24, 
XVII-9,10,43,44,45,46, XVIII-1,2,3, XX-15,16, XXI-4, XXII-3,4, 
XXIV-3,4,5,6,7, XXV-5,6,8,11,12,13,14,16,17,19, XXVI-12,14, 
XXIX-29,30,31,32, XXXII-6,7,26,29, 
XXXIII-15,16,17,18,19,37,38,45,46,47, XXXIV-1,2,3,4,6, 
19,20,21,22,38,41, XXXV-12,14,15ab, 
XXXVI-10,11,12,13,14,20,32,33?, XXXVII-10,11,12,17, 
XXXVIII-6,7,8,9,10,11,12,13,14,15,17, XXXIX-3,4,11,16. {same as 
bandhu and madhu, see no.1 & no.27 in this section} 

12. durmil   [do.:sa-sa-sa-sa-sa-sa-sa-sa] / Pp.II,28, <gho aka: 
MmXIX,24.> 
  RC: 4:XI-18, XII-27,50, XXXVI-15. 
13. ghan k ar  (43m.) [title of a r ga]  / no 
   RC: 5 :II-10, III-29, V-31, XIII-19, XIV-29.   
14. gop la (-  -  -  - :bha-bha-bha-ga-la) [no]  / no 
   RC: 1:XXI-5. 
15. gaur  (- - - - - -:ta-ja-ja-ya) [do.] / <Vr.III,64,9:na-na-ra-ra, 

H.II,213:na-na-ta-sa-ga, P.VII,4: na-na-na-sa-ga> 
   RC: 3: XXI-19, XXXVII-14, XXXIX-7. 
16. ha sa  [do.-  - -] / do.:Pp.II,37, <Hc.II,25:ak aropapad , 

kuntalatanv , Vjs.V,5: ak arapa kti, Jk.II,33: k ñcanam l , H.II,25, 
Vr.III,6: : pa kti, Bh.XXXII, 65 :bh talayanv > 

   RC: 1: II-1. 
17. hanum na (16m) [no] / no 
   RC: 3: XIII-35,75,76. 
18. haripriy  (46m. ) [do.: yati after 12th, 24th. 26th m. & end of p da must 
be long)] / no 
   RC: 10:XXIX-20,21,22,23,24, XXX-18,19,20,21,22. 
19. janamohana da aka (mixture ? ) [no] / no 
   RC: 1: IX-34. 
20. jh lan  (26m.×4)  [do.: yati after 14th, ends with - - or la-ga] / no 
  RC: 7:XXV-34, XXVII-1,26, XXXIII-32,33, XXXV-23,25. 
21. kamala (13syllables, - - -:sa-sa-sa-na-ga)  [kamal , 

<kamala: 8syllables, na-sa-la-ga>] / no 
   RC: 3: XXXII-17,18, XXXV-8{kir ta ?}. 
22.kamal  ( - -:na-sa-la-ga)  [do. or kamala, padma] / Pp.II,74. 
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<mah :BhXXXII,133> 
   RC: 1: IV-13. 
23. kir a (bha×8) [do.] / <Pp.II,210, H.II,368> 

RC: 1: VII-12. {see the no. 69, amalakamala in the section of ak ara 
chandas  
24. l l vat  (32m ends with - )  [no] / no 

RC: 1: XIX-50. 
25. madanahar  (40m ends with la-ga) [madanahara or madanag ha: 40m 

begins with la-la and ends with ga-ga] / no 
   RC: 1: XXII-16. 
26. madanamallik  (- - - - - ) [mallik  or sam n ] / ra-ja-ga-la:<sam n : 

H.II,83, Jd.V,3, Jk.II,66, P.V,6, Rm.V,1, Vr.III,17.>  
   RC: 1: II-5. 
27. madhu (- - - --) [do. or bandhu, dodhaka] / <dodhaka:H.II,130, 

Jd.VI,19, Jk.II,97, P.VI,18, Pp.II,104, Rm.V,28, Vjs.V,24, Vr.III,33, 
tara ga:Vjs.IV,22, bandhu: Pp.II,100> bhittaka:Vjs.IV,55> 

   RC: 1: IV-20. {same as dodhaka and badhu, see no.1 & no.11 in this 
section} 

28. madhutilaka (-- - -- - - :ta-bha-ya-ja-la-ga) [no] / no 
RC: 1: XXXVIII-3. 

29. mattagayanda (bha bha×7-ga-ga) [do. or Indava] / < may ragati: 
Vr.III,12,1 > 

   RC: 2: X-18, XI-33. {same as vijaya, see no.64 in the} section of ak ara 
chandas} 
30. mattam ta gal l kara da aka (ra- -×8) [ga g dhara, ga godaka, 

khañjana or lak m ] /  <Mm.XIX,25:svairi kr ana> 
   RC: 1: IX-35.  {see the no. 71 in the section of ak ara chandas} 
31. mohana (- - --:bha-na-ja-ya) [no] / no 
   RC: 3: V-2,21, X-16. 
32. mo a(na)ka (-- - - -:ta-ja-ja-la-ga) [do.] / Pp.II,147, <mo aka: 

Bh.XVI,28, Jk.II,110.> 
   RC: 30: VI-3, VII-48, VIII-2, XII-34, XIII-13,14,24,25,26, 

XV-9,10,11,12, XVII-55,56, XIX-1,2,42,43, XXI-17,18, XXII-22,23, 
XXVI-1,2, XXX-6, XXXIV-53,54, XXXV-21,22. 

33. motiyad ma ( - - - - :ja-ja-ja-ja)  [do. or mauktikad ma] / 
H.II,172, Jk.II,122, Pp.II,138, Vr.III,64,1 

   RC: 5: IX-7,8, XXX-36,37,38,39. 
34. prakar a da aka (46m.) [no] / no 
   RC: 1: IX-40. 
35. priy  ( - - - -:sa-ja-ja-ga×2)  [no] / <kamal : Mm.XIII,10, 
sa yut :Pp.II,90> 
   RC: 1: I-13. {see the no. 25 in the section of ak ara chandas} 
36. rathoddhat  (- - - - -: ra-na-ra-la-ga) [do.] / Bh.XVI,32, 

XXXII,107, H.II,141, Jd.VI,23, Jk.II,99, P.VI,22, Rm.V,29, Vr.III,38. 
   RC: 1: XI-1. 
37. rol  (24m) [do. yati after 11th which should be la.] / no 
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   RC: 1: I-22. 
38. r pakr nt  

( - - - - - - - - )[do.:la-ga-la-ga-la-ga-la-ga-la-ga-la-ga-la-ga-la
-ga-la] / no 

   RC: 1:XXXIX-39. 
39. s ra (- - ×2) [do.] / <dh r :Pp.II,29, vartma:Jk.II,26>  
   RC: 2: I-9,10. {see the no.5 in the section of ak ara chandas} 
40. s ravat  (- - - -:bha-bha-bha-ga) [do. ] / Pp.II,94, 

<citragati:H.II,113, Jk.II,89, dodhaka: Bh.XVI,24, v tta: XXXII,217> 
   RC: 1: IX-10. {same as dodhaka, see the no.11 in this section} 
41. sam nik  (- - - -:ra-ja-ga) [do.] / Pp.II,58, <u ih:H.II,53, 
k min :Bh.XXXII,105, khe aka:Vjs.IV,76, gomin :Jk.II,58, rakt : Vjs.III,7, 
ikh :Hc.II,53.> 

   RC: 1:II-4. {see the no. 14 in the section of ak ara chandas} 
42. savaiy  (- - - - - - - --:bha×7+ga-ga) [indava or 

mattagayanda] /  <Vr.III,12,1:may ragati> 
   RC: 12: III-15, IV-12,15,19,21,26, V-17,19,26,42, VI-18,45. {same as 

�vijaya�? see the no.64 in the section of ak ara chandas} 
43. rd la-vikr ita (--- - - --- -- -: ma-sa-ja-sa-ta-ta-ga) [do. yati 

after 12th] / Bh.XVI-88,89, H.II,321, Jd.VII,21, Jk.II,228, P.VII,22, 
Rm.VII,5,Sb.I,95, Vjs.V,40, Vr.III,96. 

   RC: 1: III-13. 
44. a ivadan  ( --: na-ya) [no] / H.II,39, Vr.III,8, <kanakalat :Jk.II,46, 

catura : Pp.II,47, makara r : Bh.XVI,4,XXXII,80, mukulit : 
Rm.V,6.> 

   RC: 3: III-7, IV-5, VII-49. 
45. obhan  (24m) [do. yati after 14th, ends with - ] / no 
   RC: 1: VI-16. 
46. si havilokita ( - -:na-na-na-ja-la-ga) 
[do.:na-na-na-na-la-ga] / no  
   RC: 1: I-44ab. 
47. sug ta ( - - - - - - - :ja-bha-ra-sa-ja-ja) [do.] / no 
   RC: 1: I-4. 
48. sumukh  ( - - :na-ja-ja-la-la) [no] / H.II,145, Pp.II,102, 

Vr.III,32, <drutap dagati:Bh.XXXII,229.>  
   RC: 1: VIII-1. 
49. sv gat  (- - - --: ra-na-bha-ga-ga) [svagat ] / Bh.XVI,34,  

H.II,142, Jd.VI,24, Jk.II,98, P.VI,23, Rm.V,30, Vr.III,39, 
Vjs.IV,19,V,25.  

   RC: 37: V-33,41, VI-10, VII-43, IX-14,15, X-36,37, XII-63,64,65, 
XIII-9,11,12, XV-2,3,4, XVII-11,12,14, XXII-17,18, XXVI-3,4ab, 
XXIX-44, XXXI-4,5, XXXII-30, XXXIV-12,13, XXXVI-2,3,4,22,23, 
XXXVII-13, XXXIX-13. 

50. tara gin  (-- - - :ta-bha-ga-la) [no] / no 
   RC: 1: XXII-2. 
51. upaj ti (mixture of to aka and manoram ) [11syllable, combination of 
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indravajr  and upendravajr ] / mixutre:HII,157,  < combination of 
indravajr  and upendravajr : H.II,156, Jd.VI,18, P.VI,17, Vr.III,31, 
indram l :Jk.II,117, Rm.V,27.> 

   RC: 1:XXXIX-8 
52. upaj ti-vajr  (mixture) [no] /no 
   RC: 2: XX-9,10. 
53. v ridhara (- - - - : ra-na-bha-bha) [no] / no 
   RC: 1: XIII-89. 
54. va astha ( - -- - - -: ja-ta-ja-ra) [do. or va asthavila] / 

Bh.XVI,46, H.II,159, Jd.VI,28, Jk.II,143, P.VI,28, Rm.VI,4, Vr.III,45, 
<avabhra : Hc.II,159, vasanthamañjar : VrIII,64,2b, Vjs.V,26, 
uddhavir a: Vr.III,64,2a> 

   RC: 3: XVI-30, XVII-30,31. 
55. va asthavila ( - -- - - -: ja-ta-ja-ra) [do. or va astha] / 

<va astha: Bh.XVI,46, H.II,159, Jd.VI,28, Jk.II,143, P.VI,28, 
Rm.VI,4, Vr.III,45, avabhra : Hc.II,159, vasanthamañjar : 
VrIII,64,2b, Vjs.V,26, uddhavir a:Vr.III,64,2a> 

   RC: 1: XI-3. {same as va asta, see above} 
56. vijoh  (- -- -:ra-ra) [do. or vimoh , joh , dviyodh , vijjoh ] / 

<dviyodh : Pp.II,45, sragvi : Vr,III,9,7, ha sam l : Jk.II,51.> 
   RC: 1: IV-4. {same as bijjoh . see the no.1 in the section of ak ara 

chandas} 
57. vi e aka (- - - - - -: bha-bha-bha-bha-bha-ga) [do. or 

a vagati, n la, l l ] / <a vagati: Vr.III,86,4, a v kr nt :Vjs.III,32, n la: 
Pp.II,170, padmamukh : Jk.II,199, sa gata: HII,265.> 

   RC: 9: III-4, VI-57, VII-34,35, VIII-11,12, IX-27 XXVI-16, XXXI-24. 
 
 
Intentional and unconventional style in the Chand-m l  
Because of our complete dependence on Mi ra�s edition, we cannot 
analyse the text critically.  There appear to be many misreadings in the 
printed text of both the Chand-m l  and the R m-candrik . In this paper, 
however, only the verses stipulating a metre, �haril l �, will be examined. 
 ragana ragana raci nagana puni jagana a ta laghu ni / 
 caudaha ak ara diguru haril l  ura ni // 47 //  
  

�After setting two ra-ga as, you should insert na-ga a and 
ja-ga a.  Furthermore, a short vowel should occur at the end.  
Haril l  is considered to have 14 syllables, beginning with 
another long vowel.� 
 

The above verse can be symbolized as follows: 
/ / /  /  / . (ga-ra-ra-na-ja-la) 

We typically count ga as from the beginning of a verse, like this:  
/ /  / /  . (ta-ta-bha-sa-la-la) 

However, the ga a pattern of Ke av�s sample verse is different: 
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  / /  /  / . (ta-ta-bha-ja-ga-la)  
Both of the above patterns differ from the general pattern of haril l  
(ta-bha-ja-ja-ga-la) [Mahesh: 29].  Even though Ke av exhibited 
originality in his manner of description and in the innovative pattern of 
ga a for haril l , the inconsistency between his prescription and the 
sample verse is unacceptable. 
 Leaving aside this inconsistency, Ke av�s method of description 
arouses our interest in the transmission of traditional prosody.  Often, 
and not only in the case of the above metre, he describes the structure of 
a metre without following the conventional practice of counting ga as 
from the beginning of a verse.  Most poets and scholars must have 
memorized and transmitted the metres following this practice.  If the 
Chand-m l  was also intended to entertain the royal family, Ke av might 
have dared to flout the established formulae of prosody for the 
audience�s enjoyment, without any concern for the future transmission of 
his prosody.  Even if so, another question arises in the intended meaning 
of his discourse in the Kavi-priy  on the effectiveness of combination of 
ga as.  When counting ga as in a verse, if we slur one or two syllables, 
the combination of ga as will be counted quite differently.  It is thus 
difficult, if not impossible, to ascertain his intended scansion in many 
cases.  Ke av�s discourse on the combination of ga as might also then 
have been meant merely for the entertainment of his patrons. 

Whether these features are idiosyncratic to Ke av will become 
clear only after an extensive investigation of the other scholars and poets. 
 
 
Conclusion 
From the above examination, we can make the following observations.  
1) Even though Ke av uses the doh , a typical Braj bh  metre, most 
frequently (in 332 verses out of a total of 1,667 verses in the 
R m-candrik ), he attempts to apply the traditional Sanskrit and Prakrit 
metres, particularly ak ara chandas, to Braj bh  poetry as much as 
possible.  This can be quantitatively verified: 55 of the 77 types of 
ak ara chandas in the Chand-m l  are traditional metres, and of the 135 
types of metres used in the R m-candrik , 91 originate in traditional 
prosody.   

This finding is substantiated by the fact that the number of 
ak ara chandas prescribed in the Chand-m l  and used in the 
R m-candrik  is more than that of m tr  chandas in each work: the ratio 
of ak ara chandas to m tr  chandas is 77 to 26 in the Chand-m l , and 
104 to 31 in the R m-candrik . 

Ke av declared his conversion to a vernacular poet in the 
Kavi-priy  (II, v.17), but because his father and brothers were Sanskrit 
poets, his main poetic training was most probably in Sanskrit. 
 
2) However, among the preceding works on prosody, the 
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Pr k ta-pai galam has the largest number of metres whose title or 
construction matches to that of the one known to Ke av.iii  In this work 
as well, ak ara chandas are described one and a half times more than 
m tr  chandas.  Although we cannot assert with certainty that Ke av 
depended mainly on the Pr k ta-pai galam, there is no doubt that these 
two, Ke av and the author of the Pr k ta-pai galam, shared fairly 
similar poetic backgrounds. 
 
3) Many metres used in the R m-candrik , 57 out of a total of 135, are 
not described in the Chand-m l , which was composed two years later.  
Naturally, Ke av does not describe the 29 types of metres that are each 
used only once in the R m-candrik .  On the other hand, it remains 
unclear why Ke av does not mention metres such as dodhaka in the 
Chand-m l , despite employing this metre no less than 115 times in the 
R m-candrik .  This fact suggests that Ke av did not compose the 
Chand-m l  as a compilation of his knowledge of prosody.  Thus, we 
may infer either that the Chand-m l  is incomplete, or that he depended 
on some other existing works. 
 
4) Clearly, the R m-candrik  is intended as a Braj bh  version of the 
R ma epic.  Considering the contemporary tendency for R ma stories to 
be composed in the Awadh  dialect and K a legends in Braj bh , it is 
siginificant that Ke av composed his R ma story in Braj bh .  He 
most likely intended to create a work that presents various examples of 
metres through the most popular of traditional Hindu stories.  Ke av�s 
attempt appears to be a sort of second advent of the Bha i-k vya (6th-7th 
c.), which  aimed to explain Sanskrit grammar though the R ma story 
and acquired currency even in Southeast Asia.  Is it sheer coincidence 
that the Bha i-k vya has 1650 verses and the R m-candrik  1667 
verses ? 
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i Krishnamoorty summarizes the descriptions of do a by Bharata, Bh maha, 

Da in, V mana, Rudra a, nandavardhana, Kuntaka, Mahimabha a, 
Bhoja, and Mamma a [Krishnamoorty].  This study is more informative 
than the introduction by Kane [Kane:392].  Ke av demonstrably follows 
previous Sanskrit poetic theories of do a [Bh n gar: 151-152], but his style 
of description must be original.  
 Ke av treats the do a of rasa (ana-rasa) in the last (16th) chapter of his 

Rasik-priy  [Mi ra 1954]. 
ii Ke av subdivides the g th  metre into 27 types [ChM, v.12-14] and the 
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doh  metre into 23 types [ChM, v.18-20] on the basis of partial differences 
of syllabic length. 
iii Bha n gar investigates similarities of the description of more than 70 
metres in the Chand-m l  to those in preceding works on prosody, such as 
K lid sa �s Srutabodha, Var hamihira�s V hat-sa hit , K emendra�s 
Suv ttatilaka and so on.  Her study has the advantage of treating more pre- 
Ke av works than in this paper, but it is unfortunately not comprehensive. 



 



 
 
 
 

Marriage Ceremony Scenes and 

Metrical Forms in the 16th 

Century Hindi Narratives 

Padm vat and R mcaritm nas 
                    

Teiji Sakata 
 
 
 
Introduction 
 
Padm vat and R mcaritm nas have been narrated in the Avadh  dialect of 
eastern Hindi from the 16th century to the present day. They were later 
written down, and many manuscripts have been found, on the basis of 
which we now have various published versions of the works.   

Padm vat was composed by the Sufi poet Malik Muhammad 
J ys  around 1540. J ys  adopted the local romance of Princess Padmin  
and King Ratnasen to create an allegorical romance for popularizing the 
Islamic mystical teaching that one should try at any cost to become united 
with the Supreme Being, who appears in this world as a beautiful maiden. 

R mcaritm nas was probably begun in 1574 by one Vaishnava 
Brahman Tuls d s and was completed after several years. It was 
composed according to the traditions of the R ma story, traditions 
including the ancient R m ya a attributed to V lm ki and the 15th-16th 

century Vedantic Adhy tma R m ya a, both narrated and written in 
Sanskrit.  

This short contribution is organized in the following way. First, 
the marriage ceremony scenes of Padm vat and R mcaritm nas will be 
presented in English translation. We will then examine the metrical forms 
and narrative devices adopted for narrating the marriage scenes of 
Padm vat and R mcaritm nas. 
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[I] The Marriage Ceremony Scenes of and Padmin  and Ratnasen in 
Padm vat  
Padm vat consists of two portions. In the first, King Ratnasen of Chittor 
tries and succeeds in marrying Princess Padmin  of Si hala; then in the 
second, Sultan Al udd n of Delhi demands that Padmin  be handed over to 
him. This leads to a fierce battle between the armies of Ratnasen and 
Al udd n, in which Ratnasen is finally killed. Thus Padm vat is an 
integrated work of romance and war. 
         This integration results in �a long poem of some six thousand 
lines in a regular stanza pattern of seven caup  lines followed by a doh � 
[McGregor 1984:67]. The term caup  (quatrain) ideally refers to a 
two-line unit containing four equal parts. Each line, known as an ardh l , 
consists of 32 beats, the final beats of the former and latter portions must 
rhyme [Lutgendorf 1991:14]. But Lutgendorf notes that �in practice the 
term caup  refers to any single line in this meter, and a person requested 
to recite �a caup ��will usually quote an ardh l � [ibid.]. Counting the 
beats of Padm vat, it is apparent that McGregor here refers to an ardh l  
by the term caup . Thus the description by McGregor quoted above 
should read �a regular stanza pattern of seven ardh l  lines followed by a 
doh .� A doh  (couplet) has two lines, each line of which consists of 
unequal parts, usually of 13 and 11 beats respectively, with the rhyme 
falling at the end of each line [Lutgendorf 1991:14, 15].  
         The text chosen here has been edited and translated into 
modern Hindi by M t pras d Gupt. Each ardh l  of 32 beats will be 
written as two lines, whereas each line of a doh  will be written as a 
single line. As a result, the seven ardh l  lines of the original passage will 
be rendered as 14 lines, and the two doh  lines as two lines in the author�s 
translation. Thus one stanza of the original work, consisting of seven 
ardh l s and two lines of a doh s, corresponds below to 14 plus two lines, 
for a total of 16 lines. 
The numbers given in blackest are those of doh s. 
 
A. Preparations for the Marriage Ceremony of Padmin  and Ratnasen  
King Ratnasen of Chittor, informed by a parrot that a beautiful princess 
named Padmin  or a lotus lady is living on Si hala Island, went to the 
island to be united with the celestial being appearing as a princess, and 
obtained permission from the King of Si hala to marry her. Stanza No. 
285 narrates how the ceremony is prepared. 
  

The banquet for the guests is over, and sugar-water is whirled round, 
     Saffron-colored perfume is also whirled round. 

 All the guests enjoyed betel leaves enough, 
and were ready to attend the marriage ceremony. 

   The golden pavilion for the ceremony stands high in the sky, 
     festoons of flowers hang from the pavilion like brilliant stars. 
   The seats are arranged under the umbrella, 
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     the squire corner for the couple is decorated with jewels. 
   The golden pot full of water is prepared, 
     the bridegroom approaches the angel-like bride. 
   The ends of their clothes are firmly knotted, 
     not to be separated in this world or the world next. 
   Priests read out the sacred Vedic verses, 

and call out the names of Padmini and Ratnasen with their zodiacs. 
      The couple of the pure Moon and the Sun are now united, 

     the Sun is fascinated by the Moon and the Moon by the Sun.  
[285] 

 
When the banquet for the guests is over, the corner for the couple 

is ready at the marriage pavilion. The clothes of the bride and bridegroom 
are firmly knotted and the priests read out the sacred Vedic verses. All 
these customs, described in seven ardh l s, are traditional preparations for 
a Hindu marriage ceremony. At the end, the doh  concludes that the bride 
and the bridegroom are fascinated by each other. 
 
B. The Marriage Ceremony of Padmin  and Ratnasen  
Thus prepared, the marriage ceremony of Padmin  and Ratnasen is 
performed in complete accordance with Hindu tradition, as narrated 
below. 
 

The names of the two and their family lineages were pronounced,   
beautiful ladies are singing marriage songs.    

 Handed to the Moon-like bride was the Garland,  
       around the neck of the Sun-like bridegroom it was placed. 
   And the Sun, receiving a garland from the ladies surrounding them,  

places a garland round the neck of the Moon,       
   Then the bride offered the bridegroom water in her horrowed hands, 
       swearing an oath that to sacrifice her youth and life to him. 
   The bridegroom receives the water of oath from the hands of the bride, 
       their clothes knotted at the ends to show they are united. 

The moon and the Sun circumambulate the marriage fire god, 
       to them the star-like ladies offers many precious pearls. 

The couple perambulate the fire god seven times, 
    with their clothes knotted and united tightly. 
          Circumambulation completed, gifts offered suitably, 

            the marriage gifts offered to the bride are  
beyond description. [286] 

 
The family lineages of both sides are pronounced, and the bride places the 
marriage garland around the neck of the bridegroom. After the bridegroom 
receives sacred water from the bride, the couple circumambulate the 
marriage fire god seven times. This minute description is followed by a 
doh , confirming that the circumambulation is now complete and the 
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whole ceremony has been properly and successfully performed. 
 
[II] The Marriage Ceremony Scenes of R ma and S t  in R mcaritm nas 
R mcaritm nas was composed by Vaishinava Brahman Tuls d s in the 
popular language or dialect of Avadhi, and is the representive work of 
bhakti or devotion on the way for establishment in Hindi language area of 
the 15th -16th centuries. This R ma story was probably begun in 1574 and 
was completed over several years, some thirty years after than J ys �s 
romance Padm vat. 

M nas narrates the whole life of prince R ma: his birth in 
Ayodhy , marriage to Princess S t , exile of the newly-wed couple to a 
deep forest where S t  was kidnapped by the Demon R va a, fierce battle 
between R ma and R va a in R va a�s territory of La k , R ma�s victory 
over R va a, rescue of S t  by R ma and their trumphant return to 
Ayodhy . 

At some 10,000 lines, R mcaritm nas is substatially longer than 
any of the Avadhi ronances which it resembles in language and 
caup -doh  stanza pattern [McGregor 1984:111]. This R ma story in 
seven books is basically narrated in caup -doh  stanzas as McGregor 
observed. But it also employs other metrical forms, including harig tik  
chand which is inserted at moments of heightened emotion, sora h  which 
is a variation of doh , and Sanskrit couplets or lokas to open each Book 
[Lutgendorf 1991:13-17]. 

     In M nas, a caup  (quatrain) is a two-line unit containing four 
equal parts. A harig tik  chand (often referred to by its shortened name 
chand) comprises four equal lines of 26 to 30 beats, and the final syllables 
in each line rhyme. A sora h  is a variant of doh , each line of which 
consists of two unequal parts, usually of 11 and 13 beats respectively, with 
rhymes falling at the end of the first segment. Finally a Sanskrit loka 
consists of lines of 16 syllables [Lutgendorf 1991: 13-17]. 

The basic source for the marriage ceremony scenes of R ma and 
S t  is the widely accepted version edited and translated into modern 
Hindi by Hanum npras d Podd r, and its English translation by R. C. 
Prasad, that is Tulas d sa's r  R macaritam nasa, to which some 
additions and changes have been made by the present author. In this case 
also, the original two-line caup s and chands will be rendered as four 
lines, and the two doh  lines in the original correspond to two lines in the 
translation. All passages presented here are from Book One, i.e. the book 
of R ma�s childhood. The numbers in round brackets (parentheses) refer 
to caup s, the letters in round brackets to chands, and the numbers in 
square brackets to doh s. 
 
A. Preparations for the Marriage Ceremony of R ma and S t  
R ma, breaking the huge bow, was authorized to marry Princess S t . 
After the banquet for the guests, the bride and the bridegroom arrived at 
the ceremony pavilion.  
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In the golden vases and trays beautifully jewelled, 
 fragrant holy water is filled. 
With their own hands the rejoicing king and queen, 
 in front of R ma they placed the holy water.           (3) 

    The sages recited the Vedas in propitious tones, 
     and from the sky fell flowers at the favourable hour. 
    The royal couple were enraptured to behold the bridegroom, 
     and began to wash his holy feet.                    (4) 
 
The passage above contains two of the four caup s, which are followed 
by four chands to describe the heightened emotion of this scene: 
     

With their whole frame trembling with rapturous love, 
         the royal couple began to wash R ma�s lotus feet. 
    The sky, the city and the four quarters of the world were swept over, 

by the sounds of singing and kettledrums and shouts of victory.    
(first half of A) 

  
Reciting the family genealogy of bride and bridegroom, 

 priests of the both sides joined the hands of the couple. 
    Seeing the bridegroom accepting the bride�s hand, 
        Brahma and the other gods, men and sages were filled with joy.        

(first half of C) 
     

When oblations had been offered to the sacred fire and  
the garments knotted, 

        the bride and the bridegroom began to circumambulate  
the fire god.    

(last line of D) 
 
This is summarized and confirmed in the following doh :  

At the voice of huzza, praises by the bards, the recitation of  
Vedas and the songs, 

the all-wise immortals rejoiced and rained down blossoms 
 from the tree of paradise. [324]                                                 

 
We find here that the preparations for the marriage ceremony of 

R ma and S t  in R mcaritm nas are quite similar to those of Ratnasen 
and Padmin  in Padm vat-: fragrant holy water is offered, the clothes of 
the bride and bridegroom are firmly knotted, and the priests read out the 
sacred Veda verses. Yet although the translation given above includes only 
about half of the original, the manner of describing the marriage 
preparations is much more detailed and extended than the description of 
the same procedure in Padm vat, which was quoted in full in section I.A. 
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B. The Marriage Ceremony of R ma and S t  
After the preparations have been properly carried out, the marriage 
ceremony of R ma and S t  proceeds as follows.  
 

The bride and the bridegroom elegantly circled the fire,            
all present there feasted their admiring eyes upon the spectacle. 

       The enchanting pair cannot be described, 
    nor can any simile be employed.                       (1) 

 
The sages bade the bride and the bridegroom pace around the fire, 

  and performed every rite, followed by offering of ceremonial gifts. 
R ma applied vermilion to S t �s head, 
    the scene is unexpressably charming.                   (4) 

 
    R ma�s arms look like fragrant lotuses, 

 S t �s face is so bright like the Moon. 
Then sage Vasishtha gave the direction, 
    and the bride and the bridegroom sat together on one seat.  (5) 

 
We observe that five caup s, not the usual four, elaborately depict the 
process of the marriage ceremony. 
      These are followed by four chands describing the rejoicing of 
King Dasharatha and King Janaka, as well as the weddings of R ma�s 
younger brothers with another of Janaka�s daughters and his nieces. 

  
 R ma and Janaka�s daughter sat together on a excellent high throne, 

        and as R ma�s father, King Dasharatha fixed his gaze upon  
them, he rejoiced.                      (first quarter of A) 

 
Then at Vasisitha�s order Janaka provided all things 

necessary for the marriage ceremonials 
and sent for the other three princesses, 

 Mandavi, Shrutakirti and Urmila.  
Mandavi, the eldest daughter of his younger brother Kushaketu, 

  was an embodiment of gentleness, virtue, joy and beauty.  
The king gave her in marriage to R ma�s younger brother Bharata, 

     after affectionately performing every rite.               (B) 
 

The following two chands relate how King Janaka gave Urmila to 
Lakshmana and Shrutakirti to Shatrughna (C) and how, when each pair of 
bride and bridegroom saw that they were well-matched with each other, 
they felt shy, but were glad (D).   
 
      Then, concluding doh  (no. 325) alludes that the four married 
couples symbolize the four ends of life obtained. 
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The Lord of Avadh was delighted to see his four sons with their 

brides.  
As though the jewels of monarchs had realized the four ends of life.*   

[325] 
* Worldly riches, religious merit, sensual enjoyment and liberation. 

 
Once again, we observe that the description of the scene of the marriage 
ceremony of R ma and S t  is lengthy and elaborate, even in the abridged 
version given here.    

      
 
[III] Conclusion: Metrical Forms and Narrative Devices 
We have examined the narration of marriage ceremonies in the English 
translations of two major works of 16th-century Hindi poetry: the marriage 
ceremony of Ratnasen and Padmin  in Padm vat; and that of R ma and 
S t  in R mcaritm nas. I assume that these two works were composed 
with different intentions: Padm vat was narrated to popularize Sufism, or 
Islamic mysticism, while R mcaritm nas was written to promote the 
establishment of Hindu Vaishnavism. But the descriptions of the 
preparations for marriage and of the marriage ceremony itself are quite 
similar in the two works, and probably reflect Hindu marriage customs of 
the period, which are largely the same as those practiced today.  

The metrical forms employed in the two works are basically 
caup s and doh s. In Padm vat, three and a half caup s or seven 
ardh l s are followed by one doh . This scheme is regularly maintained 
for the scenes analyzed above, without any exception.  In 
R mcaritm nas, on the other hand, stanzas are usually made up of four 
caup s and one doh , but some contain five caup s, such as the stanza 
which concludes with doh  325. Moreover, M nas very often employs 
harig tik  chands or chands between the caup s and doh . This metrical 
form is employed at moments of heightened emotion and elaborates upon 
the preceding description. Thus the metrical construction of 
R mcaritm nas is rather complex compared to that of Padm vat.  

Rhyming plays a crucial role in contributing to the flow of 
narration, which is especially important for narrative poems or epics as 
extensive as Padm vat and R mcaritm nas. Within each ardh l , the final 
syllables of the former and latter portions usually rhyme. Consider for 
instance the first two ardh l s in stanza 286 of Padm vat (transcriptions 
from the original are given in round brackets, next to the English 
translation).  

 
The names of the two and their family lineages were  
pronounced (uc r ),   

  beautiful ladies are singing marriage songs (ma galc r ).    
   Handed to the Moon-like bride was the Garland (jaym l ),  
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around the neck of the Sun-like bridegroom it was placed(gh l ).   
 
It is obvious that the first two lines rhyme with -c r  and following two 
lines with - l . Similarly, the third caup  of stanza 324 of 
R mcaritm nas runs as follows:  
 

In the golden vases and trays beautifully jewelled (r re), 
          fragrant holy water is filled (p re). 

With their own hands the rejoicing king and queen (r n ), 
          in front of R ma they placed the holy water ( n ).  

 
Here the first two lines rhyme with - re and following two lines with - n . 
In both cases, rhyming gives rhythm to the narration of the marriage scene 
and so contributes to the flow of the story.  

In closing, let us briefly examine the narrative devices adopted in the 
marriage ceremony scenes of the two works. Observers may have noticed 
that the viewpoint in Padm vat is confined to the golden pavilion and the 
characters in and around it. It can be said that the narrative is composed of 
on-the-spot observations of the people concerned: the bridegroom and the 
bride, the invited guests and priests. In contrast, R mcaritm nas is 
narrated from various viewpoints: or example, �The royal couple began to 
wash R ma�s lotus feet� is an on-the spot observation under the marriage 
pavilion, while the next line provides a wider perspective: �The sky, the 
city and the four quarters of the world were swept over� (first half of A in 
[324]). 

To conclude, both works, composed in a language based on the 
Avadhi dialect of 16th-century Hindi, have basically employed caup  and 
doh  metrical forms suitable for extended narratives. The forms appear in 
Padm vat in a regular pattern, with three and a half caup s or seven 
ardh l s followed by one doh . By comparison, the metrical forms in 
R mcaritm nas are rather more complex: the numbers of caup s allow 
for some exceptions, and harig tik  chands or chands are often inserted 
between the caup s and the concluding doh . As for the narrative devices 
adopted in the two works, Padm vat is rather straightforward in 
concentrating on one point of observation, whereas R mcaritm nas is 
described from various viewpoints: on-the-spot descriptions are followed 
by a wide view. 
     Although only two stanzas of these works are examined in this short 
paper, the tendencies noted here may be observed throughout Padm vat 
and R mcaritm nas. Judging from the metrical forms and narrative 
devices presented and discussed above, we may conclude that the 
allegorical story of Padm vat is an excellent example of narrative poetry, 
and the bhakti or devotion-oriented R mcaritm nas a complex, finely 
crafted narrative drama of the first rank.  
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Kab r�s doh :  

its History and Conceptsi 
 

Taigen Hashimoto  
 
 
 
 
 

In the poetry collection of Kab r (ca.1398-1448) and others Sants, 
doh  is called s kh . The s kh , judging from a description in the 
original text, B jak (� the Key to Concealed Truth�, BI) of Kab r, is a 
word derived from Sanskrit (Skt.) s k in; meaning "(a phrase of) the 
testimony". 

Doh  is a couplet, the meaning of which is complete itself, and 
would be classified in "muktaka" (independent verse) according to 
tradition of the classical Indian literature. To simply describe the doh  
as a couplet is insufficient. Because there are many kinds of couplets 
and each has a characteristic of the poetic form.ii 

I quote one of Kab r's doh s for an illustration out of very few 
verses which are common both to Pañcav  (PV)iii and BIiv. 

 
hriday  bh tara ras , mukha dekh  nahi  j ya | 
mukha to tabahi  dekhiho, jaba dila k  duvidh  j ya ||  
(PV s kh  13. 8; BI s kh  29) 
 
In a heart there is a mirror,  

though one cannot see one's own face. 
One can see one's own face,  

when the doubt of the heart fades away. 
 
The first point to be noticed is that the verse has extremely 

short form. According to the rule of Pr k tapai galamv, which is a 
poetic treatise on poetic meters used in Apabhra a and the old forms 
of the New Indo-Aryans, edited in 14 century, a standard form of doh  
is as blow. 
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teraha matt  pa hama pa , pu u e raha deha | 
pu u teraha e rahaï, doh  lakka a eha || 78 || 

 
Give 13 m tr s into the first quarter [of p das],  

then 11 m tr s into the next quarter. 
Then [give] 13, 11 m tr s [respectively into the third,  

four quarter], this is a characteristic of doh . 
 

This means that each line of doh  has 24 m tr s, and it is one 
of the shortest quantitative meters of Hindi poetry. Furthermore, each 
line forms a complete sentence as could be seen in the above doh . In 
other words, doh  needs extremely concise expression and can express 
only quintessence of a thought, and elaborate expression in doh  is 
nearly impossible. 

A doh  has following characteristics as a whole.  
1. The last two syllables of each line rhyme. 
2. In the middle of each line, there is a caesura (yati) after 13 

m tr s, and it marks the semantic break in the sentence.  
Although it is not clear in the above illustration, 

3. There is a slight rhythmic pause after the first six m tr s 
within each half-line (p da), and it shows the pause of the 
phrase within the sentence. 

It may be concluded that doh  is the poetic form that has all the 
requirements for oral reciting and memorization, namely strict end 
rhyme, division into smaller rhythmic units and a close relationship 
between rhythmic units and units of meaning. Because doh  has these 
elements, it is not only a concise form, but also seems easy to 
remember.  

Furthermore, general characteristics of doh  are the 
correspondence or the antagonism between the first line and the second 
line, and also between the first and second half-line in the each 
rhythmical pattern and meaning. This kind of poetic structure is typical 
of the proverbs, and, in fact, is one of the favorite meters of Hindi 
proverbial sayings. vi  Thus doh  is not only concise and easy to 
memorize, but also has highly persuasive and aphoristic contents, 
carrying wisdom and universal truth refined by tradition. 

The oldest instance of a doh  is, as widely known, used in the 
fourth act of the Northern recension of K lid sa's Sanskrit drama 
Vikramorva ya (�Uruvas  acquired by bravery�). vii  Though many 
opinions were given on the authenticity of this doh , scholarly opinion 
agrees that there was some form of Apabhra a literature by the sixth 
century A.D., and that the doh  was from the beginning the major 
poetic form.viii 

The doh  appears indeed as a new poetic form closely 
associated with the rise of Apabhra a. 
Whereas the meters of Skt. and the Prakrit (Pkt.) are rigidly 
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syllable-counting with a fixed order of feet (p das) within each line, 
the doh , as having been mentioned above, has a considerably flexible 
structure based on m tr  or moraic count alone. Furthermore, while in 
most Skt. and Pkt. meters end-rhyme is optional, this end-rhyme is 
fundamental feature of the doh  and other meters of Apabhra a 
origin. And the doh  apparently differs from Skt. and Pkt. meters in 
that its form suggests oral composition and reciting. 

The etymology of doh  is, according to the Skt. commentary of 
Pr k tapai galam is dvipath ix, and dodhaka, dvipad  or dvipathaka 
(which mean Skt. couplets ) can be assumedx, but perhaps the poetic 
form itself will be a non-Sanskritic popular origin. A theory 
propounded by Hermann G. Jacobi (1850-1937), still generally 
approved, is that there may have been some relations between the 
end-rhyming poetic forms as well as doh  and foreign peoples who 
invaded from northwest India just after A.D. In this connection, bh ra 
(Skt.)> Ah r clan are specially suggested because of its rule over the 
large domain, its role in development of the K a cult, and its 
undoubted influence on the development of Apabhra a. 

Whatever the exact origin of the doh s, it became the dominant 
poetic meter of Apabhra a, just as the g th  was the main meter of 
Pkt. and the loka of Skt. According to Haz r pras d Dvived , 
d h vidy  (the science of doh ), found in some texts was practically a 
synonym of the Apabhra a literature. 

Doh , indeed, is a prominent vehicle in all of the different 
kinds of Apabhra a literature that have come down to us: grammars 
and works on meters, Jaina didactic anthologies, secular love 
narratives, collections of utterances of Sahajay na and of N th Yog s 
and, finally, r so literature of R jasth n in praise of kings.  

Between the didactic doh s of the Sants like Kab r etc., and 
those of their Jaina and Buddhist predecessors in the medieval north 
India, the remarkable similarities are pointed out in the basic tone and 
contents. For example, P hu adoh  (�Gift of couplets�)xi, written by 
Jaina ascetic R masi ha (about 1000 A.D.) criticizes that the 
knowledge got from books is religiously empty, and its utterances 
extremely resembles the sayings of Kab r. 

 
bahuyai  pa hiyai  m ha para, t l  sukkai je a | 
ekku ji akkharu ta  pa hahu, sivapuri jammai je a ||  
  (P hu adoh  97) 
 
You have read a lot and become fool,  

even if your tongue gets dry. 
If you read only that one letter,  

you will be borne in iva's abode. 
 

poth  pa hi pa hi jaga muv , pa ita bhay  na koi | 



166                       Taigen Hashimoto 
 

ekai khara prema k , pa hai so pa ita hoi ||    
(PV s kh  19.4)  
 

While reading books, the world died,  
and no one became Pa it (learned). 

Just one letter of word 'love',  
if one read it and then will be a Pa it. 

 
The similarity in tone and contents between the doh  collection 

(doh ko a) of Siddhas of Buddhist Sahajay na (about 8-11 centuries 
A.D.) and of Sants is more remarkable. The strong continuity in the 
subject is seen in the doctrine of Siddhas and Sants, and the attitudes 
and central concepts of the Siddhas were carried into the religion of 
Sants.xii The Siddhas had a very critical attitude towards established 
religions and their representatives, particularly Brahman priests. This 
is the same of Sants. 

This critical attitude is frequently described in their doh s. In 
the Doh ko a of Sarahaxiii, the following verse could easily have been 
uttered by Kab r. 
 

bamha ehi ma j anta hi bheu | evai pa hiaü e ccau beu || 1 ||  
ma  p  kusa lai pa hanta | gharahi  baïs  ggi hu anta || 

kajje birahia huabaha home  | akkhi ah bia ka ue  dhume  // 2 // 
 
Brahmans do not know the truth, but they recite four Vedas. 
They chant the mantras over soil, water,  

ku a grass and sit at home and burn their fire. 
Even if one gives offerings to the fire  

of homa without a purpose, smoky smoke roasts one's eyes. 
 

The Siddhas mistrust the written word, seeking mystical 
experience beyond the limit of the language in the same way as Sants. 
Saraha expresses this motif, appearing quite frequently in the utterance 
of Kab r in another doh  as follows. 

 
akkhara b h  saäla jagu, hi irakkhara koi | 
t ba se akkhara gholi , j ba irakkhara hoi || 88 || 
 
The whole world is bound by words,  

there is no one free from words. 
Only then one can understand words,  

when one becomes free from words.xiv 
 

The doctrine of Siddhas was a form of Tantric Yoga. Their aim 
was a true experience of the state of sahaja, the Ultimate Reality in the 
inside of the self. The method includes control of the functions of the 
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mind by Yogic training. Though Sants tended to reinterpret this goal 
symbolically, Sant doh s expressing the direct experience of the 
Ultimate state are slightly different from those of Siddhas. 

 
jahi ma a pava a a sañcarai, ravi sasi ha pavesa | 

     tahi ba ha citta vis ma karu, sarahe  kahia uesa || 25 ||xv 
 

Where mind and vital breath do not change,  
and the sun and the moon do not go in and out of. 

Oh fool, rest your heart there, thus Saraha teaches.  
 

jihi bani s ha na sañcarai, pa khi u e nahi  j i | 
rai i divasa k  gami nah , tah  kab ra rahy  lyau l  ||     
(PV s kh  10.1) 

 
In the forest where a lion does not get to,  

and a bird cannot fly in. 
There, day and night does not extend to, Kab r lives absorbedly. 

 
Elements of the yoga accepted in the doctrine of Sants had 

spread out in all India in about ten centuries, and they were brought by 
Yogic ascetics of the N th sect which had considerable influence to the 
people at the lower stratum of the society.xvi The N th sect succeeded 
both to asceticism of aiva tradition and to the esoteric practices of 
Buddhist Siddhas of Sahajay na. 

The teachings of the N ths have many commonalities with 
those of the Siddhas, though they emphasize control of the breathing 
and physical methods to get psychological stages and reject erotic 
ritual of the Siddhas. Their influence on the Sants was less in their 
practice method, but N ths transmitted to the Sants their heterodox 
attitudes against established religions and their emphasis on values of 
bodily purification and self-control. Furthermore, the Sants inherited 
the technical vocabulary and mystical symbolism of the N ths and 
tried to give them new meanings.  

Most of literatures of Gorakhn th, the founder of the N th 
panth, were written in Sanskrit and are technical treatises on 
Ha ha-yoga. However, his philosophical and ethical teachings for the 
people are compiled as a collection of aphorisms in a very similar form 
of hybrid language, in which Sants of Northern India used to teach.xvii 
The collection of these aphorisms is called sabd s (<Skt. abda), and 
though most of them are in meters other than doh , almost of them are 
couplets, and function like doh s.   

Thematically, as well as their imagery and vocabulary, they 
seem to be a link in the tradition of didactic doh . Some of these 
sabd s are found only slightly changed, in the later doh s of Sants. 
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hind  khai  r ma kau , musalam na khud i | 
      jog  khai  alakha kau , tah  r ma acchai na khud i ||   

(Gorakha-b n  sabd  69) 
 

The Hindu calls on R m, and the Muslim calls on Khud . 
The Yog  calls on the Invisible,  

in whom there is neither R m nor Khud . 
 

hind  m  r ma kahi, musalam na khud i |  
kahai kab ra so j vat , jo duhu  kai nika i na j i  ||  
(PV s kh  31.7) 

 
The Hind  dies saying R m, the Muslim Khud . 
Says Kab r, one survives who goes near to neither. 

 
Gorakhn th describes the ultimate state of sahaja which he got 

by the practice of Ha ha-yoga as follows. 
 

n jhara jhara ai  a m rasa p va , a a dala bedhy  j i | 
canda bih  c i  tah , dekhy  r  gorakhar i ||    
(Gorakha-b n  sabd  171) 
 
The spring has burst forth and I have drunk the am ta,  

by penetrating six lotus flowers. 
Where there is moonlight without moon,  

there I saw Lord Gorakhn th. 
 

The same doh  is found in Kab r, which has little technical 
vocabulary of the Ha ha-yoga. 

 
mana l g  unamanna sau , gagana pah c  j i |  
c da bih n  c din , tah  alakha nirañjana r i ||   
(PV s kh  5.15 ) 
 
Mind has entered the state of the reversal,  

and climbed the vault of sky. 
 Where there is moonlight without moon,  

there reigns the Invisible, Immaculate King. 
 

By the end of fourteen century, when earliest Sants of North 
India had begun to preach their teaching of the devotional love to the 
god without any attribute (nirugu a bhakti), the doh  was already 
established itself in tradition of the Hind  literature. Doh  is most 
popular poetic meter, not only in the Apabhra a, but also in medieval 
Hindi, a situation which it has retained today. 

As we have seen above, doh  had been used for both secular 
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and religious literary expression, but as an independent aphoristic 
verse, it was primarily used for religious expressions. As the Bhakti 
movement developed in various forms over North India during the 
15th century and subsequent centuries, inspiring the creativities of 
medieval literary dialects of Hind , and although it might have been 
expected that all the bhakti poets would make use of doh  for 
expression of their own thoughts, however, it remained as expression 
means of nirugu a bhakti of Sants. And it never became an important 
genre to express devotional love to Lord God (sagu a bhakti) with 
attributes, R ma and K a. 

At first, an explanation of this situation might be suggested; as 
slightly cleared in the historical development, the doh  as expression 
means of religious thoughts had been primarily associated with 
heterodox religious traditions. For Sants as spiritual heirs of these 
traditions, continued use of the doh  was only natural. In contrast, the 
devotee (bhakt <Skt. bhakta) of the orthodox Vai ava may have had 
some uneasiness in using a mode of expression associated with 
heterodox teachings. Tuls d s (1532-1623) states, in a doh  which 
criticizes the heterodoxy of Sants, that doh  (s kh ) is a poetic form 
associated with it.  

 
s kh  abd  dohar , kahi kahan  upakh na |  
bhagati nir pahi adhama kavi, nindahi veda pur a ||  
(Doh val  doh  554)xviii 
 
By reciting s kh , abd , doh , tales and the stories, 
Vulgar poets expound bhakti,  

while scorning Vedas and the Pur as. 
 

Another factor relates to the poetic form. The difference 
between Sagu a bhakti and Nirugu a bhakti has a literary as well as a 
theological aspect. Whereas Sagu a poetry is based on myths of R ma 
and K a, generally speaking on stories, the only base of the poetry of 
Nirugu a is religious experiences of the poets. Therefore, the poets of 
Sagu a can present a story or a drama, the poets of Nirugu a can 
present moments of direct realization of the truth existence. Thus, 
because doh  form has the concise nature and strength of the 
expression, it was suitable for poetry of Nirugu a bhakti and was too 
short for the poetry of Sagu a bhakti.xix 

By the way, doh s of Sants are called almost referred to as 
s kh . However, like the doh  form itself, the term s kh  predates the 
Sants. The Siddhas of Sahajay na used this word, derived from Skt. 
s k in (a meaning of "an eyewitness, evidence, a testimony") in its 
primary sense. In other words, this term refers to a person who has 
directly experienced enlightenment and can therefore talk about 
religious truth with authority. Gradually, especially in the literature of 
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N th panth , it came to mean the words of the enlightened person. Thus 
if the words ( abda) is the inner revelation of the True Guru (sadguru), 
s kh  may be said the authoritative utterance that testifies the inner 
revelation and instructs to lead others towards to it. Kab r says this 
idea as follows. 

 
s kh  kh  gy na k , samujhi dekhu mana m hi  | 

     binu s kh  sa s ra k , jhagar  chu ata n hi  ||  (BI s kh  353) 
 

S kh s are the eyes of wisdom; try to understand in your heart. 
Without s kh s there is no end to struggles of this mundane world. 
 

In the place where the term s kh  reached the Sants, it had 
become so closely associated with the doh  that the two words became 
practically synonymous. Thus s kh s come, it was with one form of 
two main genres of the collection of sayings (sant b n ) of Sants of 
north India, and, as for the other, it was in a Buddhist chant to be 
called sabad <Skt. abda or pad <Skt. pada in this way. 
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i This paper is a revised version of the author�s previous paper "Kab r's 

doh : its History and Doctrine," Bulletin of Orientology, Vol. 21 (in 
Japanese) (Bulletin of the Faculty of Letters, Toyo University, Vol. 42.) 

ii Dh rendra Varm  et al. (eds.), Hind  s hitya ko  (2 bh g, V r as : 
Jñ nma al, 1963 (dvit ya sa .)), Bh g 1, pp. 649-653. 
iii The PV refers to a collection of sayings by the five Sants (D d , Kab r, 
N mdev, Raid s, and Harid s) compiled by members of Dad -panth, 
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famous Rajasthan recension, which was edited and published by the first 
modern Hindi scholar y m 
Sundar D s as the Ka ir-ganth val  (V r as : N gar prac ri i  Sabh , 
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                              Kab r�s doh                      171 
 

 
 

 
Ka ir-ganth val  (Il h b d: S hitya Bhavan, 1985; first ed. 1969). 
iv This is a sacred book of Kab r-panth, compiled in eastern Uttar Prade  
and western Bih r, probably in the late seventeenth century. The author of 
this paper has presented a critical recension in his own book, A Study of 
Popular Thought in Mediaeval India (in Japanese, Tokyo: Nombre-sha, 
2006), based on the Kab r-caur -ma h recension, the published edition of 
which is Ga g ara  str , ukdev Si h (samp dit), B jak (Kab rcaur  
p h) (V r as : Kab rv  Prak an Kendra, 1982).    
v Bhol a kar Vy s (ed.) Pr k tapai galam (2 bh g, V r as : Prakrit 
Text Society, 1959), Bh g 1, pp. 70-71. 
vi Mahendra, Kab r k  bh  (Dill : abdk r, 1969), Pari i  1 contains a 
collection of the proverbs which the author assumed were used in the 
s kh s of Kab r. In the Hind  modern proverb collection of Bholan th 
Tiv r  et al. (eds.), B had hind  lokokti ko  (Dill : abdk r, 1985), pp. 25-6, 
there is also a list of the verses of Kab r. 
vii  Cf. Tsuji Naoshiro (transl.), The Princess akuntal  (in Japanese, 
Tokyo: Iwanami Library, 1977), pp. 186-7. 
viii The following study is based on Haz r pras d Dived , Hind  s hitya k  
bh mik  (Mumba : Hind  Granth Ratn kar, 1959 (pratham sa . 1940)); 
its Japanese translation by Sakata Teiji, Miyamoto Keichi and the present 
author, The Praise of Indian Earth: Mediaeval Popular Culture and Hindi 
Literature (Tokyo: Shunj -sha, 1992); Haz r pras d Dived , Hind  s hitya 
k  dik l (Pa n : Bih r R rabh  Pari ad, 1961 (pratham sa . 1952)); 
and R msi h Tomar, Pr k t aur Apabhra a s hitya tath  unk  hind  
s hitya par prabh v (Il h b d: Hind  Pari ad Prak an, 1963). 
ix Vy s 1959, Bh g 1, p. 341. 
x K a Bih r  Sahal, hol -m r  r  d h : ek vivecan (Dill : tmar m 
e  sanz, 1965), pp. 210-14. 
xi  Hilralal Jain (ed. and transl.), P hudadoh  of Ramasimha Muni, 
Karanja (Berar: Karanja Jaina Publication Society, 1938), doh  97; quoted 
by Karine Schomer, "The Doh  as a Vehicle of Sant Teachings," in Karine 
Schomer and W. H. McLeod (eds.), The Sants: Studies in a Devotional 
Tradition of India (Delhi: Motilal Banarsidass, 1987). Cf. Devendra str , 
P hu adoh : Apabhra a k  rahasyav d  k vya: muni r masi ha (Na  
Dill : Bh rat y Jñ np h, 1998). 
xii  S. B. Dasgupta, Obscure Religious Cults (Calcutta: Firma K. L. 
Mukhopadhyaya, 1976 (third ed.)), pp. 354-366. 
xiii  Prabodhchandra Bagchi, Dohako a with Notes and Translation 
(Calcutta: University of Calcutta Press, 1935), p. 7. 
xiv Baghci 1935, p. 21. The term akkhara < Skt. ak ara of the originals 
usually has the meaning "letters", but here the author has adopted the 
translation of D. L. Snellgrove, "Saraha's Treasury of Songs," in E. Conze 
(ed.) Buddhist Texts through the Ages (Oxford: Oxford University Press, 
1954). 
xv Bagchi 1935, p. 12. 
xvi  Cf. George W. Briggs, Gorakhn th and K npha a Yog s (Delhi: 



172                       Taigen Hashimoto 
 

 
Motilal Banarsidass, 1973 (repr. ed.)) and Haz r pras d Dvived , N th 
sa praday (V r as : Naivedya Niketan, 1950). 
xvii  P t mbardatt Ba thv l (ed.), Gorakh-b n  (Pray g: Hind  S hitya 
Sammelan, 1960 (t sr  sa .)). 
xviii R mcandra ukla et al. (eds.), Tuls -granth val  (4 bh g, V r as : 
N gar  Prac ri  Sabh , 1973-74 (punar v tti), d sr  bh g). 
xix Kenneth E. Bryant, "Sant and Vai ava Poetry: Some Observations on 
Method," in Mark Juergensmeyer and Gerald Barrier (eds.), Sikh Studies: 
Comparative Perspectives on a Changing Tradition (Berkeley: Religious 
Studies Series, 1979), pp. 65-74. 
 
 



 
 
 
 

Metre and Rhythm in  

Hindu Devotional songs 

A musicological analysis of Kab r�s bhajan 
 

Takako Tanaka 
 
 
 
 
 
1. Purpose, object and method of study 
From a musicological point of view, I have been studying and collecting 
recordings of bhajans, Hindi devotional songs sung by Hindus of North 
India, my special interest being aspects of singing forms.i In this article, 
based on further analysis of the bhajan performance recordings, I focus on 
aspects of the relationship between verbal rhythm and musical rhythm in 
the devotional songs, that is, between the prosodic metre of the text and 
the rhythmic structure of the songs. The study examines two performances 
of one bhajan with a typical caup  metre very popular in medieval Hindi 
prosodies, sung by two different soloists on different occasions. We will 
see how much freedom the singers have, when they sing the prosody, in 
changing the original metre according to their musical desires. In this way, 
I will try to determine the correlation between the prosodic and musical 
metres. 

Before delving into the discussion, some general explanation of 
bhajans is necessary. Bhakti, the essential core of Hinduism today, 
literally means �to share with the gods�. With this as the spiritual 
grounding of bhakti, Hindu devotees are to express their deep emotion for 
the gods through different manners of prayer. Uttering and singing words 
of devotion in intimacy with the gods is the most popular form of bhakti, 
and in the daily lives of Hindus � be they talented musicians, singers or 
poets, or not � there are many kinds of chant and singing performances 
to be heard on various occasions. It is most important for Hindus that they 
express their emotional passion to the gods, i.e. bhakti. They can sing any 
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prosody and melody, and need not concern themselves with whether the 
prosody and melody are composed by themselves, famous poets, famous 
musicians, or are anonymous pieces, nor whether the texts are 
academically or theoretically �correct�. All the various forms and styles of 
Hindu devotional song can thus be generically called bhajan. 

Nevertheless, it can be said that there are more �popular� 
repertoires of bhajan. Historically, the bhakti movement is said to have 
originated in South India in the seventh or eighth century, and by the 
fifteenth century had been spread by saint singers to North India. Among 
the most famous spiritual leaders and saints of North India are Kab r 
(1398?-1448?), N nak (1469-1539?), S rd s (1478-1584?), M r b  
(1499-1546) and Tuls d s (1532-1623) etc. They composed numerous 
bhajans to express their deep and intense devotion and passion for the 
gods, and most of their compositions were sung before common people as 
vehicles for expounding religious thought. These bhajans are still being 
sung today and are popular among Hindus in general. 

There have been some highly educated and literate composers of 
bhajans, such as Tuls d s, who by himself wrote the immortal work 
R macaritm nas in medieval Hindi (Avadh ); but most bhajans were 
transmitted through the oral tradition of singing and chanting what one 
felt. Sometimes it was impossible to write independently � Kab r was 
said to be illiterate, and S rd s, blind. Today there are many published 
texts or anthologies of bhajans ostensibly by famous poets, but with 
varying degrees of academic authenticity. Sometimes, even when a 
composer�s name appears in the text, it is very difficult to tell whether that 
poet himself composed the bhajan or not. One can find many kinds of 
bhajan vali (anthologies of bhajans) being sold even on the street, and 
with many bhajans still being composed, the number of bhajan repertoires 
continues to increase. 

Devotees can sing any favorite bhajan of a famous poet, and can 
sing it to any favorite tune, which in turn may be a tune popular among 
the singers, one of their own composition, or a product of on-the-spot 
improvisation. Even when we are able to find authorized texts of bhajans, 
very limited information about the music is given for each bhajan � the 
r ga (modal instruction) and t la (rhythmic cycle) name, for example � 
and we cannot tell when and by whom those musical instructions were 
given for the text. But text authenticity or music theory is of little concern. 
What is most important in bhajan singing is the devotion of the singers. It 
is not a question of literary composition nor of musical composition, but 
more the devotion of the singers when they sing the bhajan. Generally 
speaking, in terms of musical form, most bhajans are sung by solo singers 
in a strophic form (with repeating verses) and consist of two or three 
melodic lines repeated many times. The simplest forms may be analyzed 
as �A A� A��...� or �A B A C A�, but there are no formal rules for Hindus to 
follow when singing bhajans. It is thus  
necessary for musicologists to analyze examples from performances in 
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order to understand the correlative phenomena taking place between text 
and music in the bhajan being sung. Recorded performances are the only 
material and evidence for revealing these connections. 

In this article, I will attempt a comparative analysis of recordings 
of bhajan performances to discover the fundamental principle involved in 
singing one metrical text as a song � the flexibility of and interaction 
between verbal metre and musical metre in performance. 

 
2. Textual analysis of the construction and metre of the performances 
As mentioned above, singers can sing any bhajan text set to any favorite 
tune or melody. I happened to record two samples of the same bhajan, 
composed by Kab r, with the first line beginning �b ta gaye dina�. The 
samples, recorded by me, were sung by two solo singers on different 
occasions in 1983. Answering my request for their favorite bhajan, it was 
by chance that they sung the same text, but with totally different musical 
expressions. 

Music Sample 1 was sung by Mr. Prem Singh Kinot, a 
professional male singer teaching vocal music at the Bh tkhande College 
of Music in Lucknow, the capital city of Uttar Pradesh District. It was not 
sung as a complete performance in one session; the complete rendering of 
the song came through over several lessons that Prof. Kinot gave me as 
his student. There is variability from one recording to another in the 
number of repetitions and the melodic outlines, with improvisational 
factors playing a role. 

Music Sample 2 was sung by Ms. Asha Pandey, a female student 
studying music at the same college. Though at the same college, no 
connection can be traced between the two singers as far as this song is 
concerned; the tune was realized musically in completely different ways. 

Songs are sometimes accompanied by musical instruments � e.g. 
t mp r  (a string instrument for drone), tabl -b y  (a pair of 
one-headed drums), an Indian harmonium (a portable reed organ) and so 
on � but in this article I do not attempt to deal with the instrumental part, 
only with the singing of the performance. 

In my attempt to transcribe the text sung, I found a similar prosody, 
in Devan gar  characters, in one of the bhajan anthologies (bhajan vali),ii 
reproduced here as Figure 1. The names of the r ga (bhairav ) and the 
t la (kerav , that is kaharav -t la) are mentioned at the top of the text. 
Figure 2 gives the transliteration into the Roman alphabet of the printed 
texts shown in Figure 1. Even though there are some differences between 
the printed and performed texts in square brackets, e.g. �jobana� vs. 
�jav n �, they can without doubt be regarded as the same prosody. 

The English translation of the prosody is as follows: 
 

Days have gone without devotion. (refrain) 
Childhood has passed away in play. 
Youth was filled with arrogance, [1] 
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Seeking only profit, ignoring truth, 
Still feeling thirsty in the heart. [2] 
Kab r says, �Listen, devotees, 
People of truth have crossed the river.� [3] 
 
 

 
Indicators of the prosodic metre � the number of m tr s � and the 
metrical analysis are also shown in Figure 2. In accordance with Hindi 
poetic metre, �L� represents a laghu (a light or short syllable of one 
m tr ), and �G� a guru (a heavy or long syllable of two m tr s). Numbers 
in round brackets give the total number of m tr s in each line. From this, 
this bhajan is regarded as a prosody with a caup  metre. 

A typical caup  consists of four p das (a quarter) of 16 m tr s 
each, with 64 m tr s in total. Two p das form an ardh l  (half of a metre; 
here, a couplet). I notated each line and p da with numbers in square 
brackets, e.g. [1-2]; the first number is the couplet number, and the latter 
gives the p da number of each couplet (�-1�or �-2� respectively). In a 
caup  stanza, each p da of 16 m tr s is ordinarily divided into 6+4+4+2, 
and the even-numbered p das are rhymed (foot end). This bhajan, as 
shown in Figure 2, is not typical, due to the shortage of one p da in line 
[d], but is still regarded as a caup ; every p da has 16 m tr s, and the 
rhymes �  re� occur in every even-numbered p da. 

Figure 1. Printed text in ram-bhajan val  
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Also noted in Figure 2 are differences between the printed and 
performed texts: �gãv � vs. �gãv yo� in [1-1], �jobana� vs. �jav ni� in 
[1-2], and �l he k rana� vs. �l he ke k rana� in [2-1], but these do not 
significantly influence the basic metrical structure as a caup . 
 
3. Musical analysis of the performances 
3-1. Musical metre, rhythm and description 
Music can be analyzed according to many differing dimensions and 
factors: melody and scale, mode, rhythm, musical form, texture, timber 
and so on. In this section, I focus mainly on the rhythmic factor of the 
music samples. In particular, I examine and compare the way in which the 
caup  prosody is set to the musical rhythms in the two performances. 

The word �rhythm� in musicology denotes the durational 
relationship between the tones in music. In Western music, the durational 
value of each tone is ordinary measured by �beats�, which refer to the 
duration from one instance of utterance of the voice to the next instance of 

Figure 2. Transliteration of the printed text 

 

r ga bhairav , t la kerav  

b ta gaye dina bhajana bin  re  dhru o   [d] 

GL  LG LL  LLL   LG  G (16) 

b la-avasth  khela gãv , [gãv yo]         [1-1] 

GL  LGG  GL  LGG (16) 

jaba jobana[jav n ] taba m na ghan  re 1  [1-2] 

LL GLL[LGL]  LL  GL  LG G(16) 

l he k rana[l he ke k rana] m la gãv yo,    [2-1] 

GGGLL [GL L GLL]GL  LGG(16) 

ajah  na ga  manak  trsn  re  2        [2-2] 

LLL L  LG LLG  LG  G(16) 

kahata kab ra suno bh  s dho,            [3-1] 

LLL  LGL  LG  LL  GG(16) 

p ra utara gaye santa jan  re 3          [3-2] 

GL LLL LL  GL  LG G(16) 

( G; guru, L; laghu) 
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utterance. By representing the basic unit of one beat as � � and calling it 
�a quarter note�, we manage to measure the rhythms of different musical 
pieces, i.e. the durational relation of each tone relative to one beat (a half 
beat or eighth note � �, two half beats � �, and so on). The metre of 
music thus refers to �the regular succession of rhythmic impulses or 
beats.� According to one dictionary of music, �Rhythm is no longer 
accepted as a sufficiently precise definition, metre being considered as the 
basic pulse and rhythm as the actual time-patterns of the notes within a 
measure. E.g., in 3/4 the 3 beats strong, weak, weak are metrical, while 
the time-value of the notes actually heard are the rhythm.�iii 

But there is also music in which we never feel the basic pulse, 
metrical regularity, or durational relationship between the tones through 
the concept of �beat�, even when we are able to recognize the difference 
between long and short tones. Thus all music is rhythmically divided into 
two categories: metrical rhythm and non-metrical rhythm. If there is no 
metrical regulation in the music measured with beats, it is regarded as 
�non-metrical� or as having �free rhythm�. Music of both categories is not 
uncommon everywhere in the world, including India. For example, Music 
Sample 1 is sung metrically, and Music Sample 2 non-metrically. 
Consequently, it is impossible to transcribe non-metrical music into 
Western-style notation correctly. Still, as that notation system is one of the 
most familiar to us, musicologists sometimes attempt a transcription in 
order to sketch an outline of the music. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

As for Indian metrical music, it is complicated linguistically by the 
fact that the mora (minimal quantitative unit of metrical time) of each tone 
in music is also called m tr , as in the mora of prosodic metre in 

Figure 3 Metrical structure of rhythmic cycle of Indian music (t la) 

 

D dr -t la  | dh dhin dh |   dh      tin     n  |  

Meter 6 (3+3) 1(sam)   2      3      4(t l )   5      6 

 

Kaharav -t la | dh ge n ti |  n      ka     dhi  n   |  

Meter 8 (4+4) 1(sam)  2     3    4     5(t l )  6     7(t l )   8 

 

T n-t la   Meter 16 (4+4+4+4)   

| dh  dhin dhin dh  | dh  dhin dhin dh  | n   tin  tin  n  | dh  dhin dhin dh  |  

 1(sam) 2  3  4  5(t l ) 6  7  8    9(kh l ) 10 11  12  13(t l ) 14 15 16 
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m tr vrtta.iv To avoid such confusion, in this article I use the term �beat� 
for the m tr  of Indian music. Rhythmic metre of Indian music is defined 
by the number of beats and the combinations of segments of beats in one 
basic cycle of the rhythm-pattern repeated during a song or piece of music. 
Such a basic rhythm-pattern is called a t la � each t la consisting of a 
few beat-segments � and can be recognized as the �metrical structure� or 
musical metre. For north Indian music, however, there are more than ten 
kinds of t la heard today in daily performances. For example, the 
Kaharv -t la consists of eight beats divided into two segments of four 
beats (4+4); the R pak-t la consists of seven beats (3+2+2); the T n-t la 
of 16 beats (4+4+4+4), and so on. One cycle of each t la � 16 beats 
(4+4+4+4) for the T n-t la and seven beats (3+2+2) for the R pak-t la, 
for example � is called an varta. For many varta, the same rhythmic 
cycle construction is repeated during the performance. Musically speaking, 
the strongest beat in an varta is on the first beat, called sam, and the next 
strongest, called t l , are the first beats of subsequent beat segments: the 
fifth beat of the Kaharv -t la; the fifth, ninth and thirteenth of the 
T n-t la; and the fourth and sixth of the R pak-t la. Kh l , meaning 
�empty�, is the weakest beat, and is prohibited from being stressed and is 
kept empty in some t la, like the T n-t la. The remaining beats are all 
classified as �weak� beats. Figure 3 shows the basic structure of several 
representative t la in North India, with onomatopoeic basic 
drumming-patterns. From analyzing the hundreds of recordings in my 
possession, it can be said that the most popular t la used for singing 
bhajans are the Kararav -t la of eight beats (4+4), the D dr -t la of six 
beats (3+3), and the T n-t la of 16 beats (4+4+4+4) and �free rhythm�. 

The Indian traditional system of music notation basically uses one 
character for one beat. Usually these characters are abbreviated forms of 
Indian pitch names; for instance S for adja, R for r abha, G for g ndh ra, M 
for madhyam, P for pañcama, D for dhaibata, N for ni da, which can be 
generally thought of as the Western equivalents of Do, Re, Mi, Fa, So, La and 
Ti. The biggest difference between musical m tr s (beats) and poetic m tr s 
is that several poetic m tr s or syllables can be sung in one musical m tr  
(beat). In this case, several characters or notes are sung in one beat; these are 
listed between angled brackets. 

I have thus transcribed the musical material with the text of the 
complete performance of Music Sample 1 (Figure 4-1) and Music Sample 
2 (Figure 5-1) using my own, original system of notation, inspired by that 
of Bh tkhande.v Each pair of two lines is to be read together: the upper 
line gives the melodic line, and the lower the sung text. I have also 
transcribed both performances into Western staff notation, as in Figures 
4-2 and 5-2. But as Music Sample 1 was sung in fast Kaharav -t la, I 
transcribed two beats for one character, so that every line equals four 

vartas of Kaharav -t la, i.e. 32 beats. As already mentioned, Music 
Sample 2 was sung in free rhythm, so Figure 5-2 shows only the outline of 
the song. 
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The Indian traditional system of music notation basically uses one 

character for one beat. Usually these characters are abbreviated forms of 
Indian pitch names; for instance S for adja, R for r abha, G for g ndh ra, M 
for madhyam, P for pañcama, D for dhaibata, N for ni da, which can be 
generally thought of as the Western equivalents of Do, Re, Mi, Fa, So, La and 
Ti. The biggest difference between musical m tr s (beats) and poetic m tr s 
is that several poetic m tr s or syllables can be sung in one musical m tr  
(beat). In this case, several characters or notes are sung in one beat; these are 
listed between angled brackets. 
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Figure 5-1 Indic Style 

 

[1]   S  - - r - S <- S> M - - G - - - nl nl g - - <- r> S - -  S -  [a] M  P  d  Sh - -  

[d]  b  - - ta -  - - ga  ye - -din - - bhajana - -- bi n  - -  re-     a  -   -   - - - 

 

[2] <Sh n><d n> - d M - - - <- GP> M - M - - - M - <GM P>P - G - - <-S>G  - M  P  d 

[1-1]  b  -  - -  - la - - - -    ava  - - sth - - khe-  - - -   - - la- - - gã v   - yo  -  - 

[2-1]  l  -  - -  - he - - -- -     k  -  -rana-  m  -  - - -  - - la - - - gã v   - yo  -  - 

[3-1]  ka -  - -  -ha ta - - -   kab  - -  ra - - - suno-  - - - - -bh  - - -   s   - dho  -  - 

 

[3]     M P - <-P><ndP> - <Pn> - <-n>n <-P> - - P d < nShrhSh> - Sh Sh - - - d M r S S - - 

- 

[1-2]  ja ba - - ja  v --  - - n   -  -taba -  - - - m  - na- - - -   - gha n  - - - re - - - - - - - 

 [2-2]  a ja -  - -   h -- -  -naga  mana -  - - -  k  -  tr - - -    -sn - - - -  re - - - - - - -  

[3-2]  p ra -  -u  ta--  - - ra  -  - gaye - - - -  san- ta- - - -    - jan - - -  re- - - - - - - 
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3-2. General observations on prosodic metre in musical performance 
In general, the number of m tr s in the prosodic metre of the sung text 
has no relationship to the number of beats of the song�s t la musical cycle, 
because it is rarely the case that each individual syllable is sung according 
to one beat of the song in performance. Several syllables can be sung in 
one beat, or one m tr  syllable may be sustained for a few beats, and it 
will be natural for the singer to introduce variations: e.g., to sing several 
syllables in one or two beats, keep one m tr  syllable for more or fewer 
beats, repeat the same syllables or word as a refrain, add meaningless 
syllables such as � � to complete the melody, and so on. In performance, 
many kinds of changes to prosodic metre can occur for musical purposes. 

Rupert Snell, a linguistic expert on Apabhra a, is probably the 
only scholar to attempt a precise and detailed study of the devotional 
singing of North India in terms of the correlation between textual metre 
and musical t la. He has shared with us a discussion on metre in a section 
of chapter VI (�The Metre of the CP in Musical Performance�) of his 
book The Eighty Four-Hymns of Hita Harivam a: An Edition of the 
Caur s  Pada, published in 1991.vi Here he attempted a rhythmic analysis 
of tape recordings of ten stanzas of Caur s  pada (an anthology of 80 
padas written by Hita Harivam a), identifying the common ground 
between textual metre and musical t la. He pointed out a correlation with 
the number of m tr s in the textual line, and that the number of t la 
m tr s in the rhythmic cycle ( varta) is clearly maintained in the 
performance of sam j-g yan held in the temples belonging to the 
R dh vallabha schoolvii in Braj district.viii Though I have also studied 
sam j-g yan performances at several temples belonging to other sects and 
tried to analyze them in the same way as Snell, the results were so 
complicated that, unlike him, I was unable to come to any clear 
conclusion. 

Most of those prosodies sung in the temples in Braj are called 
pada, which has a larger and more complicated structure of metre. Thus 
my treatment in this article is limited to one of the simplest bhajans in 
performance. 
 
3-3. Further analysis of Music Sample 1 
Music Sample 1 is sung in Kaharva-t la, consisting of 8 (4+4) m tr s in 
one varta. It is clear from Figure 4-1 and 4-2 that one p da of 16 m tr s 
is set in the recorded performance to four vartas of the eight-beat 
Kaharv -t la, giving in total 32 m tr s. ix The bar line divides each 

varta (8 m tr s) in Figures 4-1 and 4-2. I used an eighth note instead of a 
quarter note for one beat (musical m tr ) of Kaharv -t la, because I felt 
that the basic tempo of the performance was too fast ( = ca.200) to use a 
quarter note as one beat in Western staff notation. The basic tempo of this 
music sample is thus shown as  = ca.100. 

The first p da indicated as �dhru� is noted as [d]. Each upper 
melodic unit and lower textual unit go together, and each lower textual 
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unit is sung with its upper melodic unit. As shown in Figures 4-1 and 4-2, 
the whole melody of Music Sample 1 consists of four melodic units 
([1]-[4]). The textual units [1-2][2-2][3-2], which are the even-numbered 
p da of each line, are always sung to melodic unit [3], while the 
odd-numbered p da of the textual unit [1-1] is sung to melodic unit [2], 
and [2-1] and [3-1] are sung to melodic unit [4]. The rhythmic structures 
of melodic units [2] and [4] are regarded as variants. 

Every textual unit of the p da of 16 m tr s is set to one melodic 
unit of 32 musical m tr s, but there are similarities and difference in the 
ways the text is distributed across the melodic units in each line. The 
melody connected with the first half line [d] starts on the weak beat of the 
quarter notes of the first varta of Kaharav -t la. 

The first p da of 16 m tr s (textual unit [d]) is always sung to 
melodic unit [1] and repeated again and again whenever each line of 32 
m tr s ([1-1]+[1-2], [2-1]+[2-2] or [3-1]+[3-2]) is completed. Although 
this line has only one p da of 16 m tr s and is half the length of the other 
32-m tr  lines consisting of two p das, this p da is always repeated at 
least twice in the song, which compensates for its shortness. The words 
�dhru o� seems to be an abbreviation of the Hindi adjective dhruva, 
literally meaning �fixed, immovable, stable� or �constant.�x As in most 
Indian songs, the first line of the texts, also called heka, is sung 
�constantly�, so it performs a special function as a kind of �motive� or 
�theme� of the song. As a result, we are able to easily remember the 
melody with its text and identify the song textually, as well as musically. 
Sometimes the first line is used to identify the songs, much like a title, 
because most Indian songs have no titles. Caup  is regarded as a suitable 
form for narrative content, but with the heka �b ta gaye dina� in this 
bhajan being repeated over and over again with the familiar melody, it 
gives the impression that this song is more philosophical for its listeners. 
The idea and image of �Oh, days have gone!� permeates this bhajan. 

Both melodic lines [2] and [3] consist of eight vartas of 
Kaharav -t la (in total 64 beats), and the melodic line [1] of four vartas 
(32 m tr s). Each of the 16-m tr  verbal p das occupies four vartas of 
Kaharv -t la, or 32 musical beats. The singer himself explained the 
melodic units of [2]-[3] as the �sth � (primary motif) and the melodic 
units of [4]-[3] as the �antar � (sub-motif) according to Indian classical 
music theory. 

As already noted, portions of the prosodic metre are not always 
fixed to the musical rhythm or duration. For example, in melodic unit [3], 
the first phrase �jaba jav ni taba� of [1-2] consists of three short, two 
long, and two short syllables (LL LGG LL), but every seventh syllable is 
similarly sung for one beat and there is no difference in music duration 
between those syllables. There are cases of corruption of the prosodic 
metre in the performance, when short m tr  are postponed more than long 
vowels, long vowels are sung shorter than short vowels, or when there is 
no difference between short and long vowels in the performance. 
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It is noteworthy that in the last three m tr s of each p da, the 
rhymes �*  o� of odd-numbered p das and �  re� of even-numbered 
p das always occupy the fourth varta of eight beats. Accordingly, the 
final (long) syllable is protracted over one extra beat to fill it out, and the 
rhymes sound most impressive in the performance. The texts of rhymes of 
every line are sung set to the same rhythm, impressively stressed by the 
simple and long note on the first beat, �sam�, of each fourth varta of the 
t la. As every line begins on an �off� or weak beat, subsequent melodic 
lines avoid stressing the textual �on beat� except in the last varta. The 
rhymes are uttered on sam in the last varta and kept for a long tone of 
two beats, before the singer pauses with a breath in the beginning of the 
first varta. These dynamic factors make the rhymes sound highly 
affective and each line sound more impressive. 
 
 
3-4. Further analysis of Music Sample 2 
It is especially difficult to precisely transcribe free rhythmic music as in 
Sample 2 using metric-based notation symbols, as the symbols must have 
some beat or measurable duration. Though Figure 5-1 and 5-2 are merely 
rough sketches, or melodic outlines, of the whole song, we are nonetheless 
able to discern something of the relationship between the music and the 
text � for instance, the timing of the utterances in the performance. 

As in Figures 5-1 and 5-2, the whole melody of Music Sample 2 
consists of three melodic units [1], [2] and [3]. The textual unit [d] is 
always sung to melodic unit [1]. As for the textual units, the 
odd-numbered p das of lines [1-1], [2-1] and [3-1] are always sung to 
melodic unit [2], while the even-numbered p das [1-2], [2-2] and [3-3] 
are sung to melodic unit [3]. It can be said that every musical unit, even 
though uncountable by beats, fits the prosodic units of 16-m tr  p das. 

It often happens in non-metrical music that singers add non-textual 
and extra vocatives, like the �a� in Music Sample 2. Generally speaking, 
when singing in non-metrical rhythm, it is easier for the singer to reflect 
the proportions of the verbal metre over the rhythmic factor of the music. 
In other words, non-metrical melody takes priority to the verbal metre in 
singing. 

As Music Sample 2 is non-metrical, it is impossible to analyze it in 
a way similar to Music Sample 1. I found that not only rhythmic factors, 
but also melodic factors were important and effective in analyzing the 
relationship between music and prosody in this case. As for melodic shape, 
it can be said that melodic unit [d] is sung in the lowest octave as 
compared with melodic units [2] and [3]. Melodic unit [2] starts at the 
highest pitch and proceeds downward, so the first long syllables of each 
p da, like �b � in [1-1] and �l � in [2-1], are given significant emphasis, 
yet the other short vowel �ka� of [3-1] is not so treated. Melodic line [3], 
in turn, starts at a lower pitch and climbs gradually to the highest point in 
the music, which gives the later (even-numbered) p da of every line 
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greater impact. In particular, the repeated rhyme of �n re� in the dramatic 
melody, moving from the highest pitch to the lowest at the end of the song, 
remains most memorable for the listeners.  

In comparing Figures 4-1 and 4-2 with Figures 5-1 and 5-2, we see 
that most long syllables are kept longer than the short vowels, and in 
Figure 5-1 and 5-2, that the long vowels are generally held longer than the 
short ones. However, there are some exceptions. The verbal portion of the 
latter half of �k  trsn re� � even-numbered p da [2-2], consisting of long, 
short, long, long vowels (GLGG) � is changed musically. The preceding 
words of the last line �p ra utara gaye� (GL LLL LG) [3-2] consist of one 
long, four short and one long syllable, and are sung ignoring the 
proportion of those verbal metres in the music. Musically, the long vowel 
�p � is sung shorter than the short vowel �ra�, and other short syllables, 
�ra�, �u�, �ta�, �ra� and �ga�, are sung for varying durations. 
 
 
3-5. Comparative analysis of Music Samples 1 and 2 
Figures 6 and 7 give the complete structure of the music and sung text of 
Music Sample 1 and Music Sample 2. Each pair of two lines (upper and 
lower) go together, the upper line showing the number of the melody in 
Figures 4-1 and 4-2 and Figures 5-1 and 5-2. 

Figure 6 represents the whole melody of Music Sample 1 as 
[1][1][2][3][1][1][4][3][1][1][4][3][1][1]. In terms of the performance 
structure, it can be said that the singer sings the melodic unit [1][1][2][3] 
once, then its variant [1][1][4][3] twice, and ends with the familiar heka 
[1][1]. Another interpretation is that after beginning the melody with 
[1][1], he sings the melodic unit [2][3][1][1] once and its variants 
[4][3][1][1] twice. But I myself have another explanation: the whole 
melodic structure can be regarded as �A-B-A-B�-A-B�-A�, if we name the 
melodic unit [1][1] as �A�, [2][3] as �B�, and [4][3] as its variant �B´�. 
Such a musical form is popular and is called �rondo form� in Western 
music. 

On the other hand, the complete structure of the text of the song 
can be understood as [d][d] - [1-1][1-2] - [d][d] - [2-1][2-2] - [d][d] - 
[3-1][3-2] - [d][d]. The first half-line is always sung twice, giving it the 
same 32 m tr s as each of the other lines made up of two p das. In this 
way, the whole text consists of seven times 32 = 224 m tr s in total. 
Ordinary caup  metre contains two sets of couplets (32 + 32), or 128 
m tr s in total. When we count m tr  using the written text, this bhajan 
has 16 + 32 + 32 + 32, totaling 112 m tr s, which is only one and a half 
couplets. However, when it is sung in the way I referred to above, with the 
refrains of line [d] ( heka) between the couplets of the text, these make up 
for the shortage of m tr s. As mentioned above, Indian bhajans were sung 
from the very earliest times and belonged to an oral tradition; we must 
think of the number of m tr s of an entire performance and observe the 
practical metre in the performance. 
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Figure 6 Whole structure of the performance of Music Sample 1 

 

Melody:   [1]   [1] 

Sung text: [d]   [d] 

 

[2]   [3]  [1]  [1] 

[1-1] [1-2] [d]  [d]   

 

[4]  [3]   [1]  [1] 

[2-1] [2-2] [d]  [d] 

 

    [4]  [3]   [1]  [1] 

[3-1] [3-2] [d]  [d] 

 

 
This bhajan has two kinds of rhymes: �*  o� (b) in odd-numbered p das, 

Figure 7 Whole structure of the performance of Music Sample 2 

 

Melody :  [1]  [1]  [1] 

Sung text:  [d]  [d]  [d]  

improvisation using vowel �a� 

 

 [2]  [3]   [1]   [1]  [1] 

[1-1] [1-1] [1-2]  [d]  [d]  

 

[2]   [3]  [1]   [1]  [1] 

[2-1] [2-1] [2-2]  [d]  [d]   

 

[2]   [2]  [3]   [1] [1] [1] [1] [1]� 

[3-1] [3-1] [3-2]  [d] [d] [d] [d] [d] 
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and � re� (a) in even-numbered p das. The rhymes of the whole 
performance go like �a a / b a / a a / b a / a a / b a / a a a a�, because the 
first p da with its rhyme (a) is repeated so many times. Thus we obtain a 
different structure of rhyme in the performance from that in the original 
prosody. The underlined sections mark the metre of [d], and only the 
odd-numbered p das of each line, [1-1], [2-1] and [3-1] have the rhyme of 
(b). 

If nothing else, textual units, like p das and lines, partner with 
melodic and rhythmic units, like vartas. In comparing Figures 6 and 7, it 
is clear that the synchronization between melody and certain lines is 
almost identical in both. Each textual unit in 
[d][1-1][1-2][2-1][2-2][3-1][3-2] joins its partner of [1], [2], [3] or [4], 
which means that the p da of 16 m tr s is an important unit to be 
matched with a musical unit. There is therefore some relationship between 
rhythmic units and prosodic units in musical performance. The singers, 
recognizing both the units of text and rhythm, choose and combine the 
appropriate units in their performances. The shortage or leftover of the 
prosodic metre is adjusted musically by means of repetition or filling in 
with rhythmic metre. 

This kind of basic structure and principle can, as far as I have 
studied, be seen not only in other bhajans, but in other kinds of folk and 
popular songs in North India. 
       In both cases, the existence of the line [d] is remarkable. The line 
[d] has the same rhythmic value as each p da, as in [1-1][1-2] etc.; it 
always repeats at least twice, being sung at the beginning and the end, as 
well as when each full line [1-1][1-2], [2-1][2-2], [3-1][3-2] is completed; 
and it goes with the same melodic unit [1]. 
 
 
4. Conclusion 
From the results of the analysis of two recorded performances of Kab r�s 
bhajan �B ta gaye dina�, I would like to point out the following 
observations. 
 
1) The number of prosodic m tr s of the sung text is not directly related 

to the musical m tr  (beat) of the t la. However, the general weight 
of long and short syllables of the original prosodic metre is generally 
kept when they are put into musical expression. 

2) The rhymes of caup  metre are stressed musically, both in melody 
and in rhythm. 

3) The first short line called �dhruva� or � heka� carries many functions 
in the music: as a beautiful melody easily memorized, as the theme of 
the bhajan, as a compensation for shortness in the original prosodic 
metre, and as a punctuator of each full line. 

4) The whole performance consists of several melodic units, which 
coincide with the verbal segments of the prosodic metre when they are 
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sung. The same prosody can be sung as different musical expressions, 
but the general structure and combination of musical units and 
prosodic units remain almost the same. 
 

Beyond all the analyses presented here, we are reminded of a 
fundamental fact in the nature of music: excellent music regards regular 
repetition as tedious in performance. Whenever singers sing the same song 
� the same texts or words � in the same metre as the melody and t la, 
they avoid singing it identically so as to make their performances more 
musically dynamic. Every detail can easily be changed whenever the same 
texts are sung in performance. Such improvisational factors, and freedom 
to select melodic as well as rhythmic details, reflect the basic character of 
solo singing around the world. 

 
 

                                                  
i Takako Tanaka, �Hindu Kyouto no Shudan Kayou: Kami to Hitotono Rensa 
Kouzou (Congregational Singing of the Hindus: The Chain-like System 
Connecting People with God), Kyoto, Japan: Sekai Shisousha Pvt. Ltd., 2008, 
450 pp. (in Japanese). 
�The Sam j-g yan Tradition: Transmitting A Musico-Religious System in 
North India�, in Music and Society in South Asia: Perspectives from Japan 
(Senri Ethnological Studies 71), Osaka, Japan: National Museum of 
Ethnology, 2008, pp. 87-101. 
ii K k  K lelakara, ed., rama-bhajan vali, Ahmad b d: Navaj va a 
Mudra lay, 1950, p.104. 
iii �Metre� in The Concise Oxford Dictionary of Music, Oxford University 
Press, 2004 (1996), p. 475. 
iv  For m tr vrtta, see Goto-Sakamoto�s and Nagasaki�s papers in this 
volume. 
v V. N. Bhatkhande (1860-1936), one of the leading musicologists of India, 
wrote many books on the history and theory of Indian music. He also 
invented a notation system by designating Devan gar  characters as tone 
names for the purpose of recording the precious music tradition of India, and 
for music education. I use the Roman characters instead, and add some 
further devices. Capitalized roman characters denote the natural tones: �S� for 
sajja, �R� for r abha and so on, while small roman characters denote the 
accidentals: �r� for komal r abha, �m� for t vra madhyama, etc. 
vi Rupert Snell, The Eighty Four-Hymns of Hita Harivam a: An Edition of 
the Caur s  Pada, Delhi: Motilal Banarsidass; London: School of Oriental 
and African Studies, 1991. 
vii Rupert Snell, ibid., pp. 283-284.  
viii Braj district is located on the border area of the Rajasthan, Uttar Pradesh, 
and Haryana districts and, as home to numerous temples and holy places, is a 
much-revered place of pilgrimage for all Hindus. It is not a geographic 
place-name, but is well known as a sacred place connected with God Krisna 
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and for the cultural language Braj-bh , a dialect of Hindi.  
ixThe term � varta� is the standard measure of the length of one cycle of 
certain t las (musical metres consisting of several m tr s) in Indian music. In 
T n-t la, consisting of 4+4+4+4 m tr s, for example, one varta contains 16 
m tr s. 
x�dhruva� in The Oxford Hindi-English Dictionary (ed. by R. S. McGregor), 
1993, p. 536. 
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Note  
The abbreviation R (Ratnakaji) stands for RATNAK J  VAJRC RYA 
(Vol. 1, 1996; and Vol. 2, 1999), the collection of cac  song-texts 
published in Kathmandu. The cac  songs contained in this work are 
referred to as e.g. R 1, p. 23, which stands for RATNAK J  VAJRC RYA 
Vol. 1 (1996), p. 23.    
 
 
§1. Introduction  
The songs called cary pada or cary g tii are well known as the earliest 
specimens of the eastern dialects of New Indo-Aryan such as Bengali, 
Maithili, Oriya, Assamese, etc. The manuscript of the work titled 
Cary g tiko avrtti ii, in which the cary pada songs are recorded, was 
discovered in Kathmandu by Haraprasad Shastri in 1907 and has since 
been intensively studied.iii     

In contrast, less scholarly attention has been given to another 
important discovery of the second half of the 20th century. During the 
1960s, Shashibhushan Dasgupta became aware that songs bearing a 
striking resemblance to the Cary pada in language and content were still 
being recited by Vajr c ryas, i.e. Newar Buddhist Priests, in the 
Kathmandu Valley. These songs were called cac  by the Newars.  
Dasgupta undertook a trip to Kathmandu, and after numerous hardships 
succeeded in making copies of the manuscripts handed down by the 
priests over several generations. Some of the texts collected by him turned 
out in fact to be extremely old:  
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1. The fourth song Tia  C p  contained in the Cary g tiko avrtti 
composed in an early form of a NIA language;  

2. The three vajrag tis or �diamond songs� contained in the 
Hevajratantra, composed in Apabhra a and Sanskrit; and  

3. The doh  verses composed in Apabhra a, attributed to Saraha, one 
of the 84 great Siddhas of Vajray na tradition.  

 
Dasgupta also found that the texts of the songs were composed at various 
periods, showing the characteristics of various stages of linguistic 
development, and that some cac s resemble these old songs in language 
and content, i.e. the cac s seem to be as old as them. This fact suggests 
that the tradition of composing and reciting cary g tis and vajrag tis did 
not entirely die out, but rather has been kept alive for centuries.  

Unfortunately, Dasgupta died before he was able to publish a 
critical edition of the cac  songs. In 1989, this edition was published by 
Calcutta University with arrangements and additions by his pupils under 
the title of �Naba Cary pad'�, or �The New Cary pada�.iv However, this 
edition remained incomplete, and is currently out of print and not easily 
available.  Meanwhile, the tradition of cac  recitation in the Kathmandu 
Valley survives even today, and these songs are still performed with the 
accompaniment of a dance called Cary  Nrttya or �Charya Dance�.   

In this article, I report my ongoing field research on the cac  songs 
in Kathmandu city from August 2008 onward. Since the aim of this 
collection of papers is to elucidate the character of NIA prosody, I deal 
here with a topic which is closely connected to prosody, namely: the 
relation between verse and music. The following lines thus focus on the 
musical aspect of the cac s.  
 
§2. Cac  and Newar Buddhist oral tradition  
The cac  songs are the ritual songs recited during the ga acakra 
ceremony, or the secret ritual meeting of Buddhist Tantra (Vajray na).v 
Newar scholars derive the term cac  from Skt. cary  (�religious practice�) 
or carc  (�philosophical argument�).vi   

The cac  songs are not homogenous, but form an assortment of 
songs of various types. As mentioned above, the oldest layer consists of 
very old ritual songs in Apabhra a and early forms of Eastern NIA 
languages. The contents of these old songs are directly associated with the 
esotericism of the Ga acakra ceremony.  

However, the contents of the songs which seem to have been 
composed in later periods cover a vast range of topics. Many are praise 
hymns dedicated to various deities. In some songs, the figure of the 
worshipped deity is visually described: e.g. in the cac  song 
Abalokite varavii, the skin color, number of the eyes and arms, respective 
objects held in the (more than two) hands, etc. of Avalokite vara 
Bodhisattva are listed. The songs which seem to have been composed in 
later periods adopt a more and more Sanskritized language. In several 
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songs, all the words are Sanskrit, but without flexional or conjugational 
endings.viii Some are composed entirely in Sanskritix, which does not 
however necessarily guarantee the antiquity of the song.    

Many cac  songs contain the so-called bha it  verse, i.e. a verse 
mentioning the name of the author, which is one of the typical 
characteristics of NIA poetry. The bha it  verse is usually placed at the 
end of a song. Some of the legendary 84 Siddhas of Vajray na Buddhism 
are mentioned in the bha it  verses of the cac  songs, such as Sarahap , 
Ka hap , N rop , Tilop , J landharap , D rikap , N g rjunap , 
Gu arip  etc.  

The melodies of the cac  songs are composed according to r ga 
and t la, i.e. the two most important principles of South Asian classical 
music. In the manuscripts of the cac  songs which are used as a support 
for recitation by the singers, the names of the r ga and t la in which the 
song should be sung are prescribed at the beginning of the text of each 
song. These melodies are fixed compositions and do not include 
improvized elements. My informant does not conceive the r gas 
analytically. He knows neither the respective ascending scales ( roha a) 
nor the descending scales (avaroha a) of the r gas; He simply knows 
these melodies by heart. This is an essential difference from the practice 
of Hindustani music today, in which the structure of the r ga is 
consciously taught by the teacher, who analyzes its ascending and 
descending scales.          

Another very important aspect of the cac  tradition is that these 
songs are accompanied by dance. This dance is today called Cary  Nrtya 
or �Charya Dance�. The dancer dresses up as the worshipped deity and 
represents the contents of the song with various gestures (mudr ). The 
Cary  Nrtya is thus a dynamic representation of the iconology of the 
worshipped deity. At the same time, it is based on the classical dance 
tradition of Bharata�s N ya stra.x  

As stated above, the cac  songs and dances are performed during 
the Ga acakra ceremony of Newar Buddhists. The Ga acakra and the 
recitation of the cac  songs are considered highly secret, and belong to the 
core of the esoteric system of Vajray na. Therefore, they were hidden 
from the public for a long time, until, in the 1980s, reformist priests and 
dancers began to perform the Charya Dance in public. These reformists 
formed the organization Kal ma apa (�the Arbor of Art�). The eminent 
scholar and performer Ratnak j  Vajr c rya was an active figure at the 
center of this movement. Thanks to the reformist movement, some 
beautiful items of the Charya Dance came to be recognized as among the 
outstanding performing arts of Nepal and are now performed on various 
cultural occasions. Some famous items, such as Mañju r  are even taught 
to high school students. As far as I know, there are at least two 
organizations for the propagation of Cary  Nrtya today: one is the Kala 
Mandapa, under the direction of Rajendra Shrestha in Kathmandu city,xi 
and the other is the Dance Mandal, under the direction of Prajwal Ratna 
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Vajracharya in the United States.xii  
On the other hand, many items, including the very old songs dealt 

with in this paper, remain secret even today and are in danger of 
extinction, as the number of those responsible for their transmission 
decreases. My informant, Mr. Narendramu i Vajr c rya, states that the 
caretakers of these songs are becoming older and older, and he is the 
youngest among them. He was 48 years old as of March 2010, and does 
not have any disciples at the moment.   
 
§3. Studies of cac    
The publication of Shashibhushan Dasgupta�s �Naba Cary pad'� or �the 
New Cary pada� [ A IBH A  DA 'GUPTA 1989] seems so far to 
have scarcely attracted the attention of Indologists in the West. In contrast, 
this topic has preoccupied not a few Bengali scholars and those who are 
engaged in Bengali studies. SEN 1973 (pp. 41-42) mentions it.xiii DAS 
1996 calls our attention to the fact that the first cac  song in the Naba 
Cary pad' is identical to the song No. 4 in the Cary g tiko avrtti.  

The English translation of the Cary g tiko avrtti by MOUDUD 
(1992) contains the photos of several folios from the manuscripts of cac  
in the possession of the Asha Archives in Kathmandu city. The Asha 
Archives possess a large number of cac  manuscripts which are now 
easily accessible in digital format. In addition, the National Archive in 
Nepal also possesses many manuscripts of cac .  

Ratnak j  Vajrac rya, the above-mentioned eminent Newar scholar 
and one of the central figures in the Kal ma apa movement, published a 
collection of cac  songs [RATNAK J  VAJRC RYA 1996, 1999]. This 
exhaustive collection in two volumes contains the song-texts of more than 
200 cac s which were originally written in manuscripts in the possession 
of the cac  transmitters in the Kathmandu Valley. With respect to number 
of songs collected, it by far surpasses D GUPTA 1989, although it is 
not free of numerous problems with regard to philological methodology. 
Its value is further heightened by the fact that it was written by a 
transmitter of cac s himself: Ratnak j  Vajr c rya was not only a scholar 
who mastered Sanskrit philology but also a performer of cac  chanting 
and Cary  Nrtya. This work contains a detailed introduction to cac  
chanting in the Newari language, including an explanation of the 
historical and philological background based on preceding studies of the 
Cary pada. In addition, the musicological aspects of cac  chanting are 
elucidated. From these pages, we come to know the viewpoint of this 
leading Newari scholar concerning these and other matters. In my lessons 
of cac  chanting, my teacher, Mr. Narendramu i Vajr c rya, used this 
work as a textbook. Therefore, in this paper, I give references to cac  
songs mainly according to this work, whose two volumes are respectively 
abbreviated for convenience as R1 and R2.  

In addition, Ratnak j  Vajr c rya wrote a small book on Cary  
Nrtya in English.xiv This contains the song-text of 14 representative cac  
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songs performed in accompaniment with dance, and their English 
translations with musical notations.    

BARUA 2003 is a survey of D GUPTA 1989. In this article, 
BARUA, a Bengali scholar, states that Dulalendu Chattopadhyay 
submitted in 1994 a dissertation under his supervision titled Tantric 
Buddhism in Early Bengali Literature: A Critical Study, based on 
D GUPTA 1989. Unfortunately, I was not able to obtain a copy of this 
dissertation. According to BARUA�s description, it appears to analyze the 
songs contained in Shashibhushan Dasgupta�s posthumous edition, 
without dealing with the cac  manuscripts in Kathmandu.  

BARUA 2003 [ibid.] is a very useful introduction to the Naba 
Cary pad . Very problematically, however, he seems to presuppose that 
all the cac  songs contained in Shashibhushan�s edition were composed in 
India. For instance, he states that these songs  
 

�revealed that through the Nava Cary pada the sweet and melodious 
vowel-sounds of the Maithili and Vrajabul  had been imported in the 
early Bengali poetry. [�] This new set of the Cary pada was probably 
the forerunner of Vidy pati and Vrajabul  in linguistic treatment. [�] 
Thus the gap between the Cary pada of the first discovery and the 
Vrajabul  could be explained in the light of these newly discovered 
verses of the Nava Cary pada.� [ibid., p. 535]    

 
The matter could be more complicated than he admits. A considerable 
portion of the cac  songs might not be of Indian origin, but could have 
been composed in the Kathmandu Valley. According to BRINKHAUS 
2003, during the Malla Dynasty in the Kathmandu Valley, poetic and 
dramatic works were first composed in Bengali and Maithili by Newar 
authors. The composition of works in the Newari language began only 
later. Therefore, it is not impossible that some cac  songs, especially those 
composed in later periods, were produced in the Kathmandu Valley, by 
immigrant Indians or even by Newar authors. We also should not forget 
that the Newars were engaged in the trade between India and Tibet. 
Besides the Newari language, i.e., their mother tongue, many of them 
must have been conversant with at least one New Indo-Aryan language. In 
fact, the Talai Plain adjacent to the Kathmandu Valley belongs to the area 
where Maithili is spoken today, and it is not difficult to imagine that 
human exchange between the two areas has been promoted very much 
since those days. Ratnakaji Vajracharya, the Newari scholar who was the 
first to study the tradition of the cac  songs, thus adopts a different view 
from that of BARUA, arguing that a considerable number of cac  songs 
were composed in the Kathmandu Valley.xv For Newar scholars, cac  and 
Cary  Nrtya have great value as monuments of their own cultural heritage. 
For them, these songs are not merely remains of Early NIA, but a symbol 
of the cultural identity of Newar.xvi   

Indeed, some cac  songs obviously have their origin in the 
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Kathmandu Valley. For example, the song given in R 1, p. 50 is ascribed 
to Manju r  Bodhisattva, the creator of Nepal (nep la nirm t ). The first 
stanza of this song runs: r  mah  mañju r  mah v naxvii vijay   nep la 
ma ala m jhe padyagir xviii niv sit   �The great Manju r , the great 
hero, the victori[ous], abiding (lit. �having abode�) in the Nepal 
Mandala.�  

TUL DHAR  2008, pp. 20-26, gives a list of 26 Nepali (= Newar) 
authors of cac  songs. Among them are e.g. V kvajra Vajr c rya, the 
author of �Nam mi nam mi jina dharmadh tu,� the first cac  composed 
in the Kathmandu Valley, in AD 998xix, as well as, L l vajra Vajr c rya, 
Suratavajra Vajr c rya, and others. The cac  songs composed by Nepalis, 
which describe the iconology of various deities, were not exclusively 
intended for Vajray nic ceremonies.xx  

R1, pp. 215-222, contains cac  songs composed in the Newari 
language. These songs cannot but be of relatively later date. In fact, the 
tradition of composing cac  songs did not cease until recent times, and 
some were even composed in the 20th century. Badr n th  Vajr c rya, one 
of the influential persons in the Buddhist society of Kathmandu today, is 
known as the author of several cac  songs.xxi  

Thus, the genre of the songs called cac  today is a mixture of 
songs of various kinds, and it is not easy to distinguish between songs of 
Indian origin and those of Nepali origin. Indian, (especially Bengali) 
scholars tend to favor the Indian-origin theory, while Nepali scholars 
naturally prefer a Nepali origin. Whether or not they are valid, the 
arguments of Nepali scholars are thought-provoking, and help us to 
reexamine the existing theories of the Cary pada, and see the matter from 
another angle. For instance, the Early NIA dialect adopted in many cac  
songs can no longer be properly called �Old Bengali�, if these songs 
indeed originated in the Kathmandu Valley. In this case, the dialect in 
question would be an eastern dialect of NIA which was also current in and 
around the Kathmandu Valley as a lingua franca.    

The musicological aspect of cac  songs is dealt with by 
WIDDESS 2004, in an article based on his interview with the late 
Ratnakaji Vajracharya in 1991-2. It contains the musical notation of three 
cac  songs, r  Mah manju r  (in R ga Na , T la Jati), Madhyameru (in 
R ga Bhairav , T la Jhapa) and R g  K yegu xxii  (in R ga Na ). xxiii 
WIDDESS compares the structural peculiarities of these cac s with the 
musical notations contained in the Sa g taratn kara, i.e. the Sanskrit 
musicological work written in the 13th century. As the result of his 
analysis, he proposes that the melodies of the cac  songs can be traced 
back to the 13th century.  

WIDDESS� hypothesis is certainly a very attractive one, and the 
melodies of cac  songs seem in fact to preserve an earlier stage of Indian 
classical music in a fossilized form, but he does not provide sufficient 
evidence for this view, and his hypothesis must for now be considered 
unproven. The prescription of r ga in the manuscript of the Cary pada 
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(Cary g tiko avrtti) might offer some clues as regards this matter. 
Observing the script adopted in the manuscript, SEN [1977, xviii] states 
that this manuscript was copied in the late 13th or early 14th century. As 
already mentioned, the cac  song Triha  is the same song as No. 4 
contained in the Cary g tiko avrtti. The melody of Triha  handed down 
to us orally might thus be the same melody as that sung at the time of the 
Cary g tiko avrtti. Unfortunately, this is the sole instance in which a 
cary pada song in the Cary g tiko avrtti is recited in modern times as a 
cac , so this example can not suffice as decisive evidence for our 
argument here.xxiv     

The most recent study on cac  that I know of is TUL DHAR  
2008, a small survey written in the Newari language and published in 
Patan city in the Kathmandu Valley. The practical aspects and present 
situation of cac  chanting are the focus of this book.    
 
§4. My informant and his lessons  

I was very fortunate to make the acquaintance of Mr. 
Sarvajñaratna Vajr c rya, the son of the late Mr. Ratnak j  Vajr c rya. He 
very kindly introduced me to my teacher Mr. Narendramuni Vajr c rya of 
the Musu b h  monastery, Kathmandu city. Without their help, I would 
not have been able to obtain access to these old songs of wonderful 
beauty.   

Mr. Narendramuni Vajr c rya, 48 years old xxv , lives in the 
Musu b h  monastery, which is situated in the southern part of 
Kathmandu city. Since August 2007, I have regularly visited him and 
learned to chant cac  songs.  

So far, I have collected eleven cac  songs from my studies with 
Mr. Narendramuni Vajr c rya. These are: Abalokite vara ( itavar a), 
Triha  (R 2, p. 118; R ga Padmañjar , T la M tha)xxvi, Kol i (R 1, p. 
26; R ga Todi, T la M tha), Paramarato, nyanirañjana Paramapauxxvii, 
Madhuripu (R 2, p. 81)xxviii , Koireva /Koyar va  (R 2, p. 45), 
Gajajina (R 1, p. 39; R ga Bhairaba, T la Ekat la), Akhayanirañjana (R 2, 
p. 24; R ga Vinoda, T la M tha), Ye Mahima ala (R 2, p. 101; R ga 
Bhairav , T la ani), B ma Dahina (R 2, p. 93, R ga M la r , T la 
M tha).   

All the lines constituting a cac  song are usually recited to one and 
the same melody. xxix  My teacher is not very conscious of the 
musicological structure of the songs, either its scale, or its rhythmic 
pattern. To my inquiries with regard to the structure of the songs, he very 
often simply answered that he sings in the same manner as he learned 
from his teacher. Nevertheless, my structural analysis reveals that the cac  
songs have very systematic structures, as I shall demonstrate below.  
 

In the following sessions, I choose the songs which seem to be the 
oldest among the cac s and investigate their structure. The musical 
notations of these cac  songs are given in the appendix.  
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§5. Cary pada No. 4 and the cac  song Triha  
The fourth song of the Cary g tiko avrtti is sung as a cac  song even 
today in Kathmandu. This cac  song is contained in Shashibhushan 
Dasgupta�s Naba Cary pad .xxx  

First, I give the original text below as contained in the 
Cary g tiko avrtti. I follow the reading by Per Kværne and quote his 
English translation for the sake of convenience.  
 
tia  c pi joini de a kab l   
kamala kuli a gh e karah  bi l  1  
joini tãi binu khanah  na j bami  
to muha cumb  kamala rasa p bami 2  
khepahu joini lepa na j a  
ma ikule bahi  o i ne sam a 3  
s su ghar  gh li koñc  t la  
c nda suja be i pakh  ph la 4  
bha aï gu ar  ahme kundure b r    
naraa n r  m jh  ubhila c r  5  
 
�1. Pressing the triangle, give o Yogin , an embrace.  
In the rubbing of Lotus and Vajra, bring on the evening.  
2. O Yogin , without you I cannot live for a moment.  
Having kissed your mouth, I drink the juice of the Lotus.  
3. Even for a moment the Yogin  is not besmeared.  
Carried from Ma ikula she enters O i a.  
4. Having placed her in the house of the mother-in-law, the key is in the 
lock. 
The door of Sun and Moon has a bolt.  
5. Gu ar  says: by union I am a hero. 
Among men and women, the banner has been raised.�  
 
Next, I give the cac  which I learned from my teacher. As a matter of fact, 
the song-text cannot be easily standardized under a single version, for the 
reading varies from one manuscript to another. In teaching, my teacher 
used the text given in R 2, i.e. Ratnak j  Vajr c rya, Vol. 2 (1999), but 
added modifications almost arbitrarily in consulting the manuscript in his 
personal possession.  
 
triha  c payi yogin  deha kav    
kamalakuli a gha ha karahu  hu na biy re dhu   
yogin  tuhma vinukhana hu na hu  j vay    
tvar mukha cu viy re kamalasa p vayi   
khepahu  yogin  lepana y yi   
ma kula vahiy re va diy na sam ne  
s vaha ghareghore ku ciyat re   



                                Cac  Songs  201 
 

candras rya dvayi pak a nabhar o  
bhanayi god ri hama kunduru v r    
narayan r  m jhe ubhayana uv r    
 
All the verses are sung to the same melody; during recitation, the same 
melody is sung repeatedly.  

The verse called dhu  (< Skt. dhruv ) is marked with the 
abbreviation �dhu�. The dhu  is repeated at the end of chanting; in this 
case, it is sung again after the last line narayan r  m jhe ubhayana uv r , 
indicating the conclusion of the chanting.     
 
§5.2. Relation between text and melody 
The melodies of several old songs such as Kol i seem to be individually 
memorized; these are melodies unique to the respective songs. Thus there 
exists no other song which is sung to the same melody as Kol i.  

Each composition is sung according to a rhythmic pattern (t la). 
This is indicated by striking the cymbal at the prescribed positions. The 
musical notation of the song Triha  given in the appendix shows that its 
rhythmic pattern is a seven-beat cycle with the division 3 + 2 + 2. 
Interestingly, it may be observed that the division of the rhythmic units (3, 
2, 2) very often coincides with the division of the words. This fact 
suggests that the composerxxxi of this melody understood the meaning of 
the text, and tried to adjust the melody to the text rhythmically.xxxii  
 
§5.2. SEN�s [1973] analysis of the metre of Tia   
The metrical structure of Cary pada No. 4 is analyzed by SEN 1973 as 
follows:  
 

�Sixteen moric, tetra rhythmic, dicaesuric (4,4 � 4,4) pattern. The third 
and fourth lokas are short of one or two final instants. The first line is 
longer, 12-8-moric dvipad . The words with closed nasals like, a ka (1) 
gh a (2), c nda (8), kundure (9) might have been pronounced as, ãka, 
gh a, c da, k dure. There are 3-3-2-moric sequences in the caesuric 
units: kamala kuli a gh a (2), s -su ghare- gh li (7), c nda su-ja be i 
(8), bha ai gu ar  amhexxxiii (9), naraa n -ri majhe (10). Compact 
pronunciation may be noticed in the words, tia  (1), gu ar  (9) and 
amhe (9).xxxiv�  
[SEN 1973, p. 48f.]  

 
SEN further states that, in the fourth verse, the consonant-ending rhyme 
and the dropping of two final instants from the sixteen-mora P d kulaka 
metre are indicative of the early advent of Pa r' metre. In particular, he 
proposes to read the rhyming pair t l and ph l, instead of t la and ph la. 
But his hypothesis does not seem to have convincing support. In his 
reading of the manuscript, he remarks: �[�] the word t l is written with a 
sign of consonantal ending (halanta), which is unusual� [SEN 1977, p. 14, 
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note 20].xxxv The letter (i.e. ak ara) LA of this word t la/t l in the 
manuscript indeed has a sign resembling the halanta mark, but I doubt if it 
really is a halanta. SEN himself admits that this sign is �unusual�. From a 
phonological point of view, I am skeptical that the short vowel a could 
already have disappeared at this stage of the language. In my opinion, the 
correct reading would be t la and ph la.  

Whatever the case, I on the whole agree with SEN�s observation 
that the dropping of two final instants from the sixteen-mora P d kulaka 
metre signals the early onset of Pa r' metre, the representative metre of 
Bengali prosody.  
 
§6. Apabhra a: Kol i  
The Hevajratantra contains at least two ritual songs called vajrag ti. The 
first is composed in Apabhra a, and is contained in Hevajratantra II, iv, 
6-8 [SNELLGROVE 1959, Part 2, p. 62]. The text given there reads as 
follows:  
 
kollaire hia bol  mummu ire kakkol   
gha a kibi a ho v jjai karu e kiai na rol  6   
tahi baru kh jjai g e maan  pijjai   
hale k liñjara pa iai dunduru tahi vajjiai   
causama kacchuri sihl  kappura l iai   
m laindhana liñja tahi bharu kh iai 7   
pre kha a khe a karante uddh uddha na mu iai    
nira sua a ga ca b  tahi ja sar ba pa iai   
malayaje kunduru b ai i ima tahi  a vajjiai 8   
 
SNELLGROVE 1959, Part 1, p. 101f. translates this song thus: 
 
�The yogin stays Kollagiri, the yogin  at Mummuni.   
Loudly the drum sounds forth. Love is our business and not dissension.   
There we eat meat and drink wine in great quantity.   
Hey there, the true followers are come together, but frauds are kept far 
away.   
We take the fourfold preparation and musk and frankinscence and 
camphor,   
Herbs and special meat we eat with relish.   
Going this way and that in the dance, we give no thought to what is chaste 
and unchaste,   
Adorning our limbs with bone-ornaments, we place the corpse in position.   
Union takes place at that meeting, for omb  is not there rejected.� 
 
To be honest, I cannot agree with all of his interpretations, for this song, 
containing sacral codes (sandhy bh ), can be interpreted on more than 
one level of meaning. But I will not dwell further on this troublesome 
matter here, because the aim of this paper is not to elucidate the contents 
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of this kind of enigmatic song. I confine myself to the observation that the 
codes adopted in this song also occur in some cary padas contained in the 
Cary g tiko avrtti. This fact suggests that this vajrag ti (lit. �diamond 
song�) can be considered as a precursor of the cary padas.xxxvi    

 
The cac  song, the chanting of which I learned is the followingxxxvii:  

 
kol yi le thiy  bol  mumuni re kanakol    
ghana kapithoi bajaï karu e kriy yi na lol    
malaya ja kunduru bajaï i ima t hi na bajayi   
tah  bharu kh jana g dhe maen  pibaï na y i    
h le k liñjana pa ayayi du duru bajja na y yi     
caü sama kasturi ilh  karp ra l o kh yi    
malaya jayidhana li ja tah  bharu kh ja na y i   
prekh  nakhatra karante uddh uddha na mu aï   
nila suha a ga candr vayiy  tah  sur  p nay yi    

 
R 1, p. 26f. contains two versions which diverge significantly from each 
other: one is close to the version given above, while the other is 
considerably corrupted.xxxviii The prescription of r ga and t la is: R ga 
Todixxxix, T la M tha. Somewhat peculiarly, Kar ap  (sic) is mentioned 
as its composer.xl The scale adopted in this melody is completely different 
from the scale adopted in the R ga To  played in Hindustani music. In 
the cac  Kol i, it is a scale with komal  Ga and komal  Ni. It is not clear 
whether this fact reflects the ancient form of the R ga To , or is due to a 
secondary modification.   

 
 

§7. Paramarato  
Another Diamond Song (vajrag ti) contained in Hevajratantra, I. x. 33-34, 
is also sung as a cac . Its language is Sanskrit.  
 
paramaratau na ca bh va na bh vaka  na ca vigraha na ca gr hya na 
gr haka   
m sa na o ita vi a na m tram  na charda na moha na aucapavitram 
33   

r ga na dve a na moha na r y   na ca pai unya na ca m na na atru   
nistara ga sahaj khyavicitram 34   
 
Kvaerne�s translation:  
�Nothing is mentally produced in the highest bliss, and no one produces it,  
There is no bodily form, neither object nor subject,  
Neither flesh nor blood, neither dung nor urine, 
No sickness, no delusion, no purification, 
No passion, no wrath, no delusion, no envy,  
No malignity, no conceit of self, no visible object,  
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Nothing mentally produced and no producer,  
No friend is there, no enemy,  
Calm is the Innate and undifferentiated.�  
 
This text is not contained in our textbook, RATNAK J  VAJR C RYA 
(1996, 1999), but is included in D GUPTA 1989, p. 25 as song No. 19. 
Below, I give the version contained in the manuscript of my teacher, i.e. 
the version which I learned.    
 
paramarato ra na ca bh va na bh vaka  na ca vigraha na ca gr haka   
m sa na o ita mutra na vi   na ghr a moha na sauca na pavitra   
r ga dve a na moha na r y   na ca pai nya sam na darpa  nistara ga 
sahajana vi uddhi   
bh va na abh va na mitra na atru  yena tu varddhati lok    
tena tu vandhana mucye  loka mujyati veti na tattva   
tattva vivarjita siddhi na lapsyo  tasm t gandha na abda na r pa   
naiva rase na ca citta na vi uddhi  spar a na dharma na sayela na vi uddhi   
uddha svabh va na ja ga jagu ja ga   

 
This cac  is very interesting in a musicological respect: it is sung 

in two different melodies (r ga) by turns. The first verse is sung in R ga 
Vibh sa, and the second, in R ga Des ra. In the same manner, Vibh sa 
and Des ra alternate in the following verses, creating an effect comparable 
to the changing of keys in Western music. My teacher stated that R ga 
Des ra is a sorrowful melody: people shed drops of tears when they listen 
to this song recited. This cac  is chanted on the raddh , i.e. the 
ceremony for the consolation of the dead.   
 

Beside these two Diamond Songs, D GUPTA 1989 contains 
one more song from the Hevajratantra.xli It was identified as the vajrag ti 
contained in Hevajratantra II, v, 20-23.xlii However, the song is found 
neither in RATNAK J  VAJR C RYA (1996, 1999), nor in my teacher�s 
manuscript, and my teacher stated that he did not know it. This song 
might have once existed as a cac , but is unfortunately now obsolete.   
 
§8. Saraha�s Doh   
The song No. 4 of D GUPTA 1989 may be identified as a composition 
by Sarahap , one of the 84 legendary masters of Vajray na.xliii This song, 
a set of couplets in Doh  metre, was originally included in a manuscript 
discovered by R hul  S krty yan  during his travels to Kathmandu, and 
is contained in S krty yan'�s edition of Sarahap �s Doh s.xliv  
 
138cd  su a irañja a parama paü, sui o m a sah va   
139ab  bh vahu citta sah vat , jaü sijjaï j va   
140cd  aübhava aü ibb e di hiaü, mah suha b jja   
141ab  jo bh vaï ma u bh va e, so para s haï k jja   
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141cd  akkhara-va a-vivajjia, aü so vindu a citta   
142ab  ehu so parama mah suha, aü phe ia aü khitta   
142cd  jima pa ibimba-sah vat , tima bh vijjaï bh va    
143ab  su a irañja a paramapaü, a tahi  pu a a(u) p va   
 
Translationxlv 
�Void, stainless, the supreme state, dream, whose nature is illusion.   
Observe the nature of consciousness until existence is destroyed.  
Neither in existence nor in extinction (Nirv na) is the diamond of the 
great joy.   
Who observes the mind in meditation completes the best work.  
Undestroyable, deprived of color, neither point/drop (bindu) nor 
consciousness.  
This is that supreme great joy. Neither [exists] the farmer nor the [arable] 
land.    
Existence should be conceived just as the nature of reflection.  
Void, stainless, the supreme state. In that is neither virtue nor sin.�   
 
 
118ab jima jala-m jhe  canda , au so s cca a miccha   
tima so ma alacakka , au he ai au khitta   
[S KRTY YAN  1957, p. 26] 
 
�That is neither truth nor falsity like the moon in water.  
In that manner is the wheel of the circle neither downward nor upward.� 
 
This cac  is not included in RATNAK J  VAJR C RYA�s textbook, but 
it appears in my teacher�s manuscript as follows:    
 

nya nira jana parama prabh   nya m y  sa h u   
bh vaha c ya sa h vad   no n si mayi j mv    
nau bhava nau nirv a tahi  ehu so mah suha vajra   
yo bh vayi mana bh vata   so para s hayi karjj    
ak aru mantra vivarjayo  no so vindu na citta   
eh  so parama mah suho  no bhedi na citta   
jima pari vindu sa h va   timi bh vayi mana bh ve   

nya nira jana paramaprabh   no tayi pu ya na p u   
jima jala m jhe candra sahi  no so svaccha na miccha   
timi so ma ala cakra   tana yana sa h ve svaccha   
 

The five Doh s, or five couplets, are put together in an order 
different from that given in S KRTY YAN  1957, p. 30. My teacher 
explained to me why this song consists of five Doh s. The song is 
accompanied by a dance, performed by four Yogin s (actually male 
dancers dressed up as females.xlvi) In the beginning of each Doh , there 
appears a new Yogin . In this manner, the number of the dancing Yogin s 
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increases one by one, until in the fifth Doh , all four dancers are dancing 
together. The prescribed r ga and t la are respectively R ga R makar  
and T la M tha.  
 
§9. Koire Va , a song with Ha hayogic contents  
The collection of cac  songs seems to include the very old songs which 
have remained unknown to us until now. A good example is Koire Va  
(R 2, p. 45). The language of this song shows several typical 
characteristics of Eastern NIA.  
 
koirexlvii va  v jire v   anuhata sarvadeva tribhuvana rn  dhu   
anupama p jire d rakalaiy   bhar  re rddhi siddhi rohipras de   
ga g  jamun  eduyi tanti  sva ire ravi a igagana duv re   
udi gera candr  ravi a ge  gagana ekhara m jhe pavana hi ore   
pavana sa c re ek ke bandh   vipar ta karame d rakasiddh    
 
In view of the fact that the classical Newari language very often confuses 
the two consonants R/L, the original form of the first line would be 
reconstructed as *koile va  v jile v . I take *koile (koire) and *v jile 
(v jire) to be past participles with the ending -L-, which is typical for 
Eastern NIA languages.xlviii Below I give my provisional construction, 
which may of course not be totally free of mistakes and is therefore open 
to criticism.  
 
koile va  b jile v   an hata sarvadeva tribhuvana l n    
anupama p jile d raka raiy xlix  bharile rddhi siddhi rohi-pras de   
ga g  jamun  e dui t nti  so ilel ravi a i gagana duv re   
u i gela candr  ravi a ge  gagana ekhara m jhe pavana hi ole   
pavana sa c re ek ke bandh   vipar ta karame d raka siddh    
 
Translation:  
�The flute cooed. The lute sounded. / In the not-stroke sound 
(an hata-n da), all the deities [and] the three worlds are dissolved (or: 
have taken resort).   
[They] worshipped the matchless King D raka. / [Worldly] prosperity and 
[sacral] perfection were filled due to the favor of Rohi.li  
Ganges and Yamuna: these are the two strings. / The sun and moon dried 
out at the door of the sky.  
The moon and sun flew up in the A ga Yoga.lii / In the summit of the 
sky, the wind swings.  
[There is] blockade in every single movement of the wind. / D raka is 
[someone] perfected in the inverted practice.�   
 
 
§9.1. Comparison of Koire Va  with the Cary pada by V p da 
The first half of the third verse �Ganges and Yamuna: these are the two 
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strings� suggests the notion of the body-lute, in which the body of a Yogin 
is compared to the stringed instrument: the three main n s are its three 
strings, and its sound is an hata n da. The same topic is also dealt with in 
the seventeenth song of the Cary g tiko avrtti, i.e. the song by V p da. 
Thus, Koire Va  seems to have arisen from the same ideological 
background that produced the Cary g tiko avrtti. This background was 
presumably the precursor of the thought of N tha cult.  
 
§9.2. Recycling of one and the same melody for several texts  
As for the melody of Koire Va , it shares the same melody with another 
cac  Madhuripu (R2, p.45). My teacher states that, on occasions when 
Koire Va  is sung, one first sings Madhuripu, then shifts to Koire 
Va . Although it belongs to the cac s, Madhuripu, is not kept secret, 
and it is permitted to sing this song in public, e.g. at the meetings of old 
people; it is also sung on occasions when Bhajans are sung in the worship 
of Maitr  Bodhisattva. In contrast, Koire Va  is not sung in public.  

It often occurs that several songs share one and the same melody, 
i.e. the same r ga and t la. For instance, when I learned B ma Dahina (R 
2, p. 93, R ga M la r , T la M tha), my teacher commented that 
Bajrayogin  (R 2, p. 12) is also sung on the same melody of R ga M la r . 
In other words, �R ga M la r � in this context rather denotes a fixed 
composition than a melodic pattern. Thus the concept of r ga in the cac  
tradition differs from the well-known notion of the r ga in Hindustani 
musical tradition. In the cac  tradition, the r ga is a musical piece whose 
melodic line is fixed: i.e., the name of the r ga is rather equivalent to the 
title of a musical piece. As a result, the number of musical compositions 
which the transmitter has to learn by heart is less than the number of cac  
song-texts, which is in excess of 200. He has a limited stock of musical 
compositions, and recycles them according to the prescriptions of r ga 
and t la in the manuscript. In reality, the transmission of cac s is not a 
purely oral one which depends entirely on the memory of the transmitter, 
but is also supported by written transmission. The transmitter memorizes 
the melodies, but during his chanting he also looks at the song-text in the 
manuscript.      

If this was also the case for the performance of the cary padas 
contained in the Cary g tiko avrtti, in which each single song follows the 
prescription of the r ga, this kind of prescription must have had a 
practical meaning. Most likely, the prescription of the r ga reminded the 
transmitter of a certain fixed melodic line which he chose from his stock 
of memorized musical pieces.   
 
§10. Conclusion  
In this paper, I have reported the oral tradition of cac  chanting in the 
Kathmandu Valley, Nepal. Very old hymns in Apabhra a or early NIA 
languages called cac  are even now chanted by Newar Buddhists. These 
songs include a song from the Cary pada/Cary g ti, two Diamond Songs 
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(vajrag ti) from the Hevajratantra, and Saraha�s Doh s. The tradition of 
cac  chanting may thus be counted among the most valuable forms of 
human cultural heritage in the world today.  

In addition, new cac  songs seem to have continued to be 
productively composed in the Kathmandu Valley, after the practice of 
cac  chanting was imported from eastern India into this area. In this 
respect, the cac  tradition can be considered one of the earliest literate 
activities which flourished in the Kathmandu Valley. The Cary  Dance 
accompanying the cac  chanting has recently been recognized as one of 
the outstanding performing arts of Nepal.   

The original purpose of this paper was to elucidate the phonology 
and prosody of Apabhra a and Early NIA in the light of the evidence 
gained from the cac  chanting of today. But the actual matter turned out to 
be far more complicated than expected. The phonetics of these songs are 
very often distorted under the phonetic influence of the Newari language. 
Furthermore, the original metrical structure of the poem undergoes a 
considerable degree of modification in order to be adjusted to the fixed 
melody. As a result, it is extremely difficult to judge how far the original 
metre is retained in the chanting. In order to arrive at a more definite 
conclusion, further and more intensive investigation of the cac  tradition 
is needed.  
 
 
Appendix 1  
Explanation of the metrics of the Cary pada by SEN (1977)  
Nilratan Sen gives a short explanation of the metrics of the Cary pada in 
the introduction to the facsimile edition of the Cary g tiko avrtti.liii For 
reference, I summarize his explanation below, adding my own remarks on 
his theory.  
 
SEN�s explanation  

The verse metre in the Cary pada songs seems to be rather loose. 
As in Apabhra a Doh  songs, the prosodic style is basically moraic: 
open, short vowels are usually counted as single moras, while closed 
syllables count as two moras. But in the use of long open syllables, the 
composers had the option of counting them either as double or as single.  
 

SEN [1977, xxxvi] adds:  
�The three major �prosodical forms� or metres adopted in the c. [= 
Cary pada] songs are: (a) the sixteen moric (4-4-4-4 or 8-8) liv 
p d kulaka, (b) the twenty moric (13-11) doh , (c) the thirty moric 
(10-8-12) caupai  ; they may be considered as the precursors of (a) the 
fourteen moric (8-6) pay r, (b) the twenty moric (6-6-8) laghu tripad  
and (c) the twenty-six moric (8-8-10) d rgha tripad , respectively. These 
three modified forms, particularly the fourteen moric pay r became the 
main vehicle for Middle and Modern E.NIA. verse.� I did not correct 
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Sen�s English here, for it is a citation. 
 
SEN [ibid.] gives Cary pada No. 2 as an instance of the P d kulaka 
metre:  
 

ga a  gharapa a  suna bho  bi t lv   
k e a  caurilvi  nila adha  r t   
susur   nidlvii gela  bahu i  j gaa  
k ne a  core nila  k gai  m gaa  
 
The final unit of the linelviii (bi t , r t , j gaa, m gaa), which originally 
had four moras, was gradually reduced first to three and then to two. This 
fact results in the development in later periods of a new prosodic form 
with 16 moras, i.e., the Pa r  metre (4-4-4-2 or 8-6)   
 

Next, SEN [1977, xxxvi] gives Cary pada No. 39 as an instance 
of the Doh  metre (13-11). The verse in question runs as follows in his 
manuscript transcription [ibid., p. 102f]lix:   
 
sui  hatha bid rama re  iama a tohor  dos   
gurubaa a bih r  re  th kiba tai ghu a kais   
 
On this page, however, he adds some interpretations of his ownlx, and 
gives the following text:  
 
sui  hatha bid rama re  niamana tohor  dose  
gurubaana bihar  re  th kiba tai ghu a kaise.   
 
SEN here states that in this instance, the first line has the usual 13-11 
morac pattern lxi , while the second line reverses this arrangement as 
11-13.lxii He remarks that the Doh  pattern, although very popular in 
Eastern Apabhra a verses, had practically no impact on Bengali, 
Assamese or Oriya poems. The Laghu Tripad  metre (6-6-8), a light 
tri-caesuriclxiii pattern popular in these three NIA languages, might have 
evolved from the Doh  form.   
 

Finally, Sen [1977, xxxvi] gives Cary pada No. 28 as an instance 
of the Caupai  metre (10-8-12).  
 
tia dh u kh a  pa il  sabaro  mah suhe seji ch il   
sabaro bhuja ga  nair ma ilxiv d r   pemmalxv r ti poh il   
 
However, this example has a pattern of 8-8-12; the first unitlxvi is short by 
two moras. Sen considers this to be the precursor of the D rgha Tripad , 
one of the most popular metres in Bengali lyrics. The standard moraic 
pattern of the D rgha Tripad  is 8-8-10lxvii, but in the Vaishnava lyrics of 
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Jayadeva, Vidy pati and Ba u Ca d sa, the 8-8-12 moraic pattern was in 
vogue.lxviii Then the final two moras dropped from this 8-8-12 pattern, 
which developed into the standard D rgha Tripad  with its 8-8-10 pattern. 
The standard D rgha Tripad  became very popular from the 15th century 
onwards.  

These three, P d kulaka, Doh  and Caupai , are the major metres 
in the Cary pada songs. However, 11 songs have some sort of mixture of 
these three major metres and various other Prakrit metres [SEN 1977, 
xxxvi].  
 
 
The looseness of the Cary pada prosody  
However, SEN 1977 himself admits that there is great flexibility in the 
Cary pada prosody. Thus we can find many cases in which the prosodic 
condition of the line compels us to count short syllables as long in the 
actual pronunciation; they seem to have been pronounced as long during 
the recitation of the songs. However, the criteria with regard to which 
syllable is lengthened are not clear.  

SEN 1977 deals with an example of this kind, although his 
analysis unfortunately does not seem entirely free of arbitrariness. In the 
following, I first summarize his analysis, before offering some critical 
remarks on his argument. Of course my intention is not to devalue the 
work of this great scholar, but to regard the matter more precisely and 
make it clear where the problem lies.  
 
Cary pada No. 1  
k  tarubara pañca bi la  
cañcala c e pai ho k la  
di ha karia mah suha parim a  
lui bha ai guru pucchia j a  
 
k - -  taru bara  pañ cabi  - la-   
cañ cala  c - e-  pai ho-  k - la-   
di- ha ka ria mah   suha pari m - a-  
lu-i bha ai guru  puc chia j - a-  
[Open syllables without hyphen should be read as single moras; closed 
syllables and open syllables with hyphen should be read as two moras.]  
 
This example shows the sixteen-moraic form (4-4-4-4 or 8-8), i.e. the 
P d kulaka metre.  

In his structural analysis, SEN 1977 considers the two words 
marked in italics, di- ha and lu-i, to be exceptions to the prosodic rules 
mentioned above. Namely, he proposes that the first syllables of these 
words (di- and lu-) should be counted as two moras. Thus the two words 
should have been pronounced as [d ha/di ha] and [l i/lu i], 
respectively.lxix His inference can be justified through the observation that, 
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in the language of the Cary pada, the accent tends to be placed on the 
first syllable of a word: as a result, the first syllable is pronounced as long 
under the accent. In fact, the modern Bengali language still has the same 
tendency.  

SEN [1977, xxxvi] states that in the third and fourth lines of this 
verse, the first caesuric unitslxx are composed of a 3-3-2 mora word 
sequence, instead of 4-4. The rhythmic structure 3-3-2 is a new prosodic 
pattern, which would become popular in Eastern NIA dialects in later 
periods. The two units in question, which in his opinion should be 
pronounced as [d ha karia mah /di ha karia maha] and [l i bha ai 
guru/lu i bhanai guru], mark the earliest appearance of this new prosodic 
pattern.  

However, if we were to read di ha as [d ha/di ha], we would 
have to shorten mah  into [maha] in the same line as compensation; 
otherwise, there would be an excess of one mora. Thus I wonder whether 
it is really necessary to modify di ha into [d ha/di ha]. Even without 
SEN�s modification, the segment di ha karia mah  already contains 
exactly eight moras!lxxi  

Thus SEN�s theory seems to be not entirely above objection. 
Rather, his proposal is simply one of several possibilities.  
 
 
Appendix 2 
Metrical analysis of Saraha�s Doh  by SHAHIDULLAH 
SHAHIDULLAH [1928, p. 55ff] deals with the prosody and metrics of 
the Doh ko a. I summarize his statement in the following paragraphs.   
 

 In general, the quantity of vowels is the same as in Sanskrit. But 
there are some particularities: short e and o are sometimes found, 
generally at the end of the word. lxxii  This includes the 
instrumental/locative ending - .  

 The major metre adopted in K ha�s and Saraha�s Doh ko as is 
the Doh . In contrast to M. Jacobi�s theory that the Doh  metre 
is derived from the Vait l ya metre, SHAHIDULLAH [ibid., p. 
62] sees the origin of the Doh  metre in the Dodhaka metre. 
Unfortunately, I am not in a position to judge his theory.  

 The Sora h  metre (6-4-1 | 6-4-3), whose structure is the 
converse of the Doh , is found in the two songs (No. 2, No. 3) 
by K ha and the two songs (No. 50, No. 52) by Saraha.  

 The metre whose frequency is next higher after that of the Doh  
is the P d kulaka metre.   

 As for the Rol  metre. SHAHIDULLAH mentions the definition 
of this metre in the work on prosody, the V bh a a: the metre 
contains 24 moras, with a caesura occurring after the 11th  mora. 
However, K ha�s song No. 22 in the Rol  metre havs the 
caesura after the 13th mora and so deviates from this definition. 
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On the other hand, Saraha�s songs No. 51 and No. 53 contain 
strophes in the Rol  metre with the caesura after the 11th mora, 
i.e. in accord with the definition.  

 Other adopted metres are the Ull ha metre (Saraha No. 100), the 
Dvipad  metre (K ha No. 15), the Mah nubhava metre (Saraha 
No. 49), the Maraha h  metre (Saraha No. 87), etc.    

 
 
Abbriviations 
C. = Cary pada 
Nw. = Newari  
R = Ratnak j  Vajr ch rya  
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i The term cary pada literally means �the word of religious practice�, and 
cary g ti �the song of religious practice�. Both are common nouns denoting a 
certain genre of religious songs. However, the Cary pada and Cary g ti with 
capital letters are customarily used as proper nouns, i.e. as appellations for the 
songs contained in the specific work titled Cary g tiko a. In this paper, I too 
follow this custom, except for in cases where I write the terms in small letters, 
i.e. cary pada or cary g ti, as common nouns.   
ii This work was falsely referred to under the title Cary caryavini caya by 
Haraprasad Shastri. The title of Munidatta�s Skt. commentary on these 
cary pada songs is Cary g tiko avrtti. From this, SEN 1977 restores the title 
of the anthology of cary pada songs as Cary g tiko a. Cf. SEN 1977, pp. 
xv-xvi, and see also KVÆRNE 1986, p.3.  
iii I do not go into the details of the history of research on the Cary pada, as 
this is already dealt with by KVÆRNE 1986, SEN 1977 etc.   
iv I.e. A BH A  DA GUPTA 1989.  
v For Ga acakra, see SHIZUKA 2007.  

However, the Ga acakra ceremony performed in Newar society today has 
underwent considerable changes. The sexual rituals and other procedures of a 
transgressive character which used to form the essential part of this ceremony 
are only performed in a symbolic manner, so as not to disturb the public order. 
Only Vajr c ryas, i.e. the members of the highest caste of Newar Buddhists 
are allowed to participate in this ceremony. Furthermore, even someone who 
belongs to the Vajr c rya caste is not permitted to enter the place of ritual 
without a special consecration (d k ).   
vi Cf. RATNAK J  VAJRC RYA Vol. 1 (1996), p. 3 of the introduction 
(bh mik ). See also TUL DHAR  2008, p. 12.  
vii This song is contained in RATNAKAJI 1986, pp. 20f.  
viii E.g. the cac  song titled Mah lak m dev  in R1, p.86. Its first verse runs: 
i ne (sic!) mah lak m  deb  sa k raj t  (sic!) s t   eka vakra (sic! = vaktra) 
trinayan  catura b hu .  
ix  E.g. Madhyameru (R1, p.1). The first verse runs: madhyameru 
mah ma ikanakar jita, p rvavideha ca jambudv pa   aparago yan  (sic!) 
uttarakurubhuvane pa cavar a pañcajina (sic!) vy piy re . However, 
vy piy re is obviously not Sanskrit; it seems to be Apabhra a or NIA 
vy piy  (< Skt. vy pita) + the interjection re.  
x Cf. TUL DHAR  2008, pp. 1ff.  
xi http://www.kalamandapa.com/  
xii http://www.dancemandal.com/ Prajwal Ratna Vajracharya (Prajval ratna 
Vajr c rya) is one of the sons of Ratnak j  Vajr c rya.  
xiii SEN 1973, pp. 41-42; DAS 1996; etc. SEN [1973, p. 41] states: �About 
ten years ago, Arnold Bake and Sashibhushan Dasgupta collected more than a 
hundred cac  songs from the Buddhist monasteries of Nepal.� On the same 
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page, SEN analyzes the metrical structure of the cac  song E Mahi Ma ala.  
xiv RATNAKAJI VAJRACHARYA 1986.  
xv  RATNAK J  VAJR C RYA Vol. 1(1996), p. 5f. of the introduction 
(bh mik ).  
xvi This is comparable to Bengali scholars� attitude to the Cary pada which 
has considerable cultural importance for them.   
xvii Mistake for mah v ra?  
xviii This seems to be a mistake for padmagiri.  
xix This chronology is considerably early and needs to be reexamined.  

The cac  song titled B ma dahina (R2, p.93), which is also ascribed to 
V kvajra Vajr c rya shows the linguistic characteristics of Early NIA, and is 
included by Shashibhushan Dasgupta in the oldest group of the songs from 
the 10th to 12th century.  

The composition of the Cary padas (i.e. the Cary g tiko a) is usually 
dated to around the 9th to 12th century, and these songs are usually considered 
to be of Indian origin. This wide-spread assumption is contradicted by 
TUL DHAR  [2008]�s theory that V kvajra�s songs were composed in Nepal. 
If the chronology of proposed by TUL DHAR  is right, we would have to  
revise the chronology of the songs of the Cary pada and the prevailing 
theory that the the songs of the Cary pada were composed in the eastern 
areas of India.  
xx  TUL DHAR  2008, p. 20: �thvahe kramay p j kriy y ta mv gu 
cary g ta na  cinegu y ta. thuj gu g ta vajray n  vibhinna deva-dev pinigu 
var ana y n  cin ta gu kha .�   
xxi  According to personal response to my answer from Mr. Kazumi 
Yoshizaki.   
xxii The Newari expression r g  k yegu means �taking hold of the r ga�: a 
short prelude displaying the characteristics of the r ga, similar to an l p  in 
Hindustani music, but shorter, and memorized rather than improvised. Cf. 
WIDDESS 2004.  
  My teacher actually called this type of recitation l p . During my third 
visit to Kathmandu in August 2009, my teacher demonstrated for me the l p  
of the cac  song Gajajina. Gajajina is given in R1, p.39, in which R ga 
Bhairaba and T la Ekat la are prescribed for this song.  
  In my teacher�s recitation of the l p , he recited a melody resembling 
Gajajina, characterized by an abundance of melismatic ornamentations 
without a text.  
  In contrast, at a meeting in February 2010 in which he taught me the cac  
song Paramapau, he demonstrated the melodic line of R ga Des ra in the 
form of l p . He sang it without a text, freely from a rhythmic pattern, 
before we began to practice the recitation of the song text in this melody. 
Thus, an l p  can also be a short demonstrative example of the melody, 
through which the structure or the melodic line of the song is demonstrated in 
a simplified form without the text, ornamentations and repetitions.    
xxiii Besides these three, he also gives the beginning part of the cac  song 
Raktavar a on p. 20.  



216                     Makoto Kitada 
 

                                                                                                                 
xxiv Even worse, the prescription of the R ga Aru for the song No. 4 in the 
Cary g tiko avrtti differs from the modern prescription for the cac  song 
Triha .   
xxv As of February 2010.  
xxvi Trihanda is also given in R 2, p. 9, too, but there the prescribed melody is 
R ga Kar di, and T la Jhapa.   
xxvii Paramarato and nyanirañjana Paramapau are not included in R (= 
Ratnak j  Vajr c rya 1996 and 1999). They are contained in D GUPTA 
1989 with their respective philological source. For more details, see the 
respective sections of this paper.      
xxviii My teacher stated that Madhuripu and Koireva  are sung to the same 
melody. He showed me a short instruction in the margin of the page of his 
manuscript on which Koireva  is written: this instructed this song to be 
sung together with Madhuripu in sequence and to the same melody (r ga). 
But in the book R 2, R ga Vasanta is prescribed for Madhuripu, and R ga 
Var di for Koyar  va , while in the book R 1, p. 43, the r ga and t la 
prescribed for Madhuripu are R ga Kausika Vasanta and T la Kha a kak ra 
(Kha ka k ra?). The matter is made more complicated, for Koire va  is 
also given in R 1, p. 114, too, where the prescribed r ga and t la are 
respectively Kahu and Jhapa. Ratnak j  Vajr c rya (R 1, p. 96) states that this 
prescription is according to the tradition of Patan (Nw. Yela) city. Ratnak j  
Vajr c rya, whose tradition was that of Kathmandu city explains that the 
traditions in the two cities deviate from each other.  
  In fact, the cac  tradition seems to have been once divided into many 
branches. The singing style of my teacher, Narendramuni Vajr c rya of the 
Musu b h , is different from the recording of the late Ratnak j  Vajr c rya. 
Thus, there seem to have been differences of style even within the tradition of 
Kathmandu city.    
xxix Except for cases in which the line called dhu  (< Skt. dhruv ), i.e. a kind 
of refrain, is sung to a melody different from the main melody.     
xxx Song No.1 in D GUPTA 1989.  
xxxi The composer of the melody is not necessarily the same person as the 
author of the text.  
xxxii This observation of mine is perhaps false, for the melody of Triha a is 
shared with other song-texts. 
xxxiii SEN proposes to read the closed syllable am as short.  
xxxiv I.e. the closed syllable should be read as short.  
xxxv Here he reads h l instead of ph l.  
xxxvi  For the relation and affinity between cary g tis and vajrag tis, cf. 
CAKRABART  1975, pp. 208ff., 232-235.    
xxxvii This text is given in D GUPTA 1989, p. 5.  
xxxviii This version runs as follows: �kollaï re hina bolla mummu i (?) re 
kk lo  malaaja ku dur  b paï i ima tahi a vajrajiaï dhu  dhar i kiy taha 
vajjaï karu o kikaï  rol  dhu  tahi pala kh jaï g he mañja a pijjaï  hale 
kali jara p iaï dundur  taha  vajrijaaï  kali jara p iaï dundur  taha  
vajrijaaï  caüsama katyurisihala kappura l iaï  malaaï gha as liaï tahi bhalu 
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kh iaï  p kha a khe a karanta suddh  suddha  ma iaï  nira u e ga 
ca viaï tahi asa r va pa iaï .�    
xxxix The term todi is the same as to i, as the classical Newari language often 
confuses dental and retroflex.   
xl This might be the same person as Kar arip , one of the 84 great masters of 
Vajray na. For Kar arip , see SUGIKI 2000, pp. 90ff. In the Hevajratantra, 
the name of the composer is not mentioned. 
xli D GUPTA 1989, p. 7, No. 3. His reading of this song is as follows: 
�u ha bhar o karu ama a pukkas  mahu  parit hi   mah suajoe k ma 
mahu  cha ahi su asam hi  tojjh  bihu e marami hau  u hehi  tuhu  
hebajja  cha ahi su asabh ba  abaria sijjh u kajja  loa nimantia 
suraapahu su e acchasi k sa  hau  ca l  bi anami tai  bi a ahami na 
d sa  indi l  u ha tuhu  hau  j n mi tuha citta  ambhe omb  cheama a 
m  kara karu abicitta �  
xlii SNELLGROVE 1959, part 2, pp. 78f.  
xliii D GUPTA 1989, p. 8-9, No. 4.  
xliv S KRTY YAN  1957, p. 30.  
xlv Translation by the author, referring to S KRTY YAN �s modern Hindi 
translation.  
xlvi The situation has changed nowadays in the performances open to the 
public for purposes of touristism. On such occasions, female dancers are often 
seen participating in the performance.  
xlvii Variant phoire. If pho- can be connected with Modern Bengali phu/ph  (< 
Skt. ph tk ra), *phoile va  would mean �[one] blew the flute� or �the 
flute was blown�.  
xlviii Another possibility is to interpret koi and v ji as Apabhra a absolutives 
ending in -i, and re as an interjection.  
xlix I interpret laiy  as *raiy  or *r y , and consider it to be derivative from 
Skt. r j . The unamended reading laiy  would be translated as an absolutive 
meaning �taking�, in which case I cannot find any suitable interpretation.  
l I would like to interpret so ile as *so ile/*sokhile (< Skt. u  �to dry out�). 
However, the retroflex  is usually not confused with the palatal  in classical 
Newari writing,. The unamended sva ire would mean �in [one�s] own head�.  
li The meaning of rohi is unclear.   
lii I cannot help feeling tempted to interpret a ga as having the double 
meaning of A ga Yoga and asta -ga lit. �going to the Mount Asta�, i.e. 
setting in the sky. Under such an interpretation, this line has the suggestion 
that the sun and moon paradoxically rose in the west. However, since the 
confusion of retroflex and dental in a a vs. asta is usually not observed 
among the historical changes affecting NIA, my theory cannot be 
substantiated, unless this text was composed by a Newar author who did not 
strictly observe the distinction between the two consonants.    
liii SEN 1973, pp. xxxv-xxxvi.  
liv The orthodox definition of the Pa r' meter divides it into two units, 8|6. 
However, CHATTERJI 1970, p.286, states that this 8|6 structure is based on a 
4-4|4-2 division.   
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lv In pronunciation,  or  must be shortened to retain four morae, although 
SEN does not mention this.    
lvi SEN proposes to read the diphthong au as three morae.  
lvii  SEN originally read nida gela in his Roman transcription of the 
manuscript [SEN 1977, p.8]. However, here [ibid., pp. xxvi] and on p. 129 he 
unnecessarily corrects it into nid gela. I wonder whether nida gela better suits 
the phonetic state of the language at this time. The facsimile copy of the 
manuscript scarcely offers us a clue, for the part in which this expression 
occurs is almost illegible. Whichever it is, it does not change the moraic total.  
lviii SEN adopts the expression �the final tetra-moric unit of the line�.  
lix The reading contained in his Appendix A [SEN 1977, p.142, �Corrected 
Cary  text with translation�] is also the same. 
lx I hope that this text reflects SEN�s interpretation, and does not contain 
misprints!  
lxi SEN adopts the term �13-11 moric dicaesuric pattern�.  
lxii  However, if we adopt the original text without considering SEN�s 
interpretation, the units iama a tohor  dos  and gurubaa a bih r  re, 
although considered as having 11-morae by SEN, both contain 12 morae. On 
the other hand, the units sui  hatha bid rama re and th kiba tai ghu a 
kais , although considered as 13-moraic by SEN, could be counted as having 
11 morae, if long vowels are pronounced as short (= single morae), as often 
happens. SEN�s criteria as to which long vowels are shortened in 
pronunciation, are not clear to me.  

SEN�s shortening of the long vowel at the end of the verse can be justified 
by the following fact: Dr. Junko Sakamoto has very kindly informed me of 
her observation that Apabhra a meters tend to avoid final long syllables.   
lxiii I.e. the line consists of three caesuric units.  
lxiv In his transcription of the manuscript (p. 75), air ma i with two �s.  
lxv In his transcription of the manuscript (p. 75), originally pemha.  
lxvi SEN adopts the term �pause unit�.  
lxvii The term tripad  means �that [meter] which has three units�. Therefore, 
two different patterns, i.e. 8-8-10 and 6-6-8, both have the name of Tripad . 
The two are distinguished in that the former (8-8-2) is called D rgha Tripad  
(�the long Tripad �), and the latter (6-6-8) Laghu Tripad  (�the light Tripad �). 
In the following, I quote the respective instances of these two patterns given 
in SEN' 1995:  
 
D rgha Tripad  (8 8 10 ):  
tohme r dh  candr bal   hme deba banam l    
hm  parihara k ra e   

[tomhe radha c ndraboli  amhe debo b nomali  amha porihoro akarone]  
(SEN' 1995, p. 12; taken from the r kr ak rtana by Ba u Ca d sa) 
 

In this case, the long vowel and the short vowel are both counted as single 
morae. A closed syllable such as can- in candr bal  is counted as a single 
mora as well.  
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Laghu Tripad  (6 6 8 ) 
mano uc ana  ni b sa saghana  kadambak nane c e   
[mono uca ono  ni a o ghono  k dombokanone cae ] 
(SEN' 1995, p.17, an instance taken from the Vai ava Pad val ; phonetic 
symbols added by the present author)  
 
gharera b hire  da e atab ra  tile tile ise y a   
[gh rero bahire  d e tobaro  tile tile ai e jae ]  
(SEN' 1995, p. 17; taken from the Vai ava Pad val )  
 
In this case, the diphthong i of ise [ai e] is counted as a single mora, if ise 
was not already pronounced as [e e] at that time.  
 
s su  nananda  khurera dh ra  s m  ba a durub ra   
[ a u i n nondo  khurero dha ro  ami b o duruba ro ] 
(SEN' 1995, p. 12)  
 
This instance is taken from the r kr ak rtana by Ba u Ca d sa, and 
belongs to an early stage of the Bengali language in the 15th century. 
Therefore, dh ra and durub ra must be pronounced respectively as [dha ro] 
and [duruba ro] according to SEN  1995.   

 
In his discussion of the relation between Cary pada prosody and Bengali 

prosody (SEN 1977, xxxvi), SEN deals with D rgha Tripad .    
lxviii SEN 1977�s argument here is not completely unproblematic. We have to 
remind that the three poets mentioned here, Jayadeva, Vidy pati and Ba u 
Ca d sa, composed in different languages, respectively Skt., Maithili and 
Bengali. (Vidy pati in both Apabhra a and Maithil ). Skt. and Maithili 
retain the distinction between short and long syllables, so long vowels and 
closed syllables are treated as bi-moraic in prosody; while Middle Bengali 
lost this distinction, with the result that long and short vowels are both 
counted as mono-moraic, except for rare cases in which the prosodic 
conditions demand that they be counted as long.     
lxix Indeed, the Sanskritised form of lui is l y p da with long l .   
lxx I.e. di ha karia mah  and lui bha ai guru.  
lxxi Sen might have done his modification in view of the fact that Apabhra a 
meter tends to avoid long syllables or shorten them at the end of the unit.  
lxxii This fact seems to be related to the tendency of Apabhra a metrer to 
avoid long syllables at the end of the metrical unit. The latter might in turn be 
correlated with the stress falling on the first syllable of the word.   
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Explanation on the musical notations 
 

Only the basic line of the melody is given. In chanting, ornamentations 
are applied to the melody. These ornamentations vary in every time of 
performance, and it is actually not easy to distinguish the basic melodic 
line from ornamentations. Therefore, these notations are results of certain 
compromises.  

The pitch is not fixed. In these notations, the intervals of the scale are 
noted, but which one is the keynote is not clear.  

Every cac  begins with a meaningless utterance such as a ha  ya ha  
ha . In the conjunction from a line to the next line, similar utterances 
such as a ha  a he a ha  ya ha  etc. are sung.  
 
Triha  The rhythmic cycle is 3+2+2 = 7  
 
Kol i  
The rhythmic cycle seems 6+4+4 = 14  
In this cac , the third line (malaya ja kunduru �) is the dhu  (refrain). 
For the dhu , a melody different from the main melody is adopted. I show 
the main melody and the melody for the dhu  separately. The order of 
chanting is:  
1. The first line and the second line  
2. The third line which is the dhu   
3. The fourth to the last line  
4. Again the third line (dhu )  
 
The four question marks [? ? ? ?] in the first line (kol i le�) are actually 
the part which was omitted by my informant. I added them in view of the 
rhythmic cycle with 7 beats.    
 
Paramarato 
The rhythmic cycle seems to be 7.  
As remarked in my paper, this song is sung on the two different r gas 
alternately. I show the two melodies separately.  
 
Saraha�s Doh : nyanira jana  
The rhythmic cycle seems to be 4.  
 
Madhuripu/Koire Va  
The rhythmic cycle seems to be 4. 
The two cac  share one and the same melody. In the song-texts, the first is 
that of Madhuripu, and the second, Koire Va .  
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The Development of Metre in 

Modern Bengali Poetry 

Kyoko Niwa 
 
 
 
 
 
Introduction 
Bengal is a land of poetry, whose overflowing abundance and rich variety 
have long dazzled lovers and devotees of world literature. However, this 
abundance or variety might at times dismay readers who are not familiar 
with the methods for decoding, interpreting or appreciating the true sense 
and beauty of Bengali poetry. In order to not just read poems, but also to 
appreciate them, one must know some basic rules that apply exclusively to 
poetry. Metre is certainly one major rule that does not exist in ordinary 
prose writing, though poets today can also compose poems without using 
any specific metre.  

In this short paper, I will not pursue the historical development or 
linguistic analysis of Bengali poetry in detail. Instead, as a first step in 
studying the specific structure of Bengali poetry, I intend to give a clear 
representation of the basic principles of Bengali metre and will also try to 
determine the role played by these metres in the process of poetic 
composition. Hence, the paper is an attempt to survey mainly the metres 
(chanda or chander riti in the Bengali language) of modern Bengali 
poetry, along with references in verse form (chandobandha) or rhyme 
(mil) whenever necessary.  
 
 
1. The idea of Bengali metre 
There has been confusion about Bengali metre throughout most of the last 
century, and the existence of various terms for nearly the same type of 
metre has only complicated the situation further. Two leading scholars of 
Bengali metre and their followers have argued over not only the technical 



230                         Kyoko Niwa 
 

terms, but also the concept of meter itself and its application in this or that 
particular poem. There are also many scholars and poets who stand 
between the two camps or have their own ideas, but we will leave them 
aside here and trace the representative views of the two leading schools of 
thought. 

The two scholars in question, Amulyadhan Mukhopadhyayi and 
Prabodhachandra Senii, both classified the metres of Bengali poetry into 
three types (riti), and their classifications are quite similar to each other. 
Amulyadhan named these types aksharbritta, matrabritta and svarbritta, 
whereas Prabodhchandra Sen, who first agreed with the naming of these 
three terms, later changed them into mishrabritta, kalabritta and dalbritta 
respectively. 

The naming of aksharbritta and matrabritta apparently comes 
from the description of Sanskrit or Prakrit metres, which in fact are not the 
same as Bengali metres. It appears likely that Prabodhachandra could not 
accept this kind of ambiguity and so came to strongly criticize 
Amulyadhan�s terminology. For example, Amulyadhan used the term 
akshar for �syllable�, and matra for �mora�. Prabhodhachandra applied the 
term dal for syllables, arguing that akshar in Bengali usually means �letter� 
and so could easily be confused with that meaning. He also preferred kala 
for moras, noting that matra means not only a mora but any kind of 
measure of time. In fact, Bengali metre today is based on the natural 
pronunciation of the language and not on the orthography as was 
previously the case, so it is reasonable to avoid the term akshar. Matra is 
also a confusing word, which has been used in various ways. Here again, 
we would do best to apply Prabodhachandra�s term dal, since matra is 
indeed sometimes used in the sense of a measure of time, as in terms like 
dalmatra (counting syllables as a unit of measure) or kalamatra (counting 
moras as a unit of measure). On the whole, Prabodhachandra�s definitions 
seem to be more accurate, and in order to avoid further confusion with any 
other metrical system, we adopt his terms here: dal for syllable, kala for 
mora, and matra for a unit of measure. The three types of metre will 
henceforth be referred to as mishrabritta, kalabritta, and dalbritta 
respectively.  

These three types differ from each other on the specific point of 
how to count closed syllables. Prabodhachandra defines two kinds of dals, 
muktadal, �open syllable� and ruddhadal, �closed syllable�, whereby an 
open syllable ends in a vowel and a closed syllable ends in a consonant or 
semivowel. Open syllables are always counted as one matra, since there is 
no longer a contrast between long and short vowels in the modern Bengali 
language. On the other hand, closed syllables may be counted as one or 
two matras according to the metre. In kalabritta or moraic metre, every 
ruddhadal is counted as two matras, whereas in dalbritta or syllabic metre, 
every ruddhadal is counted as one matra. In mishrabritta, formally 
mishrakalabritta, only ruddhadals at the end of a word are counted as 
two; this type can thus be called mixed moraic metre or composite metre 
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in English. 
The differences between the two scholars are not only limited to 

terminology. Amulyadhan connected these three types of metre with 
tempo (lay) of recitation and also with certain verse forms, whereas 
Prabodhachandra did not admit any of those specific connections. For 
example, according to the ideas of Amulyadhan, Payar, the most famous 
and most frequently used verse form in Bengali, is always composed in 
aksharbritta, and all aksharbritta poems should be recited in a slow tempo 
(dhir lay). In contrast, Prabodhachandra claimed that Payar can be 
composed in any of the three types of metre, and he also made it clear that 
any of those types can be recited in any tempo. On this specific point, 
what we need to take into account is the fact that there was a difference in 
approach between the two, rather than trying to decide which of the two 
conceptions is correct. It is said that Amulyadhan�s approach is �musical� 
whereas Prabodhachandra�s is �mathematical�, since Amulyadhan�s 
explanations depend on the mood or tone of the poem, whereas 
Prabodhachandra analyzes the poem mathematically. The controversy 
over Payar is rather complicated, and so will be discussed later. 
     

Before proceeding further to our topic of discussion, which is the 
structure of modern Bengali poetry, let us first trace briefly the history of 
Bengali metre. 

Caryapada, the oldest text of Bengali literature dating to the 10th 
or 11th century, is considered to be composed in kalabritta, as are the older 
texts of Vaishnava Padabali written in Brajbuli and following the patterns 
of Sanskrit or Prakrit. This kalabritta, which is sometimes also called old 
kalabritta, is different from kalabritta of today, since the difference 
between long (guru) and short (laghu) open syllables was still observed at 
that time. Therefore, open syllables, which now are always counted as one, 
are sometimes counted as two matras in old kalabritta. 

After Caryapada there is a long absence of Bengali texts for about 
two or three centuries, and it is presumed that the pronunciation of 
Bengali changed during this period. Three important changes in 
pronunciation should be noted: the difference between long and short 
vowels disappeared; the vowel a at the end of a word was dropped; and 
the pronunciation of closed syllables in the middle of a word was 
shortened. After this period, Bengali metre showed a tendency to follow 
contemporary pronunciation, and mishrabritta became a dominant poetic 
form, as in the case of Srikrishnakirtan (15th century) and other Vaishnava 
poetry or Krittibas�s Ramayana. On the other hand, folk songs such as 
Shyama sangit and folk rhymes, called chara, have always been 
composed in dalbritta, perhaps because those verses, which are usually 
not written, reflect Bengali pronunciation more directly. Such oral poetry 
sometimes influenced written texts as well. 

This is a general explanation of medieval Bengali metre; in short, 
it began with kalabritta imitating the ideal of Sanskrit metre, and then 
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gradually transformed into mishrabritta influenced by the actual 
pronunciation. This passage has also been influenced by dalbritta which 
comes from oral verse. Still, we can find many different opinions of the 
details, since there always exist some difficulties in the precise 
interpretation of old texts.  

We also should not forget that these old texts are generally 
supposed to have been composed for singing. Since songs do not usually 
employ the same measures as poems, we have to be careful in dealing 
with those texts. It also should be pointed out that there was no authentic 
study of Bengali metre before the 19th century, as any study of metre in 
those days meant a study of Sanskrit metre. The idea of three types of 
metre in Bengali was developed only in modern times. 

With or without consideration of its own metrical system, Bengali 
metre has followed its own path of development, diverging from Sanskrit 
and Prakrit metre throughout the medieval period, and culminating in one 
specific kind of accomplished style of Bengali poetry in the pre-modern 
age. This was Payar in mishrabritta, of which we can find a good 
example in the 18th-century poetry of Bharatchandra Ray. Traditional 
Payar consists of couplets of units with 8 and 6 matra feet each, and was 
always written in mishrabritta. This style retained its predominance in 
Bengali poetry well into the 19th century, until the time of Rabindranath 
Tagore.iii 
 
 
2. The contribution of Rabindranath Tagore to modern Bengali 

metres. 
Rabindranath was not only a great poet, but it is impossible to even 
imagine Bengali poetry today without his contribution. He cultivated 
almost all the stages of poetry-making by himself, and in the realm of 
metre too, the basic principles, followed even today by the most modern 
poets, ultimately derive from his thinking. 

Before Rabindranath, there had been no clear classification of 
Bengali metre, though there were a number of studies on the topic by his 
predecessors. Rabindranath was not a scholar in any way, but with 
extremely sensitive ears and earnest concern for the best possible 
composition, the poet tried to understand and establish the metrical system 
of modern Bengali on the basis of �proper� pronunciation. As a result, he 
arrived at a system quite similar to the three types of metre which became 
the basis for the studies of the two major scholars mentioned above. 
Rabindranath called these three types Payar-jatiy, Brajbuli-bhanga and 
Prakrit-bangla respectively. He also used different names from time to 
time, but these terms reflect his ideas effectively. 

What is called by Rabindranath Payar-jatiy, meaning Payar-kind, 
is almost the same type as mishrabritta in Prabodhachandra�s terminology. 
His naming of this type of metre was based on the fact that Payar as a 
verse form had been very dominant, and this Payar at the time was always 
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written in mishrabritta. This is one reason why Payar was often 
considered to be a metre, rather than a verse form. The Bengali word 
chanda, which is generally applied to metre, can also be misleading, since 
it has a broader sense. In addition to metre, chanda can at the same time 
denote rhythm, and even sometimes verse form as well. Consequently, 
one used to pose ambiguous questions like �Is Payar a chanda?� If we 
define Payar to be �a verse form which consists of feet of 8 and 6 
matras�, as is the ordinary rule today, then it cannot be defined as a kind 
of metre, so in that sense, the name Payar-jatiy is rather misleading. In 
any case, what matters most is that Rabindranath perceived this to be one 
of the three kinds of metre, and also observed, not scientifically or 
logically but rather intuitively or through his own experiences, that the 
treatment of closed syllables is the key to the classification of these three 
metres. Mishrabritta itself is a kind of traditional metre and had been used 
extensively by all Bengali poets from medieval times onward. However, 
Rabindranath�s discovery made it possible to produce various patterns of 
poetry in mishrabritta, as we will see below. 

The second type of metre, called Brajbuli-bhanga or �broken 
Brajbuli� by Rabindranath, is almost the same type as kalabritta in 
Prabodhachandra�s terminology. Since Rabindranath also called this type 
Sanskrit-bhanga or �broken Sanskrit�, he apparently considered it to be of 
non-Bengali origin. As he sensed, Brajbuli or Sanskrit metre is obviously 
the source of this type, but at the same time, Rabindranath introduced a 
kind of new style of kalabritta, and it can be said to be his own invention. 
What the poet suggested is that, all open syllables should be counted as 
one according to modern Bengali pronunciation, whereas all closed 
syllables are to be counted as two. As a result, this kalabritta opened up 
new possibilities of poetry-making in modern Bengali. This metre is 
sometimes called naba-kalabritta or adhunik kalabritta, meaning new or 
modern kalabritta, when we have to distinguish it from the old type of 
kalabritta. Rabindranath began to use this metre in the Manasi periodiv, 
and thereafter composed many of his poems in this style. 

It is not surprising that Rabindranath could handle old kalabritta 
also, as we can see in the case of Bhanusingha Thakurer Padabaliv. 
Another good example is the national anthem of India, the 
Jana-Gana-Mana song. Only Rabindranath used this old type of 
kalabritta in his limited works. 

Rabindranath also called these two types of metre, Payar-jatiy and 
Brajbuli-bhanga, together sadhubhasar chanda, or metres of literary 
language. In fact, Rabindranath lived during a time when the literary 
language was gradually giving way to the colloquial language, and he not 
only did not oppose this process, but promoted it himself. 

Then there was the third metre, which Rabindranath called 
calitbhashar chanda or metre of colloquial language. At the time, 
colloquial language and its metre were closely associated with folk 
literature, as in the case of chara, a kind of nursery rhyme or comic song. 
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Rabindranath was the first to pay attention to these folk rhymes, and 
collected them himself. He was also familiar with the folk songs of 
Bengal, which are usually composed in the same metre, and naturally, 
tried to compose many of his own poems in this metre, in his words in, 
Prakrit bangla or �natural Bengali�. This is the type which we call 
dalbritta today, and Rabindranath indeed introduced new possibilities of 
composition in this kind of metre. 

As already mentioned, dalbritta had been used for hundreds of 
years in Bengal, but verses in dalbritta had not been considered �serious 
literature�, since they were mainly folk songs and chara. Chara have 
however long been very popular among the Bengali people, so much so 
that this type of metre is also sometimes called charar chanda or �chara�s 
metre�. Whereas earlier poets applied this style mainly in composing 
lighter poems, Rabindranath demonstrated that serious poetry could also 
be composed in this style. He began using this metre from the Kshanika 
periodvi onward, and left many works of dalbritta in his literary output. 

We will now look into the details of a couple of Rabindranath�s 
works here, in order to better understand his actual process of poetic 
composition. But before doing so, I would like to briefly mention the 
poetic circles of his times. 

Madhusudan Dutta vii  was a leading poet at the time when 
Rabindranath was born. He began writing poems in English and had a 
thorough knowledge of English poetry. The biggest contribution of 
Madhusudan to modern Bengali poetry was the introduction of blank 
verse. Until then, poetry was always supposed to be rhymed; thus modern 
Bengali poetry acquired its first freedom through his innovation. He also 
wrote many poems in the style of prabahaman, �enjambment�, which also 
greatly influenced later poets. 

It is said that young Rabindranath was not as influenced by 
Madhusudan as by Biharilal Chakrabartyviii, who was another leading poet 
of the time. Even so, these two major poets before Rabindranth wrote 
poetry in mishrabritta according to Bengali tradition, and in the field of 
metre, there was no major innovation before Rabindranath. 

Rabindranath was quite conscious of poetic metre from the very 
beginning of his career, and experimented with many ways of composition 
even in his youth. Rabindranath�s originality of metre is said to have first 
appeared in Sandhya sangit (1881), but his real reconstruction of Bengali 
metre began when he adopted new kalabritta, and later when he adopted 
dalbritta in his own way. 

 
Rabindranath first tried out his new kalabritta when he wrote his 

poems of Manasi, which were published in 1890. Many leading literary 
figures, including Buddhadeva Bose, a representative poet of the 
post-Tagore generation, have opined that this work alone singlehandedly 
brought about the creation of a new Bengali metre.ix Let us examine one 
of Rabindranath�s compositions in kalabritta from his famous collection 
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of poems, Gitanjali.x This is the third poem of the book. 
 

kata aj n re j n ile tumi,  
        =6,6 

  kata ghare dile hãi   
         _  =6,2 
d rke karile nika , bandhu,  
_      _    _   =6,6 
  parke karile bh i /  

_      _  =6,2 
    pur no b s che e y i yabe  

      _     _    =6,6 
    mane bhebe mari k  j ni k  habe,  

                =6,6 
    n taner m jhe tumi pur tan  

_          _  =6,6 
      se kath  ye bhule y i /  

            _  =6,2 
    d rke karile nika , bandhu,  

_      _   _   =6,6 
      parke karile bh i /  

_       _  =6,2  xi 
 

�How many unknowns you have made known, 
How many shelters you have provided  
You brought the far nearer and made him a friend, 
You made strangers brothers. 
When we leave our old dwellings 
We fear, not knowing what will happen. 
I always forget that 
You are old among the new. 
You brought the far nearer and made him a friend, 
You made strangers brothers.�xii 

 
We can observe a typical composition in kalabritta: the basic verse form 
is 6,6/6/2, except for the fifth and sixth lines, which have become 6,6/6,6. 
Kalabritta usually requires the repetition of feet of the same number of 
matras, as here, and only the last foot is allowed to be different, though it 
should be of a smaller number. Feet of six matras were Rabindranath�s 
favorite when he composed in kalabritta, and this preference was 
followed by many other poets after him. 
 

Anyone can notice that the poems of Gitanjali were written in a 
simple manner. They are rather short, and the compositions of stanzas and 
feet are also relatively uncomplicated. In this style of writing, 
Rabindranath used dalbritta the most often, in 111 poems out of 157, 
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whereas he used kalabritta in 43, and wrote only three poems in 
mishrabritta. 

Dalbritta is not, of course, an invention of Rabindranath. This 
metre had long been in use in folk literature, but no one before 
Rabindranath had thought of adopting it for serious poetry. We can find an 
example of dalbritta in his poetry book Kari o komal, published in 1886, 
but he started to use this metre on a larger scale only from Kshanika 
(1902). For about a decade after this, Rabindranath worked extensively on 
his so-called �mystic� poems, including Gitanjali, and wrote many of 
these in dalbritta. Indeed, Amulyadhan once stated that �the popular 
stressed metre (dalbritta) is best suited for conveying mystic 
pronouncements.�xiii 

Here is such an example of dalbritta, once again from Gitanjali. 
This is the 74th poem of the work. 
 

bajre tom r b je bã i, 
         = 4,4 

se ki sahaj g n / 
      = 4,1(4,2) xiv 

sei surete j gba mi, 
        = 4,4 

d o more sei k n /  
        = 4,1(4,2) 

bhulba n  r sahajete, 
       = 4,4 

sei pr e man u hbe mete 
            = 4,4 

mrtyum jhe h k  che 
           = 4,4 
ye antah n pr  /  

      = 4,1 (4,2) 
 

�Thunder sounds within your flute, 
How natural and simple a song that is. 
I will wake up by that music of yours, 
Give me the ear to listen. 
I will not forget easily, 
My mind will be overwhelmed by the touch of that life 
The eternal life remains hidden 
Covered in death.� xv 

 
Like kalabritta, dalbritta also requires serial feet of the same number. Feet 
of four matras are generally used in dalbritta, and this poem is a typical 
composition of this kind, which is 4,4/4,2. This style again allows a 
different number at the end of the line, as long as the number remains 
lower. Here again, the fifth and the sixth lines are irregular in being 
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4,4/4,4. This kind of composition is almost the same as that of chara, but 
Rabindranath puts a very different kind of emotion into this style. 
 
      Mishrabritta had been used for centuries before Rabindranath, and 
he did not, of course, abandon this traditional metre. Still, not exactly 
having chosen to follow in his predecessors� footsteps, he cultivated quite 
a number of new possibilities in this metre as well, as we can see from the 
fact that he experimented with as many verse forms as possible in 
mishrabritta. As mentioned above, Rabindranath called this metre 
Payar-jatiy or �Payar-kind�, but he rarely wrote ordinary Payar in this 
metre himself, perhaps because he felt that it was too monotonous or 
old-fashioned. Payar, which was traditionally composed of couplets with 
two feet of 8 and 6 matras each, has become simpler in modern poetry, 
where it now involves only the combination of two feet of 8 and 6 matras. 
Nevertheless, Rabindranath sought to create a rather different kind of 
composition. As far as kalabritta or dalbritta is concerned, there was a 
kind of newness or freshness in their rhythm, but mishrabritta, to whose 
rhythm poets were already so accustomed, rather demanded something 
new in modern poetry. Thus Rabindranath experimented with various 
kinds of verse forms, including irregular forms of feet or stanzas. 
Fortunately, mishrabritta was well suited to such variation, and the results 
are generally considered a success. 
      Here is an example of Rabindranath�s composition in mishrabritta. 
The poem is usually called �Shah Jahan� and is included in the collection 
Balaka, which was published in 1916. 
 

e kath  j nite tumi, bh rat-i var -j h n,  
         _   _    _ = 8,10 

k lasrote bhese y  j ban yauban dhana m n /  
       _  _   _        _ = 8,10 

    udhu taba antarbedan   
        _   = 10 
cirantan ha e th k samr er chila e s dhan  /  

_       _  _           = 8,10 
    r j akti bajra suka hin  
  _        _  = 10 
sandhy raktar gsama tandr tale ha  hok l n,  

_                _   _   _  = 8,10 
    kebal ek i d rgha v s  
  _   _   _  = 10 
nitya-ucchvasit ha e sakaru  karuk k   

   _        _   _   _ = 8,10 
    ei taba mane chila  /  

_        _ = 10 xvi  
 

�You knew about this, Emperor of India, Shah-Jahan, 
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Your life, youth, wealth and fame wash away  
in the stream of time. 
Only the pain in your heart will remain forever 
This was the earnest desire of the Emperor. 
The imperial power like a strong thunder 
Will fade into the bottom of sleep like the red splendor of sunset, 
Only a deep, eternal overwhelming sigh 
Would make the sky woeful, 
This was the wish of your heart.� xvii 

 
This long poem begins with a combination of 8 and 10 matras, generally 
called Maha-Payar as it is a variation of Payar. However, Rabindranath 
does not stay with this form for long, but soon moves to a different pattern 
of combinations. This kind of style, which is written in a fixed metre but 
with irregular verse forms, is usually called muktabandha in Bengali. 
Muktabandha may be translated into English as �free composition�. 
 

    Throughout his career, Rabindranath�s concern was to find an 
appropriate metre in which Bengali would sound most beautiful, as well 
as to devise the most appropriate composition for conveying a certain idea 
or image of his own. As a result, and after some experimentation, he 
arrived at the idea of the three basic metres of Bengali. Furthermore, 
Rabindranath not only reconstructed the metrical system, but also 
expanded the possibilities of each metre; as Buddhadeva right remarked, 
�He opened the door to variety.�xviii These three types have become the 
basis for the Bengali metres of today. Yet Rabindranath�s search for new 
forms or styles of poetic expression continued until the very end of his 
life. 
 
      The question whether Rabindranath ever really wrote in free verse 
repeatedly has been raised. Here again, the problem of definition blocks 
our way. Free verse is usually called muktachanda in Bengali, but in fact 
there is no clear definition of the term. Buddhadeva Bose once defined 
free verse as a style in which more than two metres exist in a single 
poem. xix  But this kind of style is also known by another term, 
mishrachanda, �mixture of metres�, and is usually distinguished from free 
verse. There is another style called gadya kabita or �prose poem�, and this 
makes the situation more complicated. The general understanding is that a 
prose poem is poetry which is written in prose form, whereas free verse is 
poetry which is free of any kind of restrictions, including metre. However, 
it is not always clear how to distinguish the two with respect to the 
composition of a particular poem. 
      Setting aside the question of Rabindranath and free verse, we can 
at least say that he was always in search of new ways to expand the 
composition of poetry beyond existing restrictions. In his later works like 
Balaka or Palataka (1918), we often come across irregular verse forms or 
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lines free of any metrical conformity. Nevertheless, it appears that he did 
not follow the option of freeing poetry of its traditional restrictions one by 
one, since we can scarcely find any compositions by him in mishrachanda, 
or a mixture of metres. Instead, he wrote prose poems, as we can see from 
his collections like Punashcaxx. And in this style as well, he showed his 
unlimited talent for writing poetry. 
      Observing closely the accomplishments of this towering landmark 
of Bengali poetry, what could the next generation reclaim in 
poetry-making, especially in the field of metre? Was there anything new at 
all that they could achieve? The next section turns to the activities of this 
new generation, and their contributions to the development of Bengali 
metre. 
 
 
3. Development of modern Bengali metres after Rabindranath 
In this section, we will examine the poetic practice of modern Bengali 
poets. But before doing so, let us trace once again the path which 
Rabindranath traversed during his over 60 years of composing poems. 

    Rabindranath began writing poetry under the influence of Biharilal 
Chakrabarty, who was a representative lyric poet of the late 19th century. 
Biharilal used traditional mishrabritta, and Rabindranath also wrote many 
pieces in his youth following the same model. He subsequently reformed 
traditional kalabritta into new kalabritta, and also discovered new 
possibilities for dalbritta. Rabindranath would continue the process of 
reconstructing, varying, and experimenting with these three types of 
Bengali metre well into his middle years. But his path did not end there. 
As already mentioned, Rabindranath lived through a critical span of 
history, during which the language of literature itself underwent enormous 
changes. 
      After the 1920s, the traditional Bengali literary language gradually 
disappeared from use, as colloquial forms of the language became more 
and more dominant in all genres of Bengali literature, including poetry. 
On the whole, Rabindranath was quite positive toward the adoption of 
colloquial language for any type of literature, but it was not so simple to 
change completely the choice of words and constructions in poetry. 
Shankha Ghose, a representative poet of today and also a scholar of 
Bengali literature, has pointed out that both literary and colloquial 
language continued to coexist in Rabindranath�s poetry, especially in 
mishrabritta, and that when he tried to make wholesale use of colloquial 
language, he jumped over to the style of prose poems.xxi According to 
Rabindranath�s original conception, mishrabritta was a metre of literary 
language, so it might have been difficult for him to alter his poetic 
language all at once. 
      Modern poets after Rabindranath first appeared on the Bengali 
literary scene in the 1930s. Each poet of this generation attempted to 
create his or her own version of metre, and this was reflected in the 
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structure of their verses as well. However, it should be noted that none of 
them directly followed the poetic practice of Rabindranath in that period, 
which consisted of simple prose poems or irregular and free composition. 
Rather, it seems that at the beginning, many poets of the post-Tagore 
generation tried to apply entirely colloquial language to any of the three 
metres. 
       As one of the leading poets of the 1930s, Buddhadeva Bose 
suggested that modern poets should avoid not only literary language, but 
also words specific to poetry. In Bengali poetry, it had been allowed to 
mix sadhu (literary) and calit (colloquial) language and also to use words 
like mama �my� (for usual amar) which do not occur in ordinary speech. 
At the same time, Buddhadeva no doubt cherished the specific rhythm of 
the three types of metres, though he also wrote prose poems. 
      After Rabindranath, scholars of Bengali poetry, including the two 
already mentioned, carried out full-scale studies of metre, and many of the 
poets themselves thought over and interpreted metre in their own way. 
Within this changing poetic world, the metres of Bengali poetry did not 
disappear at all, even after the master-figure Rabindranath began to 
compose prose poems. Instead, they continued to be a fundamental 
element of Bengali poetry-making. 
 
      Let us now examine some examples of poems in which modern 
poets effectively adopted one of the three metres. First, we will look at 
poems composed in mishrabritta. 
 

    Jibanananda Das (1899-1954) was another representative poet of 
the 1930s. He adopted a rather traditional style of metre and verse form, 
yet still gained a high reputation as a modern poet. His favorite metre was 
mishrabritta, though he also wrote some poems in dalbritta in his later 
days. Below is the first stanza of his famous poem �Banalata Sen�. 
 

h j r bachar dhare mi path hã itechi prthib r pathe, 
_   _         _      _     = 8,8,6 

si hal samudra theke ni ther andhak re m la  s gare 
_            _        _     = 8,8,6 

anek ghurechi mi ; bimbis r a oker dh sar jagate 
_          _    _   _      = 8,8,6 

yekh ne chil m mi ; ro d r andhak re bidarbha nagare ; 
            _            = 8,8,6 

mi kl nta pr  ek, c ridike j baner samudra saphen, 
     _   _     _        _  = 8,8,6 

m re duda a nti di echila n orer banalat  sen / 
             _       _  = 8,8,6 

 
�For thousands of years, I have been wandering along the roads 
of this world. 
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From the ocean of Ceylon to the Malay sea in the depth of a 
dark night, 
I have traveled a lot, in this pale world of Ashoka, 
I was there; in the further darkness of the city of Bidarbha, 
I�m a tired soul surrounded by the foamy sea of life all around, 
And it was Banalata Sen of Nator who had given me a moment 
of peace.� xxii 

 
As already mentioned a number of times, Payar in mishrabritta metre had 
been the most typical Bengali poetic composition. However, this poem is 
not written in Payar form, but has instead been composed in Tripadi form, 
which is another typical composition of Bengali poetic tradition, though 
not as popular as Payar. Tripadi may be further classified into short 
(laghu) tripadi, which consists of 6,6,8 matra feet, and long (dirgha) 
tripadi, which consists of 8,8,10 or 8,8,6 matra feet. The lyric poem above 
by Jibanananda is perfectly composed in long tripadi of mishrabritta, as 
we can see from its verse form, which is 8,8,6. The only difference in 
style is that, he wrote units of 8,8,6 on one line, whereas in the traditional 
form it was divided into two lines. Since he wrote Tripadi in this style, it 
may look like Payar at first glance, but actually is not Payar at all. 

    Readers can therefore enjoy a delicate combination of the two 
forms: a Tripadi which looks like Payar, composed in mishrabritta. Both 
of the elements, the verse form and the metre, come from Bengali 
tradition, and here again readers can enjoy the fresh combination of 
traditional form and very modern choice of words. 
      Composition in traditional styles still occurs frequently in modern 
Bengali poetry, and even today Payar in mishrabritta, the most typical 
and common such composition, has not yet been swept away. If we pick 
up the latest issue of a literary magazine and turn to the new poems, we 
may easily find examples of this kind of traditional poetic practice. This 
old-fashioned style has survived all the changes of the 20th century, and 
acquired a new vitality among the abundant variety of verse forms today. 
 
      Mishrabritta offers a sort of flexibility of structure, as we have 
seen in Rabindranath�s poetry. Modern Bengali poets have made good use 
of this flexibility, creating various kinds of verse forms in mishrabritta. 
The following example is by Subhas Mukhopadhyay (1919-2003), who 
belongs to the younger post-Tagore generation, usually called the poets of 
the 1940s. 
 

samp dak sam pe u,  
_          = 8 

mah a , itastata bh sampatti che nimnasv k ark r r /  
    _                   _    _   = 8,8,6  
e-durdaibe jamid ri rak  d  / ba aparampar gata  

            _              
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ki kartabyabim h bhubane 
_             =8,4,8,10 

var c l n cali /  
_   _    = 8 

pe d r  ba ambada : prabañcak d er pratyek phikir  
          _      _   _        

= 8,8,6 
t der ka hastha jo / athaca bake  kh jn  praj r  de ni gata dui tin sane / 

_                        _     _  _     
= 8,8,6,8 

d late phal alpa /  
   _     = 8 xxiii 

 
�Dear editor, 
Sir, I, the undersigned own a few properties here and there. 
It�s difficult to keep the ownership of land in this uncertain time. 
In this nonplussed situation of land from the ancestors,  
I manage somehow within the range God allows me. 
Our footmen try to collect allotments prevailing by every means 
and reason. 
Yet, tenants do not pay any rent for these two or three years. 
Nothing would come of suing in court.� xxiv 

 
This poem, titled �Atahpar�, is entirely composed in the manner of a letter 
written in common language. The verse form is irregular, though he uses 
mostly 6- or 8-matra feet. Not only the irregularity of verse form, but the 
mixture of short and long lines reflects a modern style of structure. 
However, this kind of style was already seen in Rabindranath�s poetry. 
What is really modern here is the theme and the choice of words. Subhas 
Mukhopadhyay wrote many often ironic poems on social problems, and 
perhaps Rabindranath did not think of this kind of writing as �poetic�. The 
language itself has also become almost identical to that of prose. Thus, 
one of the biggest differences between Rabindranath and modern poets is 
probably this choice of words and manner of composing phrases and 
sentences. 
 
      Many poets of Bengal have tried their hand at writing sonnets, and 
the next poem is an example of a sonnet by Shakti Chattopadhyay 
(1933-95). The whole piece is written in the verse form of Maha-Payar in 
mishrabritta, so we may consider it a fusion of European and Bengali 
styles of composition. 
 

mah ner gho guli mah ner ghare phere n i  
_         _          _    =8,10 

uh r  jebr r p r ve cariteche / b i  jebr ,  
  _            _  _        =8,10 
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gho guli andhak r utarol samudre duliche  
     _     _             =8,10 

k ler kã r mato, oi gho guli jebr guli  
_   _     _                =8,10 

ananta jyotsn r m jhe ba abart  bh ter matan  
   _            _    _     =8,10 

ca i  be  or  kath  ka   k  kath  ke j ne ? 
_         _            =8,10 

 
�Mahin�s horses did not return to Mahin�s home, 
They keep company with zebras. With twenty-two zebras 
Horses are swinging in the dark turbulent sea 
Like a thorn of time, those horses and zebras are 
Climbing, strolling in the everlasting moon-light 
Like drunken ghosts, and talking, who knows what they talk 
about?�xxv   

 
In fact, when Madhusudan Dutta first wrote sonnets in Bengali, he applied 
Payar in mishrabritta, and this style has subsequently become a kind of 
Bengali tradition. Even Rabindranath, who was generally not keen about 
this kind of �second-hand� verse form, applied Payar or Maha-Payar 
when he wrote sonnets. The difference here lies in rhyme. Madhusudan 
and those like him tried to rhyme following the practice of English 
sonnets, others like Rabindranath rhymed in their own way, and still 
others did not rhyme at all. In the poem above, a sentence sometimes ends 
in the middle of a line, but this style, called prabahaman, was also 
introduced long before by Madhusudan. 
 

    Next, we will look at some examples of dalbritta. As mentioned 
before, dalbritta has been used in Bengali folk literature for hundreds of 
years, and chara, one of the major styles of such poetry, survived in the 
course of modernization. The example below is by Sukumar Ray 
(1887-1923), a pioneer and also the foremost composer of modern chara. 
 

re bhol  khe l-khol  
                     =4,4 

    svapandol  n ci e , 
                      =4,3 

re p gal bol t bol 
                     =4,4 

    matta m dal b ji e  / 
                      =4,3 

 yekh ne khy p r g ne 
                     =4,4 

    n iko m ne n iko sur / 
                      =4,3 
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re yeth  udh o h o  
                     =4,4 

    man bhese y  kon sud r / 
                      =4,3 

 
�Come, you forgetful day-dreamer 
    Swing the rocking chair of your dream, 
Come, you crazy, nonsense talk 
    Play your mad tom-tom drum. 
Come where a crazy sings a song 
    That doesn�t have any sense or rhythm. 
Come where the wind went missing 
    Your heart will be blown far away.�xxvi  

 
We can see that this is a typical composition of chara, which here is 
4,4/4,3. Even today, many others follow this style when they compose 
nursery rhymes, and children themselves usually first try to write verses in 
this metre and style. 
 

    One of the most important aspects of modern dalbritta is its 
adoption for serious poetry. Here we will take a closer look at two 
examples by modern poets. The first one is by Shakti Chattopadhyay, who 
is regarded by some as the greatest poet after Rabindranath writing in 
dalbritta. The second is by Shankha Ghosh (1932-), one of the leading 
Bengali poets today. Both of these poets belong to the same generation, 
known as representatives of the 1950s. 
 

jh u er ke takhan ha h t mane m r pa lo k ke 
                           =4,4,4,4 

                            r tribel  
                                       =4 
upak ler sa ge cale sroter khel  

                               =4,4,4 
sãt r k e sroter jale cãder naram 

                               =4,4,4 
                            dukh ni h t 
                                       =4 
l i �h us dekh  lo, d r gaganer jalaprap t 

                            =4,4,4,4 
xxvii 

gatabachar esechil m, buker madhye besechil m 
                           =4,4,4,4 

                            tom  bh lo 
                                       =4 

 
�The cry of a jackal suddenly reminded me of someone 
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in the depth of night 
The shore of the sea keeps playing with the current 
Swimming in the streams are two tender hands of the moon 
The lighthouse shed light over the path of a distant sky 
I came here last year, in my heart, there was a love for you.�xxviii  

 
balechil m, tom  ni e y ba anya d rer de e 

                        =4,4,4,4 
sei kath  bh bi,  

                                  =4,2 
j baner oi s t  m  d re d re dau e be  

                        =4,4,4,4 
sei kath  bh bi / 

                                  =4,2 
t ki e th ke prthib , tom r k che h r mene se 

                        =4,4,4,4 
bãcbe keman kare ! 

                                  =4,2 
yekh ne y o atrpti r trpti du o jo  jo  

                        =4,4,4,4 
sadare-andare / 

                                  =4,2 xxix 
 

�I told you, I will take you somewhere to a faraway country 
I am thinking of that. 
Seven Mayas of life wander around faraway places, very far 
I am thinking of that. 
The earth keeps on watching, and if she is defeated by you 
How can she survive! 
Go to the place where you can find satisfaction and 
disappointment pairing together 
Inside and out.� xxx  

 
The basic unit of dalbritta is the 4-matra foot, and both poems basically 
consist of such feet. Only the second one, by Shankha Ghosh, makes use 
of shorter feet of 2 matras from time to time. In general, dalbritta allows 
for less variety of verse form than mishrabritta, and for a time after 
Rabindranath it underwent no major changes. However, after the 1950s 
some innovations began to appear. Other than mixture of short and long 
lines as above, enjambment or mixture with prose lines has been 
introduced quite successfully.  
 
    Now let us turn to composition in the third metre, kalabritta. Here is 
the first stanza of the poem �Ubhcar� by Bishnu Dey (1909-82), who was 
once regarded as the best poet in kalabritta after Rabindranath. 
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p khir beg j g be ar r mane ? 
_    _     _              =6,6,2 

p kh r jh p  dinr t y ba une? 
_    _     _ _                =6,6,2 

p kh r chanda hrda e ki debe b dhe 
_     _                   =6,6,2 

har a-bih re d r digantako e? 
_       _  _                 =6,6,2 

 
�Will the passion of a bird awake the body in the heart? 
Shall I listen to the flapping of wings day and night? 
Will the rhythm of the flapping sound link our heart 
To the promenade of joy in the far corner of the horizon?� xxxi  

 
Rabindranath favored 6-matra feet in kalabritta, as did later poets, though 
this is not the only possible foot type. Here also, the poet mainly uses 
6-matra feet, as we can see from its verse form of 6,6,2. The poem does 
not depart from this form until the last stanza. 

    Like dalbritta, kalabritta also did not allow much room for 
variation. However, Bishnu Dey experimented with further adaptations of 
this metre, even combining mishrabritta and kalabritta in a single poem. 
This is another style of poetry in modern Bengali, and we will return 
below to this kind of mixture of metres. 
      Another example of kalabritta is, the following poem by Jay 
Goswami (1954-), a representative Bengali poet of the younger 
generation. 
 

dam r kho, khel  ghurbe /  
_          _                =6,3 
ei khel  tumi khelecho ki itip rbe? 
_            _        =6,6,3 
 
o bãk  madan, bujhe dy kho eib r  

    _           _ _      =6,6,2 
i  kar  dark r, dark r  

_ _      _ _    _ _             =6,6,2 
kadin ebh be jhope mukh di e ghurbe?  

_          _       _     =6,6,3 
 
eib r hik-r st  neme y o  
_ _   _  _ _      _             =6,6,2 
ete p p nei, nei h -lajj o  

  _  _  _    _ _             =6,6,2 
tuba i n c le h t to ek u pu be!  

     _    _    _          =6,6,3 
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�Hold your breath, the game will change. 
Have you ever played this game before? 
 
Oh, Madan, the god of love, try to understand this time 
It is necessary to get ready 
How many days are you going to play the hiding game? 
 
You take the right way this time 
There is no sin here, nor shame 
You will burn your hand if you play with fireworks!� xxxii 

 
Here the 6-matra foot is still the basic unit of composition, but the form is 
rather irregular. Though it is indeed difficult to create new variations of 
verse forms in kalabritta, modern poets such as Jay Goswami use this 
metre more flexibly than in Rabindranath�s time. 
      Ever since the language of poetry became colloquial, the choice of 
words has been changing along with the language itself, since as we know, 
spoken language does not remain static. Not only Jay Goswami, but other 
Bengali poets of today also use current colloquial expressions quite 
effectively in the rhythm of different metres. 
 

    We have observed some of the later developments in Bengali 
poetic composition by modern poets after Rabindranath. As we have seen, 
each type of metre has acquired more and more variants through the 
creativity and experimentation of these poets. But probably the biggest 
innovation was the mixture of metres, because this is one of the few kinds 
of composition that Rabindranath could hardly take up. The example 
below is taken from the long poem titled �Yamunabati� by Shankha 
Ghosh. 
 
nibhanta ei cullite m   

                   =4,4 
ek u gun de  

                  =4,1 

rek u k l b cei th ki 
                   =4,4 
bãc r nande !  

                  =4,1 
no an no an p r guli  

                   =4,4 
khãc te band  

                  =4,1 
du-ek mu ho bh t pele t   

                   =4,4 
o te man di /  

                  =4,1 xxxiii 
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h  toke bh t dii k  kare ye bh t dii h   
_     _         _    _      =4,4,4,4,2 
h  toke bh t deba k  di e ye bh t deba h  
_     _           _    _   =4,4,4,4,2 
 
nibhanta ei culli tabe 

                  =4,4 
ek u gun de   

                 =4,1 
h er ir  ikh r m tan 

                  =4,4 
mar r nande ! 

                 =4,1 
du-p re dui rui k tl r 

                   =4,4 
m ra  phandi 

                 =4,1 
bãc r  h t-h ti r 

                  =4,4 
mrtyute man di /  

                 =4,1 
 

bargi n  argi n , yamke ke s ml  /  
_      _     _      _ _       =4,4,4,4 
dh r-cakcake th b  dekhcha n  h ml  ?  
_   _        _        _ _    =4,4,4,4 
y sne o-h ml , y sne //  
_     _ _     _                  =4,4,3 

 
k nn  kany r m er dhaman te kul heu tole, jvale n   
_     _ _   _        _   _          =7,7,7,3 
m er k nn  me er rakter u ah h k r mere n   

_    _ _    _   _ _   _ _                =7,7,7,3 
 

�This oven is extinguishing, mother 
Put a little more fire 
I want to survive a few more days 
With the joy of living! 
Cooing pigeons are 
Captured in a cage 
If I get a handful of rice 
I can set them to fly. 
 
Ah, I give you rice, but how should I give you 
Ah, I�ll give you rice, what else more can I give you. 
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This oven is extinguishing, so 
Put a little more fire 
A flame is raging in the bone 
With the joy of dying! 
Rui fish and Katla fish of both shores 
Are getting ready to catch their kills. 
Hands are on knives for the sake of life 
Thinking of death. 
 
We are neither bandits nor anything similar,  
who will stop god Yama? 
Don�t you see the blazing palms in the riot? 
Don�t go, don�t join the riot. 
 
Daughter�s cry raises an uneasy wave in mother�s vein,  
it doesn�t burn 
Mother�s cry does not calm daughter�s burning lamentation of 
blood.�  xxxiv 

 
The first stanza is written in dalbritta with the verse form 4,4,4,2, and the 
second stanza is written in kalabritta with the verse form 4,4,4,4,2. 
Additionally, the first stanza is a statement of a daughter and the second 
that of a mother; thus the text reflects the choice of metre. The third stanza 
is again the daughter�s statement in dalbritta, 4,4,4,2 and the fourth stanza, 
again the mother�s statement, is written in kalabritta, basically 4,4,4,4 but 
slightly irregular in the last line. The fifth stanza is a third person�s 
statement and written in kalabritta with the verse form 7,7,7,3, which is 
rather rare.  
      In sum, the entire poem has been carefully arranged by metrical 
form and content. Switching of metres helps the reader to apprehend the 
complicated narrative structure; at the same time, the change of rhythm 
creates a new tone or mood as well. On the whole, the mixture of metres 
as well as verse forms creates larger, more complex poetic compositions. 
If we compare this structure with a traditional text composed exclusively 
in one form and metre, we can obtain some sense of what modern uses of 
metre made possible. 
 
 
4. Conclusion 
As mentioned, the language of Bengali poetry and that of prose writing 
have become the same today. However, prose poems have not become 
dominant in Bengali poetry, as once expected. Even today, the majority of 
newly written poems are so-called chander kabita, or poetry written in 
proper metre. One reason why the three principal metres are still 
extensively used may be that there are still possibilities for their continued 
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development or transformation. 
    The three metres of Bengali poetry used to reflect the writer�s 

education or choice of language, or sometimes even the mood or 
substance of the poetry, since two were based on the literary language and 
required some kind of educational background, whereas the other was 
based on the colloquial language and expressions. But these differences 
have disappeared in the modern era, and only the differences of rhythm 
have remained. Modern poets rather enjoy this kind of situation and apply 
themselves closely to methods of poetic composition. 
      In a way, modern Bengali prosody began with the serious study of 
the subject itself. When Rabindranath established the system of Bengali 
metre and uncovered the secrets of its structure, the discovery made it 
possible for him to create various kinds of verse forms and styles. 
Subsequently, serious and continued study of Bengali metre by scholars 
and poets has promoted the further development of modern styles of 
poetry. 
      We can say that the path traced by modern Bengali poetry was one 
of ever increasing diversity. Just as the adoption of blank verse by 
Madhusudan did not sweep away poets� attachment to rhyme, so the 
introduction of the prose poem did not do away with the three basic 
metres. Instead, poets have acquired more extensive options, and are able 
to draw on old as well as new devices. A poet today can compose a poem 
with or without rhyme, with or without metre, with or without any kind of 
verse form, or even in a mixture of some of these. 
      Many of the questions surrounding Bengali metre are yet to be 
answered, and this paper is only a first step in surveying the situation of 
Bengali poetics today. We have observed and analyzed a number of 
specimens of poetry, mainly written in proper metre, but the rhythm of 
prose verse and the true structure of free verse have not been discussed, 
nor has the conflict between poems with and without metre. It is hoped 
that further research will contribute to our understanding of these and 
other topics in the rich and fascinating world of modern Bengali poetry. 
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i 1902-84. A scholar of Bengali metre and the author of Bangla Chander 
Mulsutra (1932). This book was adopted as a textbook of Bengali metres at 
Calcutta University and used for a considerable period. 
ii  1879-1986. A scholar of Bengali metre and the author of Chanda 
Parikrama (1965). Though adopting many of Amulyadhan�s ideas in his early 
career, later became dissatisfied and developed    his own critical survey of 
the topic. 
iii 1861-1941. Not only a representative and famous poet, but the most 
influential poet in all Bengali literature. Received the Nobel Prize for 
Literature in 1913. 
iv The poetry volume Manasi was published in 1890, including poems 
written from 1886 to 1890. 
v  Published in 1884. The poet here wrote a kind of Vaishnava poetry 
imitating the style of medieval poets. 
vi The poetry book Kshanika was published in 1902. Most of the poems were 
written over just two months of the year. 
vii 1824-73. Began his career as an English poet, but soon switched to writing 
in Bengali. Wrote many epic poems, which were rare at the time in Bengali 
literature. 
viii 1835-94. One of the leading poets of pre-Tagore times, especially of lyric 
poems. 
ix  Buddhadeva Bose, Sahitya Carca (Kolkata: Pashcimbanga Bangla 
Academy, 1997), p.76. 
x Published in 1910. Note that the English Gitanjali is not a complete 
translation of the original Gitanjali. 
xi The transcription here is based on the orthography of the Bengali language. 
However, the actual pronunciation deviates from the script; therefore, in order 
to count matras in a specific poem, marks of 1 or 2 matras should be 
recorded along with the transcription. Here v stands for 1 matra and _ stands 
for 2 matras. 
xii Rabindranath Tagore, Gitanjali (Kolkata: Visvabharati, 1910), p. 17. 
xiii  Amulyadhan Mukhopadhyay, Studies in Rabindranath�s Prosody and 
Bengali Prose-Verse (Kolkata: Rabindra Bharati University, 1999), p.100. 
xiv One-syllable words at the end of the line, such as �g n�, � k n� and 
�pr �, are often counted as 2 matras, though they should be counted as 1 
matra in dalbritta. 
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xv Rabindranath Tagore, Gitanjali, p. 99. 
xvi Here, �antarbedn �, �r j akti�, �sandhy raktar gsama� and �ek i� are in 
fact compounds of two or more words; therefore these should be considered 
as �antar-bedn �, �r j- akti�, �sandhy -rakta-r g-sama� and �ek- i� 
respectively. 
xvii  Rabindranath Tagore, Rabindra-Racnabali 12 (Kolkata: Visvabhatari, 
1942), p. 14. 
xviii Buddhadeva Bose, Sahitya Carca, p. 76. 
xix Ibid., p.114. 
xx Published in 1932. One of the representative books of prose poems in his 
later years. 
xxi Shankha Ghose, Chander Baranda (Kolkata: Aruna Prakashini, 1971), pp. 
38-9. 
xxii Jibanananda Das, Jibanananda Daser Kabya Grantha 1 (Kolkata: Bengal 
Publishers, 1970), p. 8. The book of poetry in which this poem, �Banalata 
Sen�, is included was first published in 1942. 
xxiii Here, �nimnasv kark r r� and �de ni� are in fact compounds of two or 
more words; therefore these should be considered as �nimna-sv kar-k r r� 
and �de -ni� respectively. 
xxiv Subhas Mukhopadhyay, Kabya Sangraha (Kolkata: Visvabani Prakashni, 
1972), p.25. This poem, titled �Atahpar�, was originally written between 
1938 and 40. 
xxv  Shakti Chattopadhyay, Shakti Chattopadhyay, Padya Samagra 1 
(Kolkata: Anand Publishers, 1989), p.176. This poem was included in 
Caturdashpadi Kabitabali, the book of sonnets, which was first published in 
1970 and dedicated to Madhusudan Dutta. 
xxvi Sukumar Ray, Sukumar Sahitya Samagra 1 (Kolkata: Ananda Publishers, 
1989), p.1. This is the opening verse of his book of poetry Abol Tabol, which 
was first published in 1923. 
xxvii Four matras may be allotted for the English word �light-house�. 
xxviii  Shakti Chattopadhyay, Padya Samagra 1, p.87. This poem, titled 
�Jhauyer Dake�, was included in the book of poetry Dharme Acho Jirapheo 
Acho, published in 1965. 
xxix In order to count this line as 4,2, the word �andare� has to be divided into 
two parts, �an-dare�. Similar situations will be observed in other poems 
below. 
xxx Shankha Ghosh, Shankha Ghosher Shreshtha Kabita (Kolkata: Dey�s 
Publishing, 1970), p.14. This poem, titled �Baul�, was included in the book of 
poetry Dinguli Ratguli, published in 1956. 
xxxi Bishnu Dey, Kabitasamagra (Kolkata: Ananda Publishers, 1989), p.62. 
This poem, titled �Ubhachar�, was included in the book of poetry Corabali, 
published in 1937. 
xxxii Jay Goswami, Kabita Samagra 2 (Kolkata: Ananda Publishers, 1997), p. 
230. This poem, titled �Khela Ghurbe�, was included in the book of poetry 
Pakhi Hus, published in 1995. 
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xxxiii One-syllable words at the end of a line, such as �de� or �di�, are often 
counted as 2 matras, though they are normally counted as 1 matra in 
dalbritta. 
xxxiv Shankha Ghosh, Shankha Ghosher Shreshta Kabita, pp.23-4. This poem 
was included in the book of poetry Dinguli Ratguli, mentioned above in note 
30. 
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Selection of  

Classical Persian Poetry Metres  

Ayano Sasaki  

 
 
 
 
General Rules of Persian metre 

In Persian language, all syllables begin with a consonant, and the 

combination of syllables has three patterns: 1) CV, 2) CVC, and 3) CVCC 

(C=consonant, V=vowel). A metrical foot in Persian prosody is consisted 

of two or more syllables. In Persian prosody, eight basic metrical feet have 

been traditionally used, based on a unit formed by the Arabic letters 

f ,�eyn and l m. These metrical feet with their equivalents in terms of long 

( ) and short (v) syllables, are as follows: 

1 fa-� -lon (v  ) 2 f -�e-lon (  v ) 3 mos-taf-�e-lon(   v ) 4

ma-f -� -lon (v   ) 5 f -�e-l -ton (  v  ) 6 maf-� -l -to (    v)

7 mo-f -�a-la-ton  (v  v v ) 8 mo-ta-f -�e-lon (v v  v ) 

 Classical Persian poetry is composed of a number of equally 

long verses which consist of two metrically equal half lines. This equal 

half line is called hemistich (me r �) and the line consisted of two 

hemistiches is called distich (beyt). These hemistiches are versified based 

on the combination of three or four metrical feet to form a distinct 

metrical pattern. This distinct metrical pattern is called vazn. The number 

of distinct metrical patterns is considerably about for hundreds. These 

patterns are classified as belonging to basic metres, called ba r. 
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General rules of scansion 

(1)Each hemistich is ended with a long syllable. 

(2)Scansion is based on the pronunciation, not on the letter of words, 

therefore, tanv n, the sign of a doubled short vowel occurring at the end of 

some Persian words, especially Persian adverbs, coming from Arabic 

origin, is considered as �an�, and tashd d, the mark which indicates that 

the letter is the unification of two the-same letters and should be 

pronounced intensively, will be written twice in scansion. 

(3)When one overlong syllable is considered as two syllables, the short 

vowel /o/ should be added to the last consonant, in order to change it into 

a short syllable. 

 

Ramal-e mosaddas-e ma z f    WAV 44k  

Definition: f -�e-l -ton / f -�e-l -ton / f -�e-lon  

            /     /     

A sample from Rumi�s Masnavi WAV 44k  

  besh-no-win-ney / chon-she-k -yat / m -ko-nad  

  �az-jo-d -y  / h -he-k -yat / m -ko-nad  

 

Ramal-e mosamman-e makhb n-e maq r    WAV 44k  

Definition: f -�e-l -ton / fa-�e-l -ton / fa-�e-l -ton / fa-�e-l t  

            /     /     /     

A sample from fe �s lyrics WAV 44k  

  shar-ba-t -yaz / la-be-la�-lash / na-che-sh -d  / mo-be-raft  

  r -ye-mah-pey / ka-re-� -s  / r(o)-na-d -d  / mo-be-raft  

 



Selection of Classical Persian Poetry Metres              259 
 

Ramal-e mosamman-e makhb n-e a lam    WAV 44k  

Definition: f -�e-l -ton / fa-�e-l -ton / fa-�e-l -ton / fa�-lon  

            /     /     /    

A sample from fe �s lyrics WAV 44k  

  s -qi-�ar-b  / de-�a-z n-das / t(o)-be-j -man / d -zad  

  � -re-f n-r  / ha-me-dar-shor / be-mo-d -man / d -zad  

 

Ramal-e mosamman-e makhb n-e a lam-e 
mosbagh    WAV 44k  

Definition: f -�e-l -ton / fa-�e-l -ton / fa-�e-l -ton / fa�-l n  

            /     /     /    

A sample from fe �s lyrics WAV 44k  

  kh -be-� n-nar / ge-se-fat-t  / ne-to-b -ch  / z -n s(t)  

  t -be-� n-zol / fe-pa-r -sh  / ne-to-b -ch  / z -n s(t)  

 

Ramal-e mosamman-e makhb n-e ma z f    WAV 44k  

Definition: f -�e-l -ton / fa-�e-l -ton / fa-�e-l -ton / fa-�e-lon  

            /     /     /     

A sample from fe �s lyrics WAV 44k  

 har-ge-zam-naq / she-to-�az-low / he-de-l -j n / na-ra-vad  

 har-ge-zaz-y  / de-ma-n n-sar/ ve-kha-r -m n / na-ra-vad  
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Ramal-e mosamman-e mashk l    WAV 44k  

Definition: fa-�e-l -to / f -�e-l -ton / fa-�e-l -to / f -�e-l -ton  

            /     /     /      

A sample from Sa�d �s lyrics WAV 44k  

 sa-re-� n-na / d -ra-dem-shab / ke-ba-r -ya / d -f(e)-t -b   

 che-khi-y -l(o) / h -go-zar-kar / do-go-zar-na / kar-d(o)-kh -b   

 

Hazaj-e mosamman-e s lem    WAV 44k  

Definition: ma-f -� -lon / ma-f -� -lon / ma-f -� -lon / ma-f -� -lon  

            /     /     /     /  

A sample from fe �s lyrics WAV 44k  

 �a-gar- n-tor / ke-sh -r -z  / be-das-t -rad / de-l -m -r   

 be-kh -l -hen / du-yash-bakh-sham / sa-mar-qan-d  / bo-kh -r -r  

 

Hazaj-e mosaddas-e ma z f    WAV 44k  

Definition: ma-f -� -lon / ma-f -� -lon / fa- -lon  

            /     /     

A sample from Baba aher�s �do-beyti� WAV 44k  

 che-khosh-b -meh / ra-b -n -har / do-sar-b   

 ke-yek-sar-meh / ra-b -n -dar / de-sar-b   

A sample from �A r�s El h n meh WAV 44k  

 za-n -b -das / t(o)-b -hos-n  / ja-m -l   

 sha-b -r -zaz / ro-kh -zol-fash / me-s -l   

*This metre is the same as fahlaviy t.  
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Motaq reb-e ma z f    WAV 44k  

Definition: fa-� -lon / fa-� -lon / fa-� -lon / fa-�al  

           /    /    /    

A sample from Ferdows �s Sh hn meh (The Book of kings) 

WAV 44k  

 be-n -m  / kho-d -van / de-j -n  / khe-rad  

 kaz-� n-bar / ta-ran-d  / she-bar-nag / za-rad  

 

Motaq reb-e maq r    WAV 44k  

Definition: fa-� -lon / fa-� -lon / fa-� -lon / fa-� l  

           /    /    /    

A sample from Sa�d �s Golest n WAV 44k  

 ba-n -�  / da-ma�-z  / ye-yek-pey / ka-rand  

 ke-dar-�  / fa-r -nesh / ze-yek-gow / ha-rand  

 

Mo re�-e mosamman-e akhrab    WAV 44k  

Definition: maf-� -lo / f -�e-l -ton / maf-� -lo / f -�e-l -ton  

           /     /    /      

A sample from Sa�d �s lyrics WAV 44k  

 bog-z -r(o) / t -be-ger-yam / chon-ab-r(o) / dar-ba-h -r n  

 kaz-san-g(o) / n -le-kh -zad / r -z -ve / d -�e-y -r n  

A sample from R m �s lyrics WAV 44k  

 � n-j -ka / s -s(o)-pen-h n / d -m -ne / man-ge-ref-t   

 khod-r -se / pas-ke-sh -d  / p -sh -ne / man-ge-ref-t   
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Mo re�-e mosamman-e akhrab-e makf f-e 
maq r    WAV 44k  

Definition: maf-� -lo / f -�e-l -to / ma-f -� -lo / f -�e-l t  

           /     /     /     

A sample from fe �s lyrics WAV 44k  

 s -q -bi / y -r(o)-b -de / ke-m -h -si / y -m(o)-raft  

 dar-deh-qa / dah-ke-mow-se / me-n -m -so / n -m(o)-raft  

 

Mo re�-e mosamman-e akhrab-e makf f-e 
ma z f    WAV 44k  

Definition: maf-� -lo / f -�e-l -to / ma-f -� -lo / f -�e-lon  

           /     /     /     

A sample from fe �s lyrics WAV 44k  

 s -f -bi / y -ke-� -ye / ne-s -f -so / j -m(o)-r   

 t -ben-ga / r -sa-f -ye / me-y -la�-lo / f -m(o)-r   

 

Mojtas-e mosamman-e makhb n-e a lam    WAV 44k  

Definition: ma-f -�e-lon / fa-�e-l -ton / ma-f -�e-lon / fa�-lon 

            /     /     /    

A sample from fe �s lyrics WAV 44k  

 ze-h -kho-jas / te-za-m -n  / ke-y -r(o)-b  / z -yad  

 be-k -me-gham / za-de-g n-gham / go-s -r(o)-b  / z -yad  
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Mojtas-e mosamman-e makhb n-e a lam-e 
mosbagh    WAV 44k  

Definition: ma-f -�e-lon / fa-�e-l -ton / ma-f -�e-lon / fa�-l n 

            /     /     /    

A sample from fe �s lyrics WAV 44k  

 he-z -r(o)-shok / r(o)-ke-d -dam / be-k -me-kh  / shat-b z  

 ze-r -ye-sed / qo-sa-f -gash / te-b -de-lam / dam-s z  

 

Mojtas-e mosamman-e makhb n-e ma z f    WAV 44k  

Definition: ma-f -�e-lon / fa-�e-l -ton / ma-f -�e-lon / fa-e�-lon  

            /     /     /     

A sample from fe �s lyrics WAV 44k  

 �a-gar-na-b  / de-gha-m -del / ze-y -de-m  / be-ba-rad  

 na-h -be-h  / de-se-bon-y  / de-m -ze-j  / be-ba-rad  

 

Rob �     WAV 44k  

Definition: mos-taf-�e-lo / f -�e-l -to / mos-taf-�e-lo / fa�  

            /     /     /   

A sample from Rob �iy t (Khayy m) WAV 44k  

 chon-dar-go-za / ram-be-b -de / sh -� -d(o)-ma / r   

 tal-q n-ze-sha / r -be-n -b(o) / g -� -d(o)-ma / r   

 



 



 

 

Samples of Urdu Metre  

Suhail Abbas Khan  

 

 

 

Hazaj    WAV 44k  

Definition: maf -� -lun(    )×   

Rajaz    WAV 44k  

Definition: mus-taf-�ilun(    ) ×   

Ramal    WAV 44k  

Definition: f -�il -tun(    ) ×   

Mun ari     WAV 44k  

Definition: (mus-taf-�ilun + maf-� -l tu)×2 *The basic version is never 

used.  

  Variation: (muf-ta-�ilun(    ) + f -�il tu(    ))×2  

Mu are�    WAV 44k  

Definition: maf -� -lun f -�il -tun)×2 *The basic version is never used.  

Variation: (maf-� -l(   ) + f -�il -tun(    ))×2  
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Muqta ab    WAV 44k  

(maf-� -l tu + mus-taf-�ilun) ×2 *The basic version is never used.  

Variation1: f -�il -tu(    ) + maf-� -lun(   ) + f -�il -tu + 

maf-� -lun  

Variation2: f -�il -tu(    ) + maf-� -lun(   ) + f -�il -tu +  

maf-� -l n(    )  

Mujtas    WAV 44k  

Definition: mus-taf-�ilun(    )+f -�il -tun(    ))×2 *The basic 

version is never used.  

Variation1: maf -�i-lun(    ) + fa-�il -tun(    ) + maf -�i-lun   

+fa-�ilun(   )  

Variation2: maf -�i-lun(    ) + fa-�il -tun(    ) + maf -�i-lun + 

fa� -lun(   )  

Sar �    WAV 44k  

Definition: mus-taf-�iln+ mus-taf-�iln+ maf-� -l tu(    ) *The basic 

version is never used.  

Variation1: muf-ta-`ilun(    ) + muf-ta-`ilun + f -`ilun(   )  

Variation2: muf-ta-`ilun(    ) + muf-ta-`ilun + f -�il n(   )  

Khaf f    WAV 44k  

Definition: f -�il -tun(    )+ mus-taf-�iln(    )+ f -�il -tun *The 

basic version is never used.  

Variation1: f -�il -tun(    ) + maf -�ilun(    ) + fe�-lun(  )  

Variation2: f -�il -tun(    ) + maf -�ilun(    ) + fe�-l n(   )  
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Mutaq rib    WAV 44k  

Definition: fa� -lun(   )×4  

Mutad rik    WAV 44k  

Definition: f -�ilun(   )×4  

K mil    WAV 44k  

Definition: muta-f -�ilun(     )×4  

 



 



Selected Metres of Urdu Prosody  

From its Beginning to the Twentieth Century  

Selected & Recorded by Suhail Abbas Khan 

1 Muslim singing in vernacular metres  

The early examples of Urdu prosody are found in the vernacular couplets 

by the mystic poets of Northern Hindustan. But in the poetry of Khusrau 

(1253-1325) and other contemporary poets, Persian prosody is also used. 

As there was little poetical composition in Urdu, early Urdu had 

practically no variation of verse rhythm. Mystic poets composed their 

poetry by using traditional Hindu couplets such as Doha, while other poets 

tried to apply Persian verse rhythm.  

Mora Metre  
doh  chand 

 

Sample 1 from B  �Al  Qalandar (14c.)�s works WAV 44k  

Definition:fe�-l fa-� -lun fe�-lun fa / fe�-lun fa-� -lun fa�i 

fe�-lun fe�-lun fe�-l fa� / f �i fa-� -lun f �i  

 

 sajan sik r  j g  aur nain mar g  r   

 badhn  ais  rain kar bh r kad  nah h   

 

Sample 2 from Am r Khusrau�s works WAV 44k  

Definition:fe�-lun fe�-lun fe�-l fa� / fe�-lun fe�-lun f � 

fe�-lun fe�-lun fe�-l fa� / f �i fa� lun f �i  
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g r  s  s j par aur mukh par r  k s  

cal khusrau ghar pn  aur s njh bha  caud s  

Persian Verse rhythm  

mutaq rib muthaman maqb z thlam mu �af  

Definition:fa-� -l fe�-lun fa-� -l fe�-lun fa-� -l fe�-lun fa-� -l fe�-lun  

A sample from Am r Khusrau�s works WAV 44k  

ze l-e misk  ma-kun tagh ful daur r  nain  bana  battiy   

c  t b-e hijr  na-d ram a  j  n  leho h he lag  chattiy   

ramal muthamman ma z f / maq r  

Definition:f -�i-l -tun f -�i-l -tun f -�i-l -tun f -�i-lun  

A sample from Shaikh Jam l  Kanboh (1535)�s works WAV 44k  

 par  rukhs r c  sh nah bah c  m  kunad 

j  dar z-e � shiq  r  �umr ch  m  kunad 

sar � mutw  maksh f  

Definition : muf-ta-�i-lun muf-ta-�i-lun f -�i-lun  

A sample from B b  Far d Shakar Ganj (d. 1265)�s works WAV 

44k  

pand-e shakar ganj ba- dil j  shun   

i ma-kun �umr keh h h t hai  

hazaj musaddas ma dh f maq r  

Definition:ma-f -� -lun ma-f -� -lun fa-� -lun  

A sample from Af al (d. 1625)�s works WAV 44k  

sun  sakhiy ! bika  m r  kahan   

bha  h  �ishq k  gham s  diw n   
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hazaj muthamman s lim  

Definiyion:ma-f -� -lun ma-f -� -lun ma-f -� -lun ma-f -� -lun  

A sample from Pan it Candar Bh n Brahman (1574-1662)�s works 

WAV 44k  

khud  n  kis shahr andar haman k  l  l  hai  

nah dil-bar hai nah s q  hai nah sh sh h hai nah piy l h hai  

rajaz muthamman s lim  

Definition:mus-taf-�i-lun mus-taf-�i-lun mus-taf-�i-lun 

mus-taf-�i-lun  

A sample from Am r Sajz  (1254?-1337?)�s works WAV 44k  

har la zah yad dar dil-am d kh  us  uk j  kar  

g yam ik yat-e hijr-e khud b  n anam j v l  kar  

mutaq rib muthamman athram  

Definition:fe�-l fa-� -lun fe�-l fa-� -lun fe�-l fa-� -lun fe�-lun fa�/ 

f �i fa-� -lun / fe�-lun fe�-lun WAV 44k  

m  nah h t  b p nah h t  karam nah h t  k y   

ham nah  h t  tum nah  h t  kaun kah  t  y   

2 Mixture of Persian and Vernacular prosody  

Dakani Era: 15-16c.  

In the early period of the Deccan sultanates, mora metre was in vogue and 

like in Northern Hindusthan, poetry begins with the works of mystic poets 

such as Shaikh Bah udin B jan (15c.), Q  Mahm d Dary  (1419-1534), 

Shaikh �Al  Ghiu J vg m Dhan  (d. 1515) and Kh b Mu ammad Chisht  

(d. 1614). The form of their poetry is totally indigenous. During � dil 
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Sh h  dynasty, this tradition reached its climax in the poems of J nam and 

Jagat Guru. This tradition was succeeded by M r  J  (d.1496) and Ashraf 

Bay b n  (1459-1528).  

Mora Metre  
24 moras: Doha Chand  

Definition:fe�lun fe�lun fe�l fa� / fa�il fe�lun fa�  

fe�lun fe�lun fe�l fa� / f �lun fa�il fa� l  

A sample from Shaikh B jan (15c. ) �s works WAV 44k  

bha r  l w  ph l ras rasiy  l w  m s  

m l  si c  s kar bha r  kha  ud s  

Mora Metre  
28 moras: Sarsi/Sar Chand  

Definition: fe�-l fa� lun fe�lun fe�lun fe�lun f � fa� lun 

 

A sample from M r  J  (d. 1496) �s works WAV 44k  

kabh  nah rang  mehnd  rang  ph l  b s nah y   

ang nah rangiy  dant  us k  bh n  nah hald  k y   

Mora Metre  
29 moras: 14 + 15  

Definition: fe�lun fa�l fe�lun fa� fa�l fa� lun fe�lun f �  

A sample from Ashraf (1459-1528)�s works WAV 44k  

zainab ah  us k  n m   nain sal n  j  b d m  

m th  j n  s raj l    y  k  j n  c nd al   

Mora Metre  
31 moras: 15 + 16  
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Definition: fe�lun fe-�lun fe�lun f �   fe�lun fe�lun fe�lun f � 

fe�lun fe�lun fa� fe�lun   fe�lun fe�lun f � fa� lun  

A sample from Q  Mahm d (1419-1534)�s works WAV 44k  

p nah y  nah bh j  k  aise pacht w  k t  r   

qutb-e � lam tan j  mah  p '  cun cun kaliy n s j bich   

Mora Metre  
32 moras  

Definition: f � fa-� -lun fe�-lun fe�-lun   f � fa-� -lun fe�-lun fe�-lun 

f � fa-� -lun fe�-lun fa�   fe�-lun fe�-lun fe�-lun fe�-lun  

A sample from Shaikh �Al  J v (d. 1515)�s works WAV 44k  

sh h-e shah  hai  j  jag m h    s w  kar  j  tujh darb r   

ghauth qutb � lam k r    w r  j w  tujh par piy r   

Mora Metre  
Caup : 16 moras  

Definition: f � fa-� -lun fe�-lun fe�-lun, f � fa-� -lun fe�-lun fe�-lun  

A sample from Q  Mahm d�s works WAV 44k  

j g piy r  ab ky  s w    Rain kan  ty  din ky  kh w   

ba r-e mutaq rib muthamman ma dh f / maq r  

Definition: fa-� lun fa-� -lun fa-� -lun fa�- -l / fe�-l  

A sample from Fakharuddin Niz m  (14c. )�s works WAV 44k  

bhal  bh  tah  munjh bur  bh  tah   

ter  p  h  ch  j  so  kah   

ba r-e rajaz muthamman s lim  

Definition: mus-taf-�i-lun mus-taf-�i-lun mus-taf-�i-lun 

mus-taf-�i-lun  
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A sample from Musht q�s works WAV 44k  

s raj k  gal me  c nd jy  y  tujh gal  haikal dis   

qurb n us k  h th par jin a  ter  haikal gha   

hazaj muthamman s lim  

Definition: ma-f -� -lun ma-f -� -lun ma-f -� -lun ma-f -� -lun  

A sample from Musht q�s works WAV 44k  

 kiswat k sr  kartan caman miy n  cal  hai   

rah  khiln  k  ty  dist   canp  k  kal  hai   

mu are� muthamman akhrab  

Definition: maf-� -l f -�i-l -tun maf-� -l f -�i-l -tun  

A sample from Lutf �s works WAV 44k  

khalwat m  sajan k  mai  m m k  batt  h   

yak p  par kha  h  jaln  parat patt  h   

munsari  muntav  maks f  

Definition: muf-ta-�i-lun f -�i-lun muf-ta-�i-lun f -�i-lun  

A sample from Lutf �s works WAV 44k  

marg k  t t  hary  mushk khat  ca iy   

r t k  �anbar sariy  uba  k  ph  kiran  

rajaz murabba� s lim  

Definition: mus-taf-�i-lun mus-taf-�i-lun WAV 44k  

A sample from Sh h l �s works  

yeh ji  to raht  nah  haur man d kh saht  nah   

hazaj murabba� s lim  
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Definition: ma-f -� -lun ma-f -� -lun  

A sample from Sh h l �s works WAV 44k  

j  ji  pi  s n l g   

hae jis neh k  g   

tinh  k  l bh sab bh g   

mutaq rib muthamman s lim  

Definition: fa-� -lun fa-� -lun fa-� -lun fa-� -lun  

A sample from Kh b Mu ammad Chisht �s works WAV 44k  

taq rub muthamman j  kh be  kah  hai  

ch  jin s  mi r�  muthamman lah  hai  

mutad rik muthamman s lim  

Definition: f -�i-lun f -�i-lun f -�i-lun f -�i-lun  

A sample from Kh b Mu ammad Chisht �s works WAV 44k  

ba r sun jab tad ruk m  ni  kh b tab f �ilun a al s j ni   

mutaq rib muthamman ma dh f / maqs r  

Definition: fa-� -lun fa-� -lun fa-� -lun fa-� -l / fe�-l  

A sample from �Abdal�s Ibr h m N ma WAV 44k  

k  b l  darmiy n y  m ng c r/  

dis  jy  kas  m  s n  k  k r//  

k  muk  udhar par sau la�l  dhar /  

rakh  rs  bic kanwal pankha //  

hazaj musaddas ma dh f  

Definition: ma-f -� -lun ma-f -� -lun fa-� -lun  

A sample from Ibn-e Nash t  (d. 1655)�s Ph l Bun WAV 44k  
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s  d kh  kh b m  darv sh k  k  

duny  k  � qibat and sh k  k  

ramal muthamman makhb n  

Definition: f -�i-l -tun fe�-l -tun fe�-l -tun fe�-lun  

A sample from Nu rat  (d. 1674)�s couplets WAV 44k  

rakhiy  is fata  k  n m  k  �al  n mah n  

jis k  har razmiyah rustam k  gal  k  haikal  

hazaj muthamman s lim  

Definition: ma-f -� -lun ma-f -� -lun ma-f -� -lun ma-f -� -lun  

A sample from Nu rat �s Ghazals WAV 44k  

dis  dhan mukh bic nain  keh m t  th l m  halt   

la  cha  tan upar y  hai bh nk jy  n r par jhalt   

rajaz muthamman s lim  

Definition: mus-taf-�i-lun mus-taf-�i-lun mus-taf-�i-lun 

mus-taf-�i-lun  

A sample from Nu rat �s Ghazals WAV 44k  

t qat nah  d r  k  ab t  b g  mil r  piy   

tuj bin mu j  j vn  bh t h t  hai mushkil r  piy   

bh r: Mora metre  

Definition: fe�-lun fa-� -lun fa-� -lun fa-� -lun fa-� -lun fa-� -lun 

fa-� -lun fa-� -lun  

A sample from Sh h Sir j (1715-1763)�s works WAV 44k  

dil m  khay l t-e rang  guzart  hai  

jy  b s ph l  k  rang  m  rahiy   
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wa shat k  jangal m  kab lag par sh  h  

 tum keh bh r  k  sang  m  rahiy   

mutaq rib muthamman s lim mu a�af  

Definition: fa-� -lun fa-� -lun fa-� -lun fa-� -lun fa-� -lun fa-� -lun 

fa-� -lun fa-� -lun  

A sample from Sh h Sir j�s works WAV 44k  

khay l t-e nairang-e cashm-e anam s  hai  

sh sh  m  dil k  par  k  tam sh   

ham  a n-e gulshan m  tum mat dikh   

gul-e nargis-e �abhar  k  tam sh   

ramal mashk l  

Definition: fa-�i-l -t f -�i-l -tun fa-�i-l -t f -�i-l -tun  

A sample from Nu rat �s work WAV 44k  

jin  dhan jauvan k  mast  kar  s  khajil h  khir  

keh ae nu rat  kis  par yo baq  mud m nai  hai  

hazaj muthamman s lim  

Definition: ma-f -� -lun ma-f -� -lun ma-f -� -lun ma-f -� -lun  

A sample from Wal  (1667-1707)�s Ghazals WAV 44k  

nikal ae dil-rub  ghar s  keh waqt-e b - ij b  hai  

caman m  cal bah r-e nastaran hai m ht b  hai  

mutaq rib muthamman s lim 

Definition: fa-� -lun fa-� -lun fa-� -lun fa-� -lun  

A sample from Qul  Qutb Sh h�s works WAV 44k  

chab l  hai rat ham r  sajan k    ky  p tl  is kah  ap nayan k   
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khaf f musaddas makhb n ma dh f  

Definition: f -�i-l -tun maf -�i-lun fe�-lun  

A sample from Wal �s works WAV 44k  

kh b-r  kh b k m kart  hai    yak nigah m  ghul m kart  hai   

hazaj muthamman akhrab  

Definition: maf-� -l ma-f -� -lun maf-� -l ma-f -� -lun  

A sample from Wal �s Ghazals WAV 44k  

 mat ghu  k  sh �l  s  jalt  k  jal t  j  

uk mehr k  p n  s  yeh g bujh t  j   

munsari  mutav  maks f  

Definition: muf-ta-�i-lun f -�i-lun muf-ta-�i-lun f -�i-lun  

A sample from Wal  �s Ghazals WAV 44k  

zulf t r  barhaman mukh hai ter  ft b  

mukh hai ter  ft b zulf t r  barhaman  

rajaz muthamman s lim  

Definition: mus-taf-�i-lun mus-taf-�i-lun mus-taf-�i-lun 

mus-taf-�i-lun  

A sample from Nu rat �s works WAV 44k  

kh b  man  awwal hai t  khir nah  th n  han z  

m th q n  tuj r p k  duniy  hai d w n  han z  

hazaj musaddas ma dh f  

Definition: ma-f -� -lun ma-f -� -lun fa-� -lun / fa-� -l n  

A sample from Qul  Qutb Sh h�s works WAV 44k  
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ter  mukh par la  nai  hai  keh d  n g  

sulaim  k  ang h  k  hai  rakhw l  

mu are� muthamman akhrab makf f ma dh f  

Definition: maf-� -l f -�i-l -t ma-f �- -l f -�i-lun  

A sample from Wal �s Ghazals WAV 44k  

us sarv-e khush ad  k  ham r  sal m hai  

us y r-e b -waf  k  ham r  sal m hai  

mu are� akhrab  

Definition: maf-� -l f -�i-l -tun maf-� -l f -�i-l -tun  

A sample from Wal �s Ghazals WAV 44k  

b gh-e iram s  behtar m han ter  gal  hai  

s kin ter  gal  k  har n m  wal  hai  

hazaj ushtar  

Definition: f -�i-lun ma-f -� -lun f -�i-lun ma-f -� -lun  

A sample from Wal �s Ghazals WAV 44k  

m  bah m  m  tujh gham s  zo�f-o-n -taw n  hai  

uk karam kar  s jan waqt-e mehrb n  hai  

mutaq rib athlam sh nzdah rukn   

Definition: fa-� -l fe�-lun fa-� -l fe�-lun fa-� -l fe�-lun fa-� -l 

fe�-lun  

A sample from Wal �s Ghazals WAV 44k 

suraj hai sh �lah ter  agan k  j  j  falak par jhalak liy  hai  

namak n  apn  namak k  kh  kar ter  namak s  namak liy  hai  

khaf f makhb n ma dh f  
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Definition: f -�i-l -tun ma-f -�i-lun fe�-lun  

A sample from Qa  Ma m d�s works WAV 44k  

d kh t r   rukh rang l  l l  

ph l h t  hai  ph l khil khush l  

ramal makhb n ma dh f  

Definition: f -�i-l -tun fa-�i-l -tun fa-�i-l -tun fe�-lun  

A sample from Sh h Sir j�s works WAV 44k  

mujh s  gham dast-o-gir b  nah hu  th  s  hu   

c k s n  k  num y  nah hu  th  s  hu   

ramal makhb n ma dh f  

Definition: f -�i-l -tun fa-�i-l -tun fa-�i-l -tun fe�-lun  

A sample from Sh h Sir j�s works WAV 44k  

ky  qiy mat hai mer  dil k  lubh n  j n   

phir tagh ful k  agan b c jal n  j n   

sh kh -o-n z s  j t  hai t  phir t  hai  

fat dil hai qiy mat hai yeh n  j n   

mujtath makhb n ma dh f  

Definition: ma-f -�i-lun fe�-l -tun ma-f -�i-lun fe-�lun  

A sample from Sh h Sir j�s works WAV 44k  

anam haz r hu  t  woh  anam k  anam  

keh a l-e hast  n b d hai �adam k  �adam  

k mil muthamman  

Definition: mu-ta-f -�i-lun mu-ta-f -�i-lun mu-ta-f -�i-lun 

mu-ta-f -�i-lun  

A sample from Sh h Sir j�s works WAV 44k  
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khabar-e ta aiyur-e �ishq sun nah jun  rah  nah par  rah   

nah t  t  rah  nah t  mai  rah  j  rah  s  b -khabr  rah   

ba r-e k mil muthamman  

Definition: mu-ta-f -�i-lun mu-ta-f -�i-lun mu-ta-f -�i-lun 

mu-ta-f -�i-lun  

A sample from Sh h Sir j�s works WAV 44k  

cal  simt-e ghaib s  ik haw  keh caman sur r k  jal gay   

magar k sh kh-e nih l-e gham jis  dil kah  s  har  rah   

hazaj muthamman s lim  

Definition: ma-f -� -lun ma-f -� -lun ma-f -� -lun ma-f -� -lun  

A sample from Wajh �s Qutub Mushtar  (1609-10) WAV 44k  

piy  mukh n r th  hai j wid  ham-� d-o-ham-nau r z  

s raj v  amal y  nah �ay  ham-� d-o-ham-nau r z  

mu are� muthamman akhrab makf f ma dh f  

Definition: maf-� -l f -�i-l -t ma-f -� -l f -�i-lun  

A sample from Ghaww  (d. 1631)�s works WAV 44k  

ikmat s  j  ak m y  paid  jah  kiy   

raushan phir akhtar  s  gagan k  tharr  kiy   

mujtath muthamman makhb n ma dh f  

Definition: ma-f -�i-lun fa-�i-l -tun ma-f -�i-lun fe�-lun  

A sample from Ghaww �s works WAV 44k  

kit b us k  bay n-e kal m-e rabb n   

ad th us k  zab  k  hai makhzan-e asr r  

hazaj muthamman s lim  
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Definition: ma-f -� -lun ma-f -� -lun ma-f -� -lun ma-f -� -lun  

A sample from Mirz  (17c.)�s works WAV 44k  

usain ibn-e �al  k  gham mu ibb  dil s  karn  hai  

apas jiu k  gir b  m  janam y  d gh dharn  hai  

rajaz muthamman s lim  

Definition: mus-taf-�i-lun mus-taf-�i-lun mus-taf-�i-lun 

mus-taf-�i-lun  

A sample from Khushn d�s works WAV 44k  

 s n h nab  k  c k hai s r  mulk gham-n k hai  

 � lam u t  kh k hai ky  khalq dukh p y  �ajab  

mu are� akhrab makf f ma dh f  

Definition: maf-� -l f -�i-l -t ma-f -� -l f -�i-lun  

A sample from Mirz �s works WAV 44k  

y  �ash r jag m  qay mat ban  hu   

har shae k  phir usain k  m tam naw  hu   

Rub �  : A collection of Quatrains  

Definition: maf-� -l ma-f -�i-lun ma-f -�i-lun fa� / f � 

maf-� -lun f -�i-lun ma-f -� -lun f � / fa�  

A sample from Ghaww �s works WAV 44k  

d kh � m y  duny  kah  manzil s  h c  

y  kh  s  �aqb  kah  a il s  h c  

air  h  m l  k  talab m  p r   

� shiq  s  kah  sab th  mushkil s  h c  

3 Establishment of Urdu Prosody  

The Era of North India : 18th century -  
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The decline of Mughal empire starts with the death of Aurangzeb 

� lamg r. Due to the conspiracy of Muhatas and the attacks by N dir 

Sh h, it ended in 1803 upon the conquest of Delhi fort. The Persian court 

literature nourished by the Great Mughal losts its patronage. The scholars 

started to pay their attention to the local language. The Urdu movement 

begins under the influence of Kh n-e- rz , and reaches its peak in the 

�Golden Age� of Urdu poetry. Meanwhile, M r Taq  M r (1723-1810) and 

Mirz  Saud  (1713-1781) had special impacts.  

Prosodic diversity is also seen with the same intensity as it was found in 

Urdu poetry in the previous era. Urdu prosody is shaping itself. 

Particularly it was developed by M r. Urdu poetry flourished with the 

activity of br  (c. 1692-1747), N j  (d. 1754), Yakra g (18c.), ek 

Chand Bah r (18c.), tim (b.1699, d.1781 or 1792), Mazhar J n-e J n  

(1699-1781), Saud  (1713-80), Khw jah M r Dard (1719-1785), Gh lib 

(1797-1869), Maumin (1800-1851), Zauq (1789-1854), Zafar 

(1775-1862)  etc.  in that era.  

(1) Delhi  

muqta ab muthamman mutw   

Definition: f -�i-l -t maf-� -lun f -�i-l -t maf-� -lun  

A sample from Gh lib�s couplets WAV 44k  

kaht  h  nah d g  ham dil agar pa  p y   

dil kah  keh gum k jiy  ham n  mudd�  p y   

ramal ma dh f murabba�  

Definition: f -�i-l -tun f -�i-lun  

A sample from Zafar�s couplets WAV 44k  

 cup rah  j t  nah  kab talak cupk  rah   



284                    Suhail Abbas Khan 
 

mutaq rib athlam  

Definition: f � fa-� -lun fe�-lun fa�  

A sample from Zafar�s couplets WAV 44k  

p ch nah dil-bar ky  kahv   

dard-e jigar d  din s  hai  

mu are� muthamman akhrab  

Definition: maf-� -l f -�i-l -tun maf-� -l f -�i-l -tun  

A sample from M r�s Ghazals WAV 44k  

galiy  m  ab talak t  madhk r hai ham r /  

afs nah-e mu abbat mashf r hai ham r //  

kais  waf -o-ulfat kh t  �abath h  qasm /  

muddat hu  u h  tum n  yeh s r  rasm //  

 ham nash  kis  k  mat �ishq k  hawas kar/  

j t  hai  y  h  n d  j n  taras taras kar//  

The Metre used by M r  

Sample 1: ba r-e M r WAV 44k  

Definition: fe�-lun f -�i fa-� -lun fe�-lun f � fa-� -lun f � fe�-l  

fe�-lun fe�-lun f -�i fa-� -lun fe�-lun f -�i fa-� -l fe�-l  

f -�i fa-� -lun fe�-lun fe�-lun fe�-lun f -�i fa-� -l fa-� -l  

fe�-lun f -�i fa-� -lun fe�-lun f -�i fa-� -lun f -�i fa-� -l  

 

Sample 1  

ul  h  ga  sab tadb r kuch nah daw n  k m kiy /  

d kh  is b m r -e dil n khir k m tam m kiy //  

j ham r  ghar y  t ky  hai y  j  nith r kar /  

ill  kh c baghal m  tujh k  d r talak ham piy r kiy //  
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Sample 2: ba r-e rub �  WAV 44k  

Definitiion: maf-� -l ma-f -�i-lun ma-f -� -lun fa� / f �  

maf-� -lun f -�i-lun ma-f -� -lun f � / fa�  

 

sab sharm jab n-e y r s  p n  hai  

har cand keh gul shugft h p sh n  hai  

 

Sample 3: savaiy  chand 31+32 m tr s WAV 44k  

h  sitam n -c r ma� shat karn  pa  har kh r k  s th  

j n-e �az z ga  h t  k sh ab k  baras bah r k  s th  

ramal muthamman makhb n  

Definition: f -�i-l -tun fa-�i-l -tun fa-�i-l -tun fe�-lun  

A sample from Saud �s works WAV 44k  

y r  maht b-o-gul-o-shama� baham c r  k  

mai  kat  bulbul  parw n h yeh baham c r  k  

The metre used by Naz r  

Sample 1: mutad rik makhb n muqt � mu �if WAV 44k  

uk ir -o-haw  k  ch  miy  mat d s bad s phir  m r   

qazz q ajal k  l  hai din r t baj  kar naqq r   

(2) Lucknow  

The metre used by Insh  (1756-1818))  

Sample 1: ramal makhb n WAV 44k  

Definition: f -�i-l -tun fa-�i-l -tun fa-�i-l -tun f -�i-lun  

bas nah kar duny  k  ae ib-e idr k hawas/  
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kh k h  kh k hai sab kh k k  ky  kh k hawas//  

baghiy  n r k  taiy r kar ae b -e saman/  

keh haw  kh n  k  nikl g  jaw n n-e caman//  

ubu -dam mai  n  j  l  bistar-e gul par karwa /  

junbish-e b d-e bah r  s  ga  n nd uca //  

 

Sample 2: mu re� muthamman akhrab makf f WAV 44k  

Definition: maf-� -l f -�i-l -t ma-f -� -l f -�i-lun  

g l  sah  ad  sah  c n-e jab  sah   

yeh sab sah  par k nah  k  nah  sah   

 

Sample 3: jad d musaddas WAV 44k  

Definition: fa-�i-l -tun fa-�i-l -tun ma-f -�i-lun  

mujh  il h  j  uk bh  far gh-e dil  

to rah  ky  tapish-o-dard-o-d gh-e dil  

 

Sample 4: hind  wazn (16 m tr s) WAV 44k  

Definition: fe�-lun fe�-lun f -�i fa-� -lun  

f -�i fa-� -lun fe�-lun fe�-lun  

fe�-lun f -�i fa-� -lun fe�-lun  

fa-� -lun f -�i fe�-lun fe�-lun  

 

is duniy  m   hai  jab s   

c n nah  hai mutlaq tab s   

y  t  h th nah  kuch n   

ban g  y  s  kh l  j n   

hazaj musaddas akhrab  

Definition: maf-� -l ma-f -�i-lun fa-� -lun  

A sample from Pandit Day  Shankar Nas m (1811-1843)�s works 

WAV 44k  
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zanj r-e jun  ka  nah pa iy   

d w n  k  p  darmiy  hai  

doh  chand  

Definition: fa�-al f -�i fa�-al / fa�-al fa-� -lun f �  

fe�-lun fe�-lun f -�i-lun / fa�-al fa-� -lun f �  

A sample from Naz r (1740-1830)�s works WAV 44k  

birah g tan m  lag  jaran lag  sab g t  

n  chu t b d k  pa  phaph l  p t  

Tradition and New Trends in Urdu Prosody  

Modern to Contemporary Era  

Poets started ambitious experiments in the 20th century. al , z d and 

Ism � l Mera h  established the foundations of modern poetry, tried 

metrical experiments, and new genres emerged. The process started 

shortly before 1857 and it proceeded further with the rise of the British 

rulers. New changes came into existence by the influence of western 

civilization. Literature is closely related with the society. The meeting of 

poets under Anjuman Punjab is the first step in this connection. The new 

genres such as free verse, poem, canto, sonnet and stanza are found in the 

Urdu composition of this period. On the other hand, a change took place 

in the existing prosodic system of well-established genres. T jwar, Naj b 

b d , Nazm Tab tab  (1852-1933), Iqb l and zmat Ull h Kh n 

(1887-1927) are the pioneers of the change. The main principle of their 

experiment was of two kinds; change in the prevalent rhythm of old 

genres, and metrical experiments in new genres.  

mu re� muthamman akhrab makf f WAV 44k  
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Definition: maf-� -l f -�i-l -t ma-f -� -l f -�i-lun  

caln  voh b dal  k  zam  c m c m kar  

aur u hn  sm  k  taraf jh m jh m kar  

bijil  k  d kh  t  hai ky  kaundt  hu   

sabz  k  han  han  haw  raundt  hu   

The metre used by �Azmat Ull h Kh n WAV 44k 

Definition: fe�-l fa-� -lun f � fa-� -lun  

fe�-l fa-� -lun fe�-lun fa-� -lun  

pawan k  jhaka  m nh k  tar   

pawan k  g n  voh s 'i  s 'i   

bijil  n p  th p garaj k   

m nh n  ch  diy  sh d  

The metre used by Iqb l (1877-1938): 27 moras WAV 
44k 

Definition: fe�-lun fe�-lun fe�-lun fe�-lun fe�-lun fe�-lun f �  

r m  badl  sh m  badl  badl  hindust n  

t  bh  ae farzand-e k hist  apn  kh d  pahc n  

The metre used by Ta adduq WAV 44k 

Definition: fe�-lun fa-� -lun fe�-lun fa-� -lun  

fe�-lun fa-� -lun  

fe�-lun fa-� -lun  

fe�-lun fa-� -lun  

 

patt  k  jh mar ph l  k  gahn   

mai  n  bh  pahn   

ab mai  h  mai  h   

ik t r ban kar k sh k  simt u n  lag  h   
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Definition: fe�-lun fe�-lun fe�-lun fe�-lun f � fa-� -lun f � fa-� -l  

f � fa-� -lun f � fa-� -lun  

fe�-lun fe�-lun fe�-lun WAV 44k  

 

b dal k l  k l  j fa  m  ahr  hu   

dil  n  jais  r  l  h   

t r k  m  t r k   

The metre used by Dr. T th r WAV 44k 

Definition: fa-� -lun fa-� -lun fa-� -lun fa-� -lun  

fa-� -lun fa-� -lun  

fa-� -lun fa-� -lun  

fa-� -lun fa-� -lun fa-� -lun  

 

bah r fr n  gunahg r hai  ham  

dhu  dh r mizh g   

sit r h s  nkh   

jaw n  s  sh d b lab bh g  bh g   

A sample from M r j �s works WAV 44k 

Definition: fa-� -lun fa-� -lun  

fa-� -lun fa-� -lun fa�  

 

yeh sarg shiy  kah rah  hai  ab   

keh bars  s  tum k  bul t  bul t   

mer  dil peh gahr  thakan ch  rah  hai  

The metre used by R shid  
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Sample 1 WAV 44k  

maz m r k  z r-o-bam s   

voh hang mah barp  th   

mahs s h t  th   

tehr n k  khir  shab yah  hai  

 

Sample 2 WAV 44k  

jah  z d  

n c  gal  m  ter  dar k  g   

yeh mai  s khtah sar asan k zah gar h   

tujh  uba  b z r m  b h  �att r y suf  

k  duk n par mai  n  d kh   

t  t r  nig h  m  voh t bn k   

th  mai  jis k  asrat m  nau s l diw nah phirt  rah  h   

The metre used by Maj d Amjad  

 

Definition: f � fa-� -lun fe�-l fe�-l fa-� -lun  

Sample 1 WAV 44k  

ab ais  m  kis kis b jh k  sar s  jha k   

dil m  n kiy  dahl dahl j  aur apn  gun h ras nah ban   

 

Sample 2 WAV 44k  

m r  b t  sun kar mujh k  uk uk d khn  w l   

cauk r nkh  w l  m n   

h  voh q til ach  th  n  ab tujh k  voh din y d t  hai  n

ab us w d  k  bhar p r ghan  sabz fa  m  u n  aur  

y  r tib cunn  kitn  mushkil hai  

ab t  n  m  t r  par dukht  hai  n !  
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Sample 3 WAV 44k  

Definition: fe�-lun fe�-lun fe�-lun fa� 

fe�-l fa-� -lun fe�-lun fa�  

jh nk  m  ras gh l  dil  

pawan cal  aur l  dil  

The metre used by J �far T hir  

Sample 1: sars  chand WAV 44k  

hakn  s  ik shahr hak  aur hakk  keh jis k  n m  

s s naw  s raj r jah r j kar  parn m  

 

Sample 2 WAV 44k  

Definition: fa-� -l fe�-lun fa-� -l fe�-lun fa-� -l fe�-lun fa-� -l 

fe�-lun fa-� -l fe�-lun  

fa-� -l fe�-lun fa-� -l f � -lun fa-� -l fe�-lun fa-� -l fe�-lun fa-� -l 

fe�-lun  

 

saw d-e a� am k  s n h-e sakht par sisakt  hu   

siyah b nd d kht  h   

is  k  ab d kht  rah   

is k  surma  sarsar ha  par nig h rakh   

The metre used by W rith Sh h�s H r WAV 44k  

Definition: fe�-lun f �i fa-� -lun fe�-lun fe�-lun  

 

 t r  bazm m  n  s  ae j n   

 n  w l  k  bakht shit b camk   

 

The metre used by Mukht r iddiq  WAV 44k 
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Definition: f -�i-l -tun fe�-lun  

f -�i-l -tun fe�-lun fe�-lun f �  

f -�i-l -tun fe�-lun fa-�i-l -tun fa-�i-l -tun  

f -�i-l -tun fe�-lun fa-�i-l -tun fa-�i-l -tun fe�-lun f �  

f -�i-l -tun fe�-lun fa-�i-l -tun fa-�i-l -tun fe�-lun f � fa-�i-l -tun  

 

 raushn  t z hu   

 raushn  t z hu  sham�  k   

 raushn  t z hu  sham�  k  f n s  k   

 raushn  t z hu  sham�  k  f n s  k  aur shab k  dulhan  

 raushn  t z hu  sham�  k  f n s  k  aur shab k  dulha  sharm '   

 

 

Reference  

Mu ammad Aslam iy , �Ilm-e �Ar  aur Urd  Sh �ir , Isl m b d:    

National Language Authority, 1997.  

 

 

* Editor�s note: In preparing this chapter, we had many questions 
regarding transliteration, because short vowels in Urdu are not written in 
the script and we could not confirm the exact pronunciation of early Urdu. 
However, for the convenience of scansion, we tentatively transliterated 
original Urdu script into alphabet with the kind help of Takamitsu 
Matsumura and Makoto Kitada. 



 
Samples of Hindi metre  

 Hiroko Nagasaki  

 

 

 

short vowel: a, i, u, r.  

long vewel: , , , e, ai, o, au.  

 

Abbreviation  

Ma-ga a:   

Na-ga a:   

Bha-ga a:   

Ya-ga a:   

Ja-ga a:   

Ra-ga a:   

Sa-ga a:   

Ta-ga a:   

La:   

Ga: -  

Mora Metre (M trik Chand)  

CV:1 mora,  

CVX (X is either C or V): 2 morae. ex) nanda -- , h  , hi  -.  

CVC followed by a perfect participle in -yo/yau- is exceptionally . 

ex.) kahyo -.  
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-e- and -o- in pronouns are . ex.) tehi , mohi .  

If it is necessary for rhyming, -e-, -o-, -ai-, -au- can be counted as .  

-n- or -m- followed by -h- can be scanned as a single C. ex.) 

tumh re  - -.  

-h- following a consonant represents aspiration and not a consonant 

cluster. Ex.) rachu  .  

As to a compound noun, of which the first syllable of the latter 

member begins with a consonant cluster, the mora of the final 

syllable of the first member can be counted in two ways. ex.) 

muktiprade - -  - /-   - (such as mukti prade).  

Devanagari texts do not always distinguish vowel nasality 

(candrabindu) from a segmental nasal (anusv ra), but in this text 

they are distinguished for the convenience in scansion.  or   

represents vowel nasality and  anusv ra. 

Irregular scansions are marked by italic.  

 

 

Ardhasama (A=C, B=D)  

Baravai    WAV 11k  

Definition: 12 matras in AC p da. 7 matras in BD p da. The end 

rhyme is Ja-ga a.  

 v ma a ga iva obhita, iv  ud ra.  

 arada suv rida me  janu, ta ita vih ra.  
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Doh     WAV 11k  

Definition: 13 matras in AC p da. 11 matras in BD p da. Ja-ga a is 

prohibited for the AC p da. (The end rhyme of AC p da is Sa-ga a 

or Ra-ga a or Na-ga a. The end rhyme of BD p da is Ja-ga a or 

Ta-ga a. Ja-ga a is prohibited for the head rhyme of AC p da.)  

 r raghuvara r jivanayana, ram rama a bhagav na.  

 dhanu a b a dh ra a kiye, basahu su mama ura na.  

Sora h     WAV 11k  

Definition: 11 matras in AC p da. 13 matras in BD p da. (Ja-ga a 

is prohibited for the head rhyme of BD p da.)  

bh khyo j ko  p va, bheda na t so  n khiye.  

jo vaha m ge j va, taname  neku na r khiye.  

Ull la    WAV 11k  

Definition: 15 matras in AC p da. 13 matras in BD p da.  

kaha kavita kah  bina rucira mati, mati su kah  binah  virati.  

kaha viratiu l la gup lake, cara ani hoya ju pr ti ati.  
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Sama (A=B=C=D)  

Tomara    WAV 11k 

Definition: 12 matras. The end rhyme is Ga-La.  

taba cale b na kar la. phu karata janu bahu vy la.  

kopyo samara r r ma. cala vi ikha ni ita nik ma.  

Sakh     WAV 11k  

Definition: 14 matras. The end rhyme is Ma-ga a or Ya-ga a.  

saba ghara ghara k  brajan r . dadhi gorasa becanah r .  

mili juttha mato ika k nh . jamun ta a m raga l nh .  

Caupa     WAV 11k  

Definition: 15 matras. The end rhyme is Ga-La.  

r ma ram pati tuma mama deva. nah  prabhu hota tumh r  seva.  

d na day nidhi bheda abheva. mama di i dekho yaha ya a leva.  

Paddhari    WAV 11k  

Definition: 8 + 8 = 16 matras. The end rhyme is La-Ga-La.  

r kr acanda aravinda naina. dhari adhara baj vata madhura baina. 

ga a gv lasa ga ge sudhaina. banat  braja vata moda diana.  
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Caup     WAV 11k  

Definition: 16 matras. Ja-ga a and Ta-ga a are prohibited for the 

end rhyme.  

 r mabhajana binu sunahu khage . mi ai na j vanakera kale . 

 harisevakahi  na vy pa avidhy . prabhuprerita tihi  vy pa suvidy . 

akti    WAV 11k  

Definition: 3+3+4+3+5=18 matras. The end rhyme is Sa-ga a or 

Ra-ga a or Na-ga a. The head rhyme is La.  

 iv  ambhu ke p va pa kaja gaho .  

 vin yaka sah yaka sad  dina caho .  

 bhajau  r ma nanda ke kanda ko.  

 diy  jina hukuma pauna ke nanda ko.  

Sumer     WAV 11k  

Definition: 12+7=19 matras. The first, 8th and 15th matras are 

always La. The end rhyme is preferably Ya-ga a.  

 siy ke n thako nita s sa n vo. pad ratha c rah  yahi loka p vo. 

 janama yõh  s ro j ta b t . bhajau re m ta abah  r ma s t .  

R dhik     WAV 11k  

Definition: 13+9=22 matras.  

saba sudhi budhi gai kyo  bh la, ga mati m r .  
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m y ko cero bhayo, bh li asur r .  

ka i jaihai  bhava ke phanda, p pa nasi j .  

mana sad  bhajau r kr a, r dhik  m .  

 

Ku ala    WAV 11k  

Definition: 12+(6+4)=22 matras. The end rhyme is Ga-Ga.  

mere mana r man ma, d sar  na ko .  

santana higa bai hi-bai hi loka l ja kho .  

aba to b ta phaila ga , j nata saba ko .  

ãsuvana jala s ñci s ñci premabeli bo .  

Rol     WAV 11k  

Definition: 11+13=24 matras. According to one poet the end rhyme 

is Ga-Ga but this rule is not always observed.  

r ma kr a govinda bhaje sukha hota ghanero.  

 ih  pramoda lahanta anta baiku ha basero.  

 mrgatr  se vi aya tuccha ati bandhana j  ke.  

 t te ch i kusa ga gaho nita pada harih ke.  

Digp la    WAV 11k  

Definition: 12+12=24 matras. The 5th and 17th matras are always 

La.  
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 harin ma eka s ñco, saba jh ha hai pas r .  

 m  na b pa ko , tuva sa ga j nah r .  

 re m na b ta mer , m y hi ty gi d jai.  

 saba k ma ch i m t , ika r man ma l jai.  

Vi upada    WAV 11k  

Definition: 16+10=26 matras. End rhyme is Ga.  

kimi prabhu kahau  sahasa surapatise, sigare dr i parai.  

d sa e a sata sahasa yoga kaha, abako kahata arai.  

kahyo likhyo c hai anadekhe, t  nija ora takai.  

hai yaha sahasa haj ra vi upada, mahim  likhi na sakai.  

G tik     WAV 11k  

Definition: 14+12=26 matras. The end rhyme is La-Ga. The 3rd, 

the 10th, the 17th, and the 24th matras are always La.   

rahata jinake prema ghere, dhanya brajav s  sabai.  

 brahma eka an ha avigata, gharana ghara jinake phabai.  

 dhanya r vasudeva devaki, putra kari nija p iyo.  

 dhanya ya umati nanda jina paya, py ya goda khil iyo.  

Saras     WAV 11k  

Definition:16+11=27 matras. The end rhyme is Ga-La. Another 

name of this chand is Sumandara.  
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 mopara krp  karahu aba sv m , antaraj m  pa.  

 aiso h  mana m h  bic ro, k o mere p pa.  

 tuma bina na dr i nah  vai, k jai j ko j pa.  

 tumah  bat o dhy  j ko, jo j re mama t pa.  

S ra    WAV 11k  

Definition: 16+12=28 matras. The end rhyme is Ga-Ga.  

ura abhir ma r ma aru lachimana, madhura manohara jor .  

v rau  sakala vi va k  obh , jo kachu kahau  suthor .  

p ta cautan  dhare s sa pai, p t mbara mana m no.  

p ta yajña upav ta vir jai, mano basant  b no.  

Harig tik     WAV 11k WAV 11k  

Definition: 16+12=28 matras. The end rhyme is La-Ga. The 5th, 

12th, 19th and 26th meters are always La.   

ye d rik  paric rik  kari, p liv  karu may .  

 apar dha chamiyo boli pathaye, bahuta hau  h  da .  

 puni bh nukulabh a a sakala sanam na vidhi samadh  kiye.  

 kahi j ta nah  vinat  paraspara, prema parip ra a hiye.  

Caupaiy     WAV 11k  

Definition: 10+8+12=30 matras. The end rhyme is Ga but is 

preferably Sa-ga a + Ga.  
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 bhe praga a krp l , d naday l , kau ily  hitak r .  

 har ita mahat r , munimanah r , adbhuta r pa nih r .  

 locana abhir m , tanughana y m , nija yudha bhuja c r .  

 bh a a banam l , nayana vi l , obh sindhu khar r .  

T a ka    WAV 11k  

Definition: 16+14=30 matras. The end rhyme is Ma-ga a.  

d naday la krp la suno hari, d n n tha ka s r .  

p rana p vana d sa udh rana, m dhava y dava aut r .  

mu ika m rana vipad  rana, kabj  d s  ko t r .  

mai  aghabh g  tuma janap g , t ro mer  hai b r .  

okahara/ ubha g     WAV 11k  

Definition: 8+8+8+6=30 matras. The end rhyme is Ga.  

mai  bahu d n , saba gu ah n , kariya adh n  nija cara .  

mama mati bhor  kahau  bahor , laghu mama or  jagatara .  

kle a nasaiye, muh  apanaiye, aba na ghinaiye bhaya hara .  

nam mi a kara, nam mi a kara, nam mi a kara, tava ara .  

B ra    WAV 11k  

Definition: 8+8+15=31 matras. The end rhyme is Ga-La.  

Sumiri bhav n  jagadamb k , r rad  ke carana man ya.  

di sarasvati tumak  dhy vau , m t  ka ha vir jau ya.  
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joti bakh nau jagadamb  ke, jinak  kal  varani n  j ya.  

aradacanda sama nana r jai, atichabi a ga a ga rahi ch ya.  

Tribha g     WAV 11k  

Definition: 10+8+8+6=32 matras. Ja-ga a is prohibited. The end 

rhyme is Ga.   

surak ja sãv rana adhamaudh rana, daityavid rana, eka dhare. 

 pragate gokula me , hari china china me , nanda hiye me , moda bhare. 

 dhina t ka dhin dhina, t ka dhin dhina, t ja dhin dhina t ka dhin . 

 n cata jasud ko, lakhi mana ch ko, tajata na t ko, eka chin .  

Durmila    WAV 11k  

Definition: 10+8+14=32 matras. The end rhyme is 

Sa-ga a+Ga+Ga. Ja-ga a is prohibited for the end rhyme.  

jai jaya raghunandana, asura viha ana, kulama ana ya a ke dh r .  

janamanasukhak r , vipinavih r , n ri ahily hi so t r .  

aran gata yo, t hi bac yo, r ja bibh ana ko d no .  

da akandhavid r , pantha sudh r , k ja surana jana ko k no .  

Khar r     WAV 11k  

Definition: 8+6+8+10=32 matras. There is no rule for the end 

rhyme.  

r a kara dina, r ta japai, dhy na lag , saba k ma vih .  

svai n ma japo, mitta sad , citta lag , c hau ju bhal .  
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saba p panako, j ro bhava, sindhu taraure, sikha mori gaho re.  

r r ma bhajau, r ma bhajau, r ma bhajau re, r r ma bhajau re.  

Karakh     WAV 11k  

Definition: 8+12+8+9=37 matras. The end rhyme is Ya-ga a.  

namo narasi ha, balavanta narasi ha prabhu, santahita k ja,  

avat ra dh ro.  

khambhate nikasi, bh  hiranaka yapa pa aka, jha aka dai  

nakhanaso  ura vid ro.  

brahma rudr di, sira n ya jaya jaya kahata,  

bhakta prahl dako goda l no.  

pr tiso  c i, dai r jasukha s ja saba, n r ya a d sako  

abhaya d no.  

 

Jh lan     WAV 11k  

Definiton: 10+10+10+7=37 matras. The end rhyme is Ya-ga a.  

jaiti himab lik , asurakulagh lik , k lik  m lik  surasa het .  

chamukha herambak , amba jagadambike, pr a priyavallabh ,  

vr abha ket .  

siddhi aura rddhisukha, kh ni dhana dh nyak ,  

d ni ubhag gan  sutaniket .  

bhukti muktiprade, v imah r n , pra ata var  kahã ara a de t .  

 

Madanahara    WAV 11k  
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Definition: 10+8+14+8=40 matras. The head rhyme is La and the 

end rhyme is Ga.  

sakhi lakhi yadur , chabi adhik , bh ga bhal  j na parai,  

phala sukrti karai.  

 atik nti sadana mukha, hotahi sanmukha,  

d sa hiye sukha bh ri bharai, dukha d ri karai.  

 chabi morapakhanak , p ta vasanak , c ru bhujanak  citta arai,  

sudhi budhi bisarai.  

 nava n la kalevara, sajala bhuvanadhara,  

vara ind vara chavi nidarai, mada madana harai.  

 

Vijay     WAV 11k  

Definition: 10+10+10+10=40 matras. The end rhyme is Ra-ga a.  

sita kamalava as , takara a as , vimala vidhiha sas ,  

h ravara h ras .  

satyagu a satvas , ntarasa tatvas , jñ nagauratvas ,   

siddhivist ras .  

kundas  k sas , bh rat v sas , kalpataru ras , sudh rasas ras .  

ga gajaladh ras , rajatake t ras , k rti tava vijayak ,   

ambhu g ras .  

 

 

Haripriy     WAV 11k  

Definition:12+12+12+10=36 matras. The end rhyme is Ga.  
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sohane krp nidh na, devadeva r macandra,  

bh miputrik  sameta devacitta mohai .  

m no surataru sameta, kalpaveli chabiniketa,  

obh  r g ra kidhau  r pa dhare sohai .  

lacham pata lacham yuta, dev yuta a kidhau   

ch y yuta parama a, c ruve a r khai .  

vandau  jagam ta t ta, cara a jugula n raj ta,  

j ko sura siddha vidya munijana abhil khai .  

 

Vi ama (A B C D)  

Ku aliy     WAV 11k  

Definition: Doh  + Rol  = 6 p das. 24 × 6 p da = 144 matras. The 

head of the fisrt p da and the end of the last p da is same.  

l h  me  gu a bahuta hai sad  r khiye sa ga.  

gahirau nada n rau parai turata bac vai a ga.  

turata bac vai a ga jhapati kutt  ko m re.  

du mana d v  v ra hove t  h ko jh re.  

kaha giradhara kavi r ya sun ho dhura ke v th .  

y  mai gu a hai bahuta sad  sa ga rakhiye l h .  

Amrtadhvani     

Definition: 24 × 6 p da = 144 matras of which first two lines are 

Doh . The Pun of 8 matras with staccato rhythm is repeated three 

times. V ra-rasa is employed.  
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prati bha a udbha a bika a jahã larata laccha para laccha.  

r  jatate a nare a tahã acchacchabi parataccha.  

acchacchavi paratacchaccha ani bipacchacchaya kari.  

svacchacchiti ati kitti sthira suamittimbhaya hari.  

ujjhijjhahari samujjhijjhahari virujjhijjha apa a.  

kuppappraga a su suppappagani vilupyappratibha a.  

Chappaya     

Definition: Rol  + ullal  (26 or 28 matras) = 6 p das. According to 

the order of Laghu Guru there are 71 variations of this chand.  

 ajaya vijaya bala kar a b ra bet la biha kara.  

 marka a hari hara brahma indra candana ju ubha kara.  

 v na si ha rd la kaccha kokila khara kuñjara.  

 madana matsya t a ka e a s ra ga payodhara.  

 ubha kamala kanda v rana alabha bhavana aja gama sara sarasa.  

 ga i samara su s rasa meru kahi makara al  siddhihi sarasa.  

 

Syllabic Metre (V r ik Chand)  
Sama  

Pram ik  (8 syllables in each p da)  

Definition: Ja-Ra-La-Ga ( -  - - -)  
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nam mi bhaktavatsala . krp lu lakomala   

bhaj mi te pad mbuja . ak min  svadh madam.  

Vidyunm l     WAV 11k  

Definition: Ma-Ma-Ga-Ga (--- --- --)  

mome ga g  th r  bhakt . b hai ais  d jai akt .  

th r  v r  v c j l . dekhai l jai vidyunm l .  

loka Anu up    WAV 11k  

Definition: the 5th syllable is light and the 6th syllable is heavy in 

all p das. The 7th syllable is light in the BD p das.   

var n marthasa gh n , ras n  chandas mapi.  

 ma gal n  ca kart rau, vande v vin yakau.  

Ma imadhya (9 syllables in each p da)    WAV 11k  

Definition: Bha-Ma-Sa (-  --- -)  

bh nu sup j  k raja j . pr ta ga  s t  saraj .  

ka hama  madhye sujal . a par  khojai  abal .  

Campakam l  (10 syllables in each p da)    WAV 11k  

Definition: Bha-Ma-Sa-Ga (-  --- - -)  

bh mi sag  n  m na vrth h . kr a sago hai y  jagam h .  

t hi rijhaiye jyo  brajab l . ri gale me  campakam l .  
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S ravat   

Definition: Bha-Bha-Bha-Ga (-  -  -  -)    WAV 11k  

bh mi bhag  rãga ri kah . yo  hari p chata j i tah .  

dh i dhar  vaha gopalal . s ravat  phaguv i bhal .  

K rti  

Definition: Sa-Sa-Sa-Ga ( - - - -)    WAV 11k  

sasiso  guniye mukha r dh . sakhi s cahi vata b dh .  

a i hai sakala ka kharor . akala kita k rtiki or .  

Indravajr  (11 syllables in each p da)    WAV 11k  

Definition: ta-ta-ja-ga-ga (--  --  -  --)  

 go e giri  savyakare a dhrtv . ru endravajr hati muktavr au.  

 yo gokula  gopakula  ca sustha .cakre sa no rak a tu cakrap i . 

Upendravajr     WAV 11k  

Definition: Ja-Ta-Ja-Ga-Ga ( -  --  -  --)  

tvameva m t  ca pit  tvameva. tvameva bandhu ca sakh  tvameva.  

tvameva vidy  dravi a tvameva. tvameva sarva mama devadeva.  

Rathoddhat     WAV 11k  

Definition: Ra-Na-Ra-La-Ga (- -  - - -)  
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 Kau alendrapadakañjamañjul . komal mbujamahe avanditau.  

 j nak  kara saroja l litau. cintakasya manabhr gasa ginau.  

Anuk l     WAV 11k  

Definition: Bha-Ta-Na-Ga-Ga (-  --   --)  

 bh ti na ga g  jaga tuva d y . sevata toh  mana vaca k y .  

 n sahu veg  mama bhava l . hau tuma m t  jana-anuk l .  

Dodhaka    WAV 11k  

Definition: Bha-Bha-Bha-Ga-Ga (-  -  -  --)  

 deva sadodhakadambatalastha, r dhara. t vakan mapada  me.  

 ka hatale suvinirgamak le. svalpamapik a ame yati yogam.  

Sv gat     WAV 11k  

Definition: Ra-Na-Bha-Ga-Ga (- -  -  --)  

 r ni bhogi gahi n tha kãh . s tha gopajana vata dh .  

 sv gat rtha suni tura m t . dh i dekhi muda sundara g t .  

Bhuja g     WAV 11k  

Definition: Ya-Ya-Ya-La-Ga ( -- -- -- -)  

 yacau anta me  g na kai a kar . sat n tha so  n nukamp kar .  

 kare ge krp  ghra ga g dhar . bhuja g  kap l  tri l dhar .  
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Va asthavilam    WAV 11k  

Definition: Ja-Ta-Ja-Ra ( -  --  -  - -)  

prasannat  y  na gat bhi ekatas. tath  na mamle 

vanav sadu khata .  

mukh mbuja  r  raghunandanasya me. sad stu s  

mañjulama galaprad . 

To aka    WAV 11k  

Definition: Sa-Sa-Sa-Sa ( - - - -)  

jaya r ma sad  sukhadh ma hare. raghun yaka s yaka c padhare.  

bhavav ra a d ru a si ha prabho. gu as gara n gara n yavibho.  

Sragvi     WAV 11k  

Definition: Ra-Ra-Ra-Ra (- - - - - - - -)  

r ra r  r dhik  y ma so  kyo  karai. s kha mo  m na le m na 

k he dharai.  

citta me  sundar  krodha n  niye. sragvi  m rti ko kr a ko 

dh riye.  

Bhuja gapray ta    WAV 11k  

Definition: Ya-Ya-Ya-Ya ( -- -- -- --)  
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nam m am nanirv ar pa . vibhu  vy paka  

brahmavedasvar pa .  

aja  nirgu a  nirvikalpa  nir ha . Vid k av sa  bhajeha .  

Sundar  /Drutavila vita    WAV 11k  

Definition: Na-Bha-Bha-Ra (  -  -  - -)  

 nabha bhar  bidhu mosana gar . sukhaprabh  bahubh ita n gar .  

 bhaja na jo sakhi b lamukunda r . jaga na sohata yadyapi sundar .  

Kusumavicitr     WAV 11k  

Definition: Na-Ya-Na-Ya (  --  --)  

 nayana yah  te  tuma badan m . harichabi dekho kina vasu j m .  

 anuja samet  janakadul r . kusumavicitr  kara phulav r .  

M lat     WAV 11k  

Definition: Na-Ja-Ja-Ra (  -  -  - -)  

nija jara phuhi m ha k ah . vimukha prabh  rahi janma 

n sah .  

adhara am  cakha kuñja r jat . kahi kahi l gata chanda m lat .  

Modaka    WAV 11k  

Definition: Bha-Bha-Bha-Bha (-  -  -  - )  
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 bh  cahu p ra ju bhonidhi r vana. tau gahu r mapadai ati p vana.  

 ya gharai prabhulai cara odaka. bh kha bhagai na bhakhe manamodaka.  

Navam lin     WAV 11k  

Definition: Na-Ja-Bha-Ya (  -  -  --)  

nija bhaya ch i c nha hanu l jai. ahi mahin tha ju bali d jai.  

kimi hanu to prave a ih  k l . prabhu navam lin  sumanam l .  

Candrik     WAV 11k  

Definition: Na-Na-Ta-Ta-Ga (   --  --  -)  

na nita tagi kah  nako dh va re. bhajahu hara ghar  r mako b vare.  

lakhana juta bhajo m tu s t  sat . vadana duti lakhi candrik  l jat .  

Kanda    WAV 11k  

Definition: Ya-Ya-Ya-Ya-La ( -- -- -- -- )  

yacau  l ikai citta nandakand h . subhakt  nij  n tha d jai 

an thah .  

hare r ma! he r ma! he r ma! he r ma! basau mohiye nityake 

pano dh ma.  

R ga    WAV 11k  

Definition: Ra-Ja-Ra-Ja-Ga (- - -  - - -  -)  
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re jar  jagau na n nda g ha sou re. p ya deha m nu  na janma khou re. 

hvai ananda r ga j su mukti p u re. r ma r ma r ma r ma r ma g u re. 

Vasantatilak     WAV 11k  

Definition: Ta-Bha-Ja-Ja-Ga-Ga (--  -  -  -  --)  

n n pur anigam gamasammata  yadr m ya e nigadita  

kvacidanyato'pi.  

sv ntassukh ya tulas  raghun thag th  

bh sh nibandhamatimañjulam tanoti.  

V sant     WAV 11k  

Definition: Ma-Ta-Na-Ma-Ga-Ga (--- --   --- --)  

 m t ! nau mai  ga ga! cara a tore traik l .  

 n sau veg  du kha vipula aurau jañj l .  

 j ke t r  r ma pahira bhurj k  ch l .  

 bh kany ko deta sumana v sant  m l .  

Induvadat     WAV 11k  

Definition: Bha-Ja-Sa-Na-Ga-Ga (-  -  -  --)  

bhauji! sunu g gari na paihahu ut r . bandhu mama n ma jaba t  

na uc r . 

induvadan  vadata j  balih r . j na muhi de gharahi satvara 

bih r . 
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Ananda    WAV 11k  

Definition: Ja-Ra-Ja-Ra-La-Ga ( -  - - -  - - -)  

jar  jar  lag ya citta mitta nittah .  

siy pat  bhajau ajau vic ra hittah .  

manai lag  satai na jh i g  sabai ghar .  

sad  lahau ananda vandi p da r har .  

M lin     WAV 11k  

Definition: Na-Na-Ma-Ya-Ya (   --- -- --)  

atulitabaladh ma  svar a ail bhadeha . danujavanakr nu  

jñ nin magraga ya .  

sakalagu anidh na  v nar madh a . raghupativarad ta  

v taj ta  nam mi.  

C mara    WAV 11k  

Definition: Ra-Ja-Ra-Ja-Ra (- - -  - - -  - -)  

roja roja r dhik  sakh na sa ga ikai.  

khela r sa k ha sa ga citta har a l ikai.  

v sur  sam na bola sapta gv la g ikai.  

kr ah  rijh vah  suc marai ul ikai.  

S t     WAV 11k  

Definition: Ra-Ta-Ma-Ya-Ra (- - --  --- -- - -)  



Samples of Hindi metre                315 
 

re tu m y  ra cah  j n  na s t r mak .  

h ya kyo  bh lo phirai n  s kha mer  k na k .  

janma b t  jag ta m t  anta r t  b vare.  

r ma s t  r ma s t  r ma s t  g vare.  

Cañcal     WAV 11k  

Definition: Ra-Ja-Ra-Ja-Ra-La (- - -  - - -  - - )  

r  jar  jur  lakho kah  gayo hame  bih ya.  

kuñja b ca moh  t ya gv la b sur  baj ya.  

dekhi gopik  kahai  par  ju i pu pam la.  

cañcal  sakh  ga  liv ya ju nandal la.  

Pañcac mara    WAV 11k  

Definition: Ja-Ra-Ja-Ra-Ja-Ga ( -  - - -  - - -  -)  

ju roja roja gopa t ya kr a sa ga dh vat .  

sug ta n tha p vaso  lag ya citta g vat .  

kabau  khav ya dha au dah  har  rijh vat .  

sudhanya ch i l ja pañca c marai ul vat .  

 

Another sample:  

ja av galajjalaprav hap vitasthale, gale'vala vya lambit  

bhuja gatu gam lik m.    

ama ama ama amannin dava amarvaya , cak ra 

ca at ava  tanotu na  iva  ivam.  
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Acaladhrti    WAV 11k  

Definition: Na-Na-Na-Na-Na-La (      )  

 na ivavadana lakhi ara himagiripura.  

 nara aru yuvati acala dhrti jih  phura.  

 nirakhi bhayada chabi iva pura ba u kaha  

 dhana dhana vara lakhi nija vapu jiu raha.  

ikhara     WAV 11k  

Definition: Ya-Ma-Na-Sa-Bha-La-Ga ( -- ---  - -  -)  

kie j ne se bh , phira phira sad  pra na tumase.  

nah  hote j  me , kupita tuma he grantha, hamase.  

tath  ik  dete, tuma nita bin  t ana hame .  

ata  ho kyo  py re, phira tuma ham re na jaga me .  

Another sample:  

yam  n  so bhol , gunata ju piye moha madir .  

mah p p  p ve , adhama gati j nau rutigir .  

yam  ko ambh so, jina madana j tyo bha a mah .  

jabai k nhai  dhy n , giri ikhara n ke va a chah .  

 

Mand kr nt     WAV 11k  

Definition: Ma-Bha-Na-Ta-Ta-Ga-Ga (--- -   --  --  --)  
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t re be, tama ala gay , ch  ga  vyoma-l l .  

pañch  bole, tamacura jage, jyoti phail  di  me .  

kh  ol , sakala-taru k , kañja ph le saro  me .  

dh re-dh re, dinakara ka he, t mas  r ta b t .  

Cañcar     WAV 11k  

Definition: Ra-Sa-Ja-Ja-Bha-Ra (- - - -  -  -  - -)  

r  sajai ju bhar  har  gu a se rahai nita v i t .  

au sad  laham na santasam jame  jagam h  t .  

bh like ju bis ri r mah  nako gu a g ihai.  

campakai sama n  har jana, cañcar  mana bh i hai.  

rd lavikr ita    WAV 11k  

Definition: Ma-Sa-Ja-Sa-Ta-Ta-Ga (--- - -  - --  --  -)  

 

m la  dharmatarorvivekajaladhau, p r endum nandada .  

vair gy mbujabh skara  aghahara  dhv nt paha  t paha .  

moh mbhodharapuñjap anavidhau sva sambhava  a karam.  

vande brahmakula  kala ka amana  r r ma bh papriyam. 

Another sample:  

pr ta k la ap rva y na mãgav , au s tha le s rath .  

dho gokula ko cale sadaya ho, sneh mbu se bh gate.  

ve e jisa k la k nta vraja me , dekh  mah  mugdha ho.  

r vrnd vana k  manojña madhur , y m yam n  mah .    WAV 

11k  
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G tik     WAV 11k  

Definition: Sa-Ja-Ja-Bha-Ra-Sa-La-Ga ( - -  -  -  - - - 

-)  

 saja j bha r ! su lagai muh  suna mo kah  cita l yake.  

 naya k la lak ma a j nak  saha r mako nita g yake.  

 pada! mo ar rah  r make uci dh mako laya dh vah .  

 kara b na lai ati d na hvai nita g ti k na sun vah .  

Sragdhar     WAV 11k  

Definition: Ma-Ra-Bha-Na-Ya-Ya-Ya (--- - - -   -- -- 

--)  

 r ma  k m risevya  bhavabhayahara a  k lamattebhasi ha .  

 yog ndra  jñ nagamya  gu anidhimajita  nirgu a  nirvik ra .  

 m y t ta  sure a  khalavadhanirata  brahmavrndraikadeva .  

 vande kund vad ta  sarasijanayana  devamurv ar pa .  

Ahi    WAV 11k  

Definition: Bha-Bha-Bha-Bha-Bha-Bha-Ma (-  -  -  -  -  

-  ---)  

 bhora samai  hari genda ju khelata sa gu sakh  yamun  t r .  

 genda gir  yamun  daha me  jha a k di pare dharike dh r .  
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 gv la puk ra kar  taba rovata nanda ya omati h  dh ye.  

 d u rahe samajh ya itai ahi n thi utai dahate  ye.  

Savaiy  of V r ika Sama  

Madir     WAV 11k  

Definition: Bha-Bha-Bha-Bha-Bha-Bha-Bha-Ga (-  -  -  -  

-  -  -  -)  

 sindhu taryo unako banar  tuma pai dhanu-rekha ga  na tar .  

 b dhara b dhata so na bãdhyo una b ridhi b dhi kai b a kar . 

 r raghun tha-prat pa k  b ta tumhai  dasaka ha na j ni par .  

 telahu t lahu p chi jar  na jar  jari la ka jar ya-raj .  

Cakora    WAV 11k  

Definition: Bha-Bha-Bha-Bha-Bha-Bha-Bha-Ga-La (-  -  -  

-  -  -  -  - )  

 bh sata gv la sakh  ganame  hari r jata t raname  jimi canda.  

 nitya nayo raci r sa mud  brajame  hari khelata nãdakanda.  

 y  chabik ja bhaye brajav si cakora pun ta lakhe  nãdanandana.  

 dhanya vah  nara n ri sar hata y  chabi k ata jo bhavaphanda.  

Mattagayanda    WAV 11k  

Definition: Bha-Bha-Bha-Bha-Bha-Bha-Bha-Ga-Ga (-  -  -  

-  -  -  -  --)  



320                     Hiroko Nagasaki 
 

 bh sata sa ga na to sama na kah  jagame  mama p pa haraiy .  

 bai hi rahe manu deva sabai, taji topara t rana bh rah  maiy .  

 y  kali me  ika t hi sad  janak  bhavap ra lag vati naiy .  

 hai tu ar ! jaga keharis  agha mattagayandahi n sa karaiy .  

 

Another sample: 

motina kaisi manohara m la guhai tuka acchara jori ban vai.  

prema ko pantha kath  hari n ma ki b ta an h  ban i sun vai.  

h kura so kabi bh vata moh  jo r jasabh  me  ba appana p vai.  

pa ita aura prab nana ko joi citta harai so kabitta 

kah vai.   WAV 11k  

Sumukh     WAV 11k  

Definition: Ja-Ja-Ja-Ja-Ja-Ja-Ja-La-Ga ( -  -  -  -  -  -  

-  -)  

 ju loka lagai  siyar mahi s tha calai  vanam h  phirai  na cahai .  

 hamai  prabhu yasu dehu calai , raure sãga yo  kara jori kahai .  

 calai  kachu d ri namai  paga dh ri, bhale phala janma aneka lahai . 

 siy  sumukh  hari pheri t he , bahu bh ntinate samujh i kahai .  

Ga godaka    WAV 11k  

Definition: Ra-Ra-Ra-Ra-Ra-Ra-Ra-Ra (- - - - - - - - - - - - - - -

-)  
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re basau  dh ikai anta k s hi ke, dh ma ni citta ga godakai 

p nakai.  

ko i b dhai  ka ai  p pa s re gha ai , ambhu ambh  ra ai  

n tha jo    m nakai. 

janma b t  sabai ceta m t  abai, k jiye k  tabai k la le nakai.  

mu am l  garai s sa ga g  dharai ha y mai harai dhy ya le 

g nakai.  

Kir a    WAV 11k  

Definition: Bha-Bha-Bha-Bha-Bha-Bha-Bha-Bha (-  -  -  -

 -  -  -  - )  

B li bal  na bacyau para-khorahi kyo  bacihau tuma pani 

khorahi.  

j  lagi ch ra-samudra mathyo kahi kaise na b ghihai b ridhi 

thorahi.  

r raghun tha ganau asamartha na dekhi bin  ratha h thina 

ghorahi.  

thoryo sar sana sa kara ko jehi so'ba kah  tuva la ka na torahi.  

Muktahar     WAV 11k  

Definition: Ja-Ja-Ja-Ja-Ja-Ja-Ja-Ja ( -  -  -  -  -  -  -  

- )  

ju hah  y ma bhajai  iva ko nita ch i sabai chalachidra 

suj na.  

suhai  dhana y  jagam h  lahai  phala janma liye kara santa 



322                     Hiroko Nagasaki 
 

sam na.  

prasanna sad  iva ho  turatai  janapai saba bh ata veda 

pur na.  

karai  nita bhaktana ko bhava mukta harai  janake saba kle a 

mah na.  

Durmila    WAV 11k  

Definition: Sa-Sa-Sa-Sa-Sa-Sa-Sa-Sa ( - - - - - - 

- -)  

tana k  duti sy ma-saroruha-locana kañja k  mañjulat i harai .  

ati sundara sohata dh ri bhare, chabi bh ri ana ga k  d ri dharai .  

damakai  datiy  duti-d mini jyo , kilakai  kala b la-binoda karai . 

avadhesa ke b laka c ri sad , tulas -mana-mandira me  biharai .  

V ma    WAV 11k  

Definition: Ja-Ja-Ja-Ja-Ja-Ja-Ja-Ya ( -  -  -  -  -  -  -  

--)  

[ ]antaradhy na birodha bhayo, hiya s nta subh ya ne ra ga 

jam yo. 

[ ]ai ha na j nai ga  kita ko , aru namrat  ne ati mohi nav yo.  

[ ]darsana so  inake jha a h , yaha j ni parai basa k u ke yo.  

[ ]s ñcu hi t ratha ko so prabh va an pama aisenu me  

biram yo  

bh ra    WAV 11k  
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Definition: Ta-Ta-Ta-Ta-Ta-Ta-Ta-Ta (--  --  --  --  --  --  --

 -- )  

 t  a a j me japai r mako n ma se i ya! de ty gi s re vrth  k ma.  

 ter  phalai k man  h yak  au bin  d ma t  anta p ve har dh ma.  

 bolyo tabai i ya bh ra tero gur  j  na bh lo  japau  hah  y ma. 

 r r ma r r ma r r ma r r ma r r ma r r ma r r ma r r ma.  

Aras ta    WAV 11k  

Definition: Bha-Bha-Bha-Bha-Bha-Bha-Bha-Ra (-  -  -  -  

-  -  -  - -)  

l ja dharau sivaj  so  larau saba saiyada sekha pa h na pa h ya kai. 

bh a a hy  ga ha-ko ana h re, uh  tuma kyo  ma ha tore ris ya kai. 

hinduna ke pati so  na bis ta sat vata hindu gar vana p ya kai.  

l jai kala ka na dilli ke b lama lama lamag ra kah ya kai.  

Sundar  /Mall  / Sukhad n   

Definition: Sa-Sa-Sa-Sa-Sa-Sa-Sa-Sa-Ga ( - - - - - 

- - - -)  

sabaso  gahi p i mile raghunandana, bhe i kiyo sabako sukhabh g . 

jabah  prabhu p va dharo nagaro mahã, t  chinate  vipad  saba bh g . 

lakhi kai vidhu p ra a nana m tu, lahyo muda jau  mrta sovata j g .  

tih  ausarak  hara sundari-m rati, r khi japai  hiya me  anur g .  

Sukha  
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Definition: Sa-Sa-Sa-Sa-Sa-Sa-Sa-Sa-La-La ( - - - - 

- - - - )  

sabaso  laluv  milike rahiye mama j vana m ri! suno manamohana. 

imi bodhi khav ya piv ya sakh  sãga j hu kahai  lalan ! bana johana. 

dhari m tu raj yasu sa har  nita y muna kaccha phirai  saha gopana.  

ih  bh nti har  yasud  upade ah  bh ata neha lahai  sukhasodha na.  

A okapu pamañjar     WAV 11k  

Definition: The number of Syllables is more than 28 which is the 

same in all p das. The repetation of Ga-La is required.  

satya dharma nitya dh ri vyartha k ma sarba ri bh likai karau 

kad  na nindya k ma.  

dharma artha k ma mok a pr pta hoh  m ta tohi satya satya anta 

p o r madh ma.  

janma b ra b ra m nu  na p iye japau lag ya citta a a y ma 

satya n ma.  

r ma r ma r ma r ma r ma r ma r ma r ma r ma r ma r ma 

r ma r ma r ma r ma.  

Ana ga ekhara or Dvivar cik  or Mah n r ca     

WAV 11k  

Definition: The repetation of La-Ga is required.  

garajji si ha b dalo  nin da meghan da v ra, kruddham na 

s naso  kr nub na cha iya .  



Samples of Hindi metre                325 
 

lakh  ap ra tejadh ra lakkhanau kum ra v ri, b naso  ap ra 

dh ra var i jv la kha iya .  

u ya megham lako ut la racchap la b la, paunav na atra gh la 

k saj la da iya .  

bhayo na hota hoyago na jyo  am na indraj ta, r macandra 

bandhu so kar la yuddha ma iya .  

Da aka of Syllabic Metre (V r ika 
Chand) (Muktaka)  

Manahara or Kavitta or Ghan k ar     WAV 11k  

Definition: 16+15=31 syllables. The final syllables of each p da 

are Ga.  

nanda ke kanda jaga jy vana jagata vanda, da arathananda ke 

nib he  nibahiye.  

kahai  padam kara pavitrapana p libeko, cora cakrap ike 

caritranako cahiye.  

avadhavih r ke vinodana me  b dhi b dhi, g dha guha g dheke 

gu nuv da gahiye.  

raina dina ho  j ma r ma r ma r ma r ma, s t r ma s t r ma 

s t r ma kahiye.  

R paghan k ar     WAV 11k  

Definition: 16+16=32 syllables. The final syllable of each p da is 

La.  
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prabhu-rukha p i kai bol i b la-gharinihi, bandi kai carana 

cah  disi bai he gheri-gheri.  

cho o-so ka haut  bhari ni p ni ga g j  ko dhoi p ya p yata 

pun ta b ri pheri-pheri.  

tulas  sar hai  t ko bh ga s nur ga sura, bara ai  sumana 

jaya-jaya kahai  eri- eri.  

bibudha-saneha-s n  b n  asay n  suni, ha se r dho 

j nak -lakhana-tana heri-heri.    

Jalahara a    WAV 11k  

Definition: 8+8+9+7=32 syllables. The end of p da is La-La.  

bharata sad h  p je p duk  utai sanema, itai r ma s ya bandhu 

sahita sidh re bana.  

s panakh kai kur pa m re khala jhu a ghane, har  dasa s sa s t  

r ghava vikalamana.  

mile hanum na tyo  suka haso mit  h ni, b li hati d nho  

r ja sugr vahi  j ni jana.  

rashikavih r  kesar  kum rasindhu n ghi, la ka j ri siya sudhi 

l yo moda b ho tana.  

Krp a or Kirap na    WAV 11k  

Definition: 8+8+8+8=32 syllables. The end of p da is Ga-La.  

cal  hvai kai vikar la, mah k lah k  k la, kiye do  drga l la, 

dh  rana samuh na.  

jah  kruddha hvai mah na, yuddha kari ghamas na, lotha 
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lothapai lad na, ta ap  jyo  ta it na.  

jah  jv la ko i bh na, ke sam na daras na, j vajantu akul na, 

bh mi l g  thahar na.  

tah  l ge lahar na, ni icarah  par na, vah  k lik  ris na 

jhuki jh r  kirap na.  

Vijay     WAV 11k  

Definition: 8+8+8+8=32 syllables. The end of p da is La-Ga or Na.  

r r ma n ma dhy ibo paramadh ma p ibo, m nu adeh  p ikai 

janama na gav ibo.  

suk rati sun ibo kahata na agh ibo, ka hina bhavaj lah  

chinaka me  nas ibo.  

r r mag ta g ibo sakala agha gh ibo, so p ya ais  ausara na 

phera pachat ibo.  

r r mahi  rijh ibo r maiso neha l ibo, na china bisar ibo na 

aura dv ra j ibo.  

Ardhasama of Syllabic Metre  

Pu pit gr     WAV 11k  

Definition: Na-Na-Ra-Ya (   - - --). Na-Ja-Ja-Ra-Ga (  

-  -  - - -).  

 prabhu sama nah  anya koi d t . sughana ju gy vata t na lokatr t .  

 sakala asata k man  vih . hari nita sevahu mitta citta l .  

Vi ama of Syllabic Metre  
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Udgat     WAV 11k  

Definition: Sa-Ja-Sa-La ( - -  - ). Na-Sa-Ja-Ga (  - 

-  -). Bha-Na-Ja-La-Ga (-   -  -). Sa-Ja-Sa-Ja-Ga ( - -

 - -  -).  

 saba ty giye asata k ma. ara a gahiye sad  har .  

 du kha bhavajanita j ya ar . bhajiye aho ni i har  har  har .  

 

References:  

Jagann tha Pras da �Bh nu�, K vyaprabh kara (V r as : N gar  

Prac ri  Sabh , revised edition, S.V. 2028 [1971]).  

Jagann thapras da Mi ra, K vy ga Kaumud  (V r as : Nandaki ora 

and brothers, 5th ed., 1963).  
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Note on the transcription method adopted in this paper   
Modern Bengali pronunciation deviates considerably from the writing. 
Bengali terms are given in the form of one-to-one transliterations of its 
original spelling in Bengali script. Where necessary, the pronunciation is 
given in brackets [ ]. Thus e.g. namask r  [n mo kar] denotes the term 
written written namask r  in Bengali script, but pronounced [n mo kar]. 
The diacritic mark <  > stands for an omitted word-final vowel A; e.g., 
namask r  is actually written as namask ra, but is pronounced in Modern 
Bengali as [n mo kar], with the final A dropped. In my view, this is the 
best, if not perfect, method of transcribing the Bengali language, for it is 
an exact transliteration of the original script, while at the same time giving 
adequate information on the actual pronunciation.       
 
Part I: The theory of Middle Bengali Metres: Mi rabrtta and Dal brtta  
1. Mi rabrtta: The basic conception of Middle Bengali prosody  
 
Classical Bengali, or Middle Bengali language, does not have the 
distinction of vowel length. Although the Bengali script, originally 
conceived for writing Sanskrit, contains letters representing the short and 
long vowels of Sanskrit (i.e. A, , I, , U, , E, AI, O, AU), the distinction 
between short and long is ignored in actual pronunciation. I give here the 
Bengali vowel letters, followed by their respective pronunciations in 
modern Bengali: A [ /o]ii,  [a], I [i],  [i], U [u],  [u], E [e]iii, AI [oi], O 
[o]iv, AU [ou]. Except for the diphthongs AI [oi] and AU [ou], all the 
vowels, are considered to have the same length.  

As a result, Middle Bengali prosody differs significantly in its 
structure and patterning from that of Classical Hindi. In contrast to 
Classical Hindi meters, which are defined as combinations of short 
(laghu) and long (guru) syllables, Middle Bengali meters are simply 
defined by the number of the syllables or beats. More precisely, a Middle 
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Bengali Metre consists of verse-units (B. pad  <Skt. pada); each 
respective verse-unit contains a fixed number of syllables. In other words, 
a Bengali meter is defined by  
 
 � The number of verse units (pad ), and 
 � The number of beats contained in each unit. 
 

Therefore, in order to identify a certain meter, one simply needs first 
to count the units contained in the verse, and then count the number of the 
beats, which is equal to the number of the syllables.  

For instance, the Pa r  meter, one of the most popular Bengali 
meters, is defined as 8 + 6 beats, i.e. it consists of two verse-units, the first 
unit containing eight beats and the second six. An example of this meter is 
given below:  
 
tom re bujh i bandhu  tom re bujh i 1a   

ki  udh a more  hena jana n i 1b    
anukhana grhe mora  gañja e sakale 2a   
ni ca a j nio muñi  bhakhimu garale 2b   
 

The original pronunciation may be reconstructed for Middle Bengaliv 
as followsvi:  
*[tomare bujhai bondhu  tomare bujhai]  
*[ akia uddhayo more  hæno jono nai]  
*[onukhono grihe moro  g ñj yo kole]  
*[ni c yo janio muñi  bhokhimu g role]  
 
The verse is divided into two units: eight beats + six beats. At the same 
time, it consists of eight syllables and six syllables; at this stage of 
linguistic development, the number of beats equals that of syllables.  
At a later period, however, a phonetic change took place in Bengali 
comparable to the omission of the final short vowel A in Hindivii: In 
Bengali, the vowel A, i.e. represented as the letter of A and normally 
pronounced as [o], came to be omitted word-finally in actual 
pronunciation due to the effect of the strong accent on the first syllable of 
the word: e.g. ja [*ajo] > [aj], saba [* bo] > [ b], ghara [*gh ro] > 
[gh r]. As a result of this change, which was well established by the 15th 
centuryviii, the Bengali meters can no more be defined as simply as before, 
as the beats and syllables contained in a verse do not always agree in 
number. For instance, the Pa r  verse quoted above is pronounced 
differently at this stage, and the following is the pronunciation heard in 
Bengal today (instances of omitted final vowel A [o] are marked in 
italics).   
 
[tomare bujhai bondhu  tomare bujhai]  
[ akia uddhae more  hæno jon nai]  



 Middle Bengali Metres                  331 
 

[onukhon grihe mor  g ñj e kole]  
[ni c e janio muñi  bhokhimu g role]  
 
This change of pronunciation caused the decrease in the number of 
syllables in the verse, which consequently is no longer equal to the 
number of beats. For example, the verse unit �hæno jon nai� now contains 
only five syllablesix, rather than six, and the unit �onukhon grihe mor�, 
with two instances of omitted word-final A, contains only six syllables vs. 
the expected eight beats. The number of the syllables does not equal that 
of the beats any more.  

In order to solve this problem, a new rule was devised:  
 
 � A closed syllable at word-end is counted as two beats. 
 
�Closed syllable at word-end� refers to those newly created by the loss of 
word-final A. Thus the closed syllables in the Pa r  verse quoted above 
are marked in italics: jon, khon, and mor. By applying the new rule, this 
verse can still retain the original rhythmic structure of eight beats + six 
beats.  

In conclusion, the definition of the Middle Bengali meters must be 
reformulated as follows:  
The meter is defined by  
 
 � The number of verse-units, and 
 � The number of beats contained in each unit. 
 � In addition, each syllable is counted as one beat, except that 

closed syllables in word-final position are counted as two beats. 
 

This modified definition of Middle Bengali meters is the one generally 
adopted in Bengal today.  The meters thus defined are called 
�Mi rabrtta�, literally meaning �mixed mode�, because closed syllables 
are treated differently at word-end than elsewhere, i.e. two different 
modes are �mixed�.   
 
2. Dal brtta: Later development of prosody 

 
  In the period after the omission of the final vowel took place, there 

emerged a new type of prosody: Dal brtta.  
The definition of Dal brtta is actually nothing else than the definition 

given at the first of all for Mi rabrtta:  
 

� The number of verse-units (pad ), and  
� The respective number of beats contained in each unit.   

 
The number of beats agrees with the number of syllables. However, 

Dal brtta is based on the actual pronunciation, in which the final vowel is 
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omitted.  
The Pa r  meter (8+6) in Dal brtta thus appears as follows (an 

omitted final vowel is marked as a ) 
 
Dal brtta Pa r  (8+6, or 4+4+4+2)x   
s ra    kebala   m tr   holo 1   

citrera kamala yemona  bhr ga bh le gelo 2  
khelabo bole  ph ki di e  n b le bh talo 3   
eb ra  
ye khel  khel le m go   n  purilo 4   
 
In order to grasp the meter, it is necessary to take account of the actual 
pronunciation:  
 
[a ar a a  a a kebol  a a matra  h lo 1 ]  
[citrer k mol jæmon  bhri go bhule gælo 2 ]  
[khelbo bole  phãki die  nabale bhutolo 3 ]  
[ebar]xi  
[je khæla kælale mago  a a na phurilo 4 ]   
 
The number of syllables (= pronounced vowels) is 8 + 6, which 
corresponds to Pa r . Only the first unit of the second line [citrer k mol 
jæmon] is irregular in containing six syllables.    
 
amana damana  r bana r j   r ma a damana r ma   
amana bhabana n  ha a gamana ye la a r mera n ma   (Krttib s , 

Kiskind k a, SEN  1995, p. 20)  
 
[ mon d mon  rabon raja  ramon d mon ram ]  
[ mon bh bon  na h y g mon  je l y ramer nam]   
 
In this excerpt, the two rhyming words [ram] and [nam] seem to be 
exceptionally counted as two beats, although vowels are usually counted 
as one beat in Dal brtta.  
 

Middle Bengali examples of Dal brtta contain such anomalies. 
Although modern theoretical treatises on Bengali prosody consider 
Dal brtta to be an established mode next to Mi rabrtta, and although 
modern poets consciously adopt Dal brtta in their works, the real situation 
in the period in which verses in Dal brtta first appeared seems to have 
been different. In fact, Middle Bengali poets seem to have been not fully 
aware that they were composing in Dal brtta. In their composition, they 
switch from Mi rabrtta to Dal brtta��probably unconsciously��when 
their expression comes nearer to colloquial styles of speech. For instance, 
Dal brtta is observed in the dialogue passages in Krttib s � R m yana.  
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Part II: List of Middle Bengali Metres  
In the following, a list of classical Bengali meters is given. This list, 
though not exhaustive, includes various meters belonging to the three 
genres, Mi rabrtta, Dal brtta and Kal brtta. The samples are taken from 
SEN  1995, pp. 9�31. The recordings of these samples are contained in 
the audio CD. They were recited by two persons. One is Mr. Durg pad  
Datta, who recorded plain recitations without any melody; and the other is 
Ms. R dh r  Datta, the singer of the r  r  Mah prabhuk rtan  
Samprad , a P l  K rtan  group from Br hma ihi in B ku  district.  

The recitations by Ms. Datta, are the product of an experiment: these 
were recorded in the evening when we invited her group to perform in 
Biba d  village in B ku  district, West Bengal. Just before her 
performance on stage, I interviewed her. I gave her the sample verses 
which she saw for the first time, and let her recite these spontaneously. Ms. 
Datta was thus compelled to analyze the metrical structure of each verse 
and recite it on the spot, without any preconceived notions. My intention 
was to observe the state of affairs in actual practice, namely how the 
meters are perceived and interpreted by the performer herself at first sight, 
i.e., in a condition as free as possible from and as uncontaminated as 
possible by scholarly theories and analyses, with which her performance 
actually has very little to do. As a result, some recordings are �imperfect�: 
she sometime stuttered or hesitated to recite, when she had difficulties 
grasping the metrical structure. In most cases, not she, but the texts given 
her to recite were responsible for her stuttering, for these Middle Bengali 
texts very often contained anomalies in meter. Probably the state of affairs 
at the time when these texts were composed was not entirely unlike this. 
The �imperfection� in the recordings is not a defect, but I intentionally 
allowed the performer to make mistakes, not to do it perfectly, so as to 
observe the actual practice.  

 
   The four most popular meters in Middle Bengali lyrics are: Pa r , 
Laghu Tripad  and D rgha Tripad .  
 
1. Pa r  8 + 6 WAV11K   
Mi rabrtta Pa r   (Vaishnava Padavali, Hare Kr a, Ca d s )  
tom re bujh i bandhu  tom re bujh i 1a xii  
[tomare bujhai bondhu  tomare bujhai]  
 

ki  udh a more  hena jana n i 1b    
[ akia uddhae more  hæno jon nai]  
 
anukhana grhe mora  gañja e sakale 2a   
[onukhon grihe mor  g ñj e kole]  
 
ni ca a j nio muñi  bhakhimu garale 2b   
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[ni c e janio muñi  bhokhimu g role]  
 
  In this case, the word bujh i [bujhai] in the first line (1a) is counted as 
three beats, bu + jh  + i [bu + jha + i].   
 
 
2. Laghu Tripad    (6 + 6 + 8)  
Tripad  means �that which consists of three padas or verse units.� There 
are two kinds of Tripad : Laghu (�light�) Tripad  and D rgha (�long�) 
Tripad . Both Laghu Tripad  and D rgha Tripad  are often simply referred 
to as Tripad , although their structural difference is clear-cut.    
 

I begin with Laghu Tripad , literally �the light Tripad �, i.e. the short 
version of the verse containing three units. Its structure is 6 + 6 + 8.  
 
Mi rabrtta Laghu Tripad    WAV11K 
gharera b hire  da e atab ra  tile tile ise y a 1  
[gh rer bahire  d e tobar  tile tile ai e jae]  
 
mana uc ana  ni b sa saghana  kadambak nane c a 2   
[mon uca on  ni a  ghono  k dombokanone cae]  
(Bai aba Pad bal , Hare Kr a, Ca d s )  
 
In the third unit of the first line, ise [ai e] is counted as two syllables, or 
two beats, i.e. i + se [ai + e].xiii  
 
Another example of Laghu Tripad  (6 + 6 + 8)  
Vidy pati, Mitra-Majum d r  (SEN  1995, p.17) WAV11K 
b li bil sini  jatane nali  ramana karabi r khi 1  
[bali bila ini  j tone anoli  r mono k robi rakhi]  
jaise madhukara  kusuma na tola  madhu piba mukham khi 2   
 
3. D rgha Tripad   (8 + 8 + 10) 
D rgha Tripad , meaning literally �the long Tripad �, is the long version of 
the verse containing three units. Its structure is 8 + 8 +10.  
Mi rabrtta D rgha Tripad   (Jñ n d s )xiv   WAV11K 
rajan  ana ghana  ghana de  garajana  rimijhimi arade bari e 1   
[r joni a on gh no  gh no dea g rojon  rimijhimi rode bori e]  
 
p la ke a ana ra ge  bigalita c ra a ge  ninda y i manera hari e 2   
[palo ke yon r ge  bigolito cir ge  nindo jai moner hori e]  
 
The closed word-final syllables (marked in italics) are each counted as 
two beats.  
 

There exist other meters than the four representative meters, Pa r, 
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Laghu Tripad  and D rgha Tripad , although they occur far less frequently.   
 
Caupad  (verse with four units, 6 + 6 + 6 + 5)  WAV11K 
Ex. Rasamañjar , pragalbh  adh r  (SEN  1995, p. 23) Mi rabrtta  
kona ph le bãdhu  p na kare madhu  ha e ele yadu  po te more 1   
[kon phule bõdhu  pan k re modhu  h e ele jodu  po ate more]  
 
lat  kajjala  sind ra ujjala  j gi  bikala  na ana ghore 2   

[alota k jjol  indur ujjol  jagia bikol  n yon ghore]  
 
Ek bal   (6+5)  (Mi rabrtta)  WAV11K 
Ex.Rasamañjar , Youban  Kathan  (SEN  1995, p.24) 
n r ra youbana  ba a duranta 1a   
[narir joubon  b o duronto]  
 
ar rera m jhe  po e basanta 1b   
orirer majhe  po e b onto] 

 
binoda bin ne  bin e be  2a   
[binod binane  binae beni]  
 
puru e da ite  po e s pin  2b   
[puru e do ite  po e apini]  
 
bh rata-candrera  bh rat bhoga 3a   
[bharot c ndrer  bharotibhog]  
 
youbanete kara  youbana bhoga 3b  
[joubonete k ro  joubon bhog]  
 
Another example for Ek bal  (6 + 5)  (Mi rabrtta)  
Vidy pati, Mitra-Majum d r  (SEN  1995, p.24)  
cumbana na ana  k jara gel    
[cumbono n yono  kajor gela]  
damane adhara  kha ita bhel    
[d mone dhoro  kho ito bhela]   
p na pa odhara  nakhara mand    
jani mahesara  sikhara cand    
na mukha bacana  na cita th re   
k pa ghana ghana  sabe sab re   
 
This verse is composed in the Maithili language and its meter is a Maithili 
one, but in Bengal it was reinterpreted as a Bengali meter by Bengali 
readers.   
 
Ek pad  + Tripad  Mi rabandha (8, 6 + 6 + 8) (Mi rabrtta)  WAV11K 
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This verse consists of a verse/unit in 8 beats and Laghu Tripad .  
(Ca d s )  
sai,  
[ oi] 
ki ra baliba tore   
[ki ar bolibo tore]  
kona pu yaphale  se hena bãdhu   si  milala more   
[kon punnoph le  e hæno bõdhua  a ia milol more]  
 
The first word of this verse sai [ oi] is an interjection, a kind of Auftakt 
and is not counted in the meter.  
 
Dbipad xv + Tripad  Stabak  (8 + 8, 6 + 6 + 8)   
Combination of Dbipad  (two units) and Laghu Tripad .   
Rhyme: A A, B B A 
 
Ex. Annad ma gal , M lin marma (SEN  1995, p.23)  WAV11K 
 
m lin  bujhila marma  ko le j n a dharma   
[malini bujhilo m rmo  ko ale janae dh rmo]  
 
homa-ku a bali  bujhi more chali  sundarera ei karma   
[hom ku o boli  bujhi more choli  undorer ei k rmo]  
 
Note that the closed syllables in word-internal position, such as the first 
syllables of marma [m rmo], dharma [dh rmo] and sundarera 
[ undorer], are NOT long; they are counted as one beat.   
On the other hand, the compound homa-ku a is treated as two words, 
and homa- [hom] is counted as long (i.e. as two beats).   
 
 
D rgha Dbipad  + D rgha Tripad  Mi rabandha (10 + 10, 8 + 8 + 10)  
Combination of a long (d rgha) Dbipad  (two units) and a D rgha Tripad .  
Rhyme: A A, B B A 
 
Mi rabrtta. Ex. Annad ma gal , Bidy r  k ep  (SEN  1995, p.23)  
WAV11K 
 
k de bidy  kula kuntale  dhar  tite na anera jale  
[k de bidda akul kuntale  dh ra tite n yoner j le]  
 
kap le ka ka a h ne  adh ra rudhira b ne  ki haila ki haila ghana bale   
[k pale k kono hane  dhir rudhir bane  ki hoilo ki hoilo gh no b le]  
 
The diphthong [oi] of haila [hoilo] is counted as one beat.  
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Pañcakal -parbik  Caupad  (10 + 10 + 10 + 5)  WAV11K 
The verse consist of four units which are based on five beats.  
Mi rabrtta. Ex. Rasamañjar , P hamarda (SEN  1995, p. 24)  
raman  ratna  sahen  ca    a e agni  para e k ca   
[r moni r tno  hena ãc     u e ogni  p ro e kac]  
karite m na  dibe n  sth na    dibe n  sth na 1   
[korite man  dibe na sthan     dibe na sthan]  
 
ki kare k obha  sahe r m ra    abal  j ti  mrdu k ra   
[ki k re khobh  he ramar    bola jati  mridu akar]  
jbala e agni  nahe se m na    nahe se m na 2   
[j l e ogni  n he e man    n he e man ]  
 
 
I now give examples of Dal brtta.  
Dal brtta Pa r  (8 + 6, or 4 + 4 + 4 + 2)xvi   WAV11K 
s ra    kebala   m tr   holo 1   

citrera kamala yemona  bhr ga bh le gelo 2  
khelabo bole  ph ki di e  n b le bh talo 3   
eb ra  
ye khel  khel le m go   n  purilo 4   
(Omitted final vowels are marked as a )  
  
[a ar a a  a a kebol  a a matra  h lo 1 ]  
[citrer k mol jæmon  bhri go bhule gælo 2 ]  
[khelbo bole  phãki die  nabale bhutolo 3 ]  
[ebar]xvii  
[je khæla kælale mago  a a na phurilo 4 ]   
 
The first unit of the second line [citrer k mol jæmon] irregularly contains 
six syllables.  
 
amana damana  r bana r j   r ma a damana r ma   
amana bhabana n  ha a gamana ye la a r mera n ma   

(Krttib s , Kiskind k a, SEN  1995, p.20)  
 
Actual pronunciation:  
[ mon d mon  rabon raja  ramon d mon ram ]  
[ mon bh bon  na h y g mon  je l y ramer nam ]   
 
Another example of Dal brtta Pa r  (4 + 4 + 4 + 2)  
Vaishnava Padavali, Locan d s. (SEN  1995, p.19)  WAV11K   

ra suny cha  lo saï  gor  b bhera  kath    
[ar unnacho  alo oi  gora babher  k tha]  
ko era bhetara  kulabadh   k ndy  kula  tath    
[koner  bhetor  kulbodhu  kanda akul  t tha]  
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kisera s dhana  kisera r hana  kisera haladi  b   
[ki er adhon  ki er ra hon  ki er h ldi  ba a]  

khira jale  buka bhijhila  bhy s  gela  p   
[ãkhir j le  buk bhijhilo  bhæ a gælo  pa a]  
 
 
Dal brtta D rgha Tripad  (8 + 8 + 10)  WAV11K 
Locan d s  (SEN  1995, p.19)   
d ghala d ghala  c cara c la   
t a di che  c p ra ph la   
kunda m lat ra  m l  be h   jhu  1   
[dighol dighol  cãcor cul ] 
[tay diache  cãpar phul ]  
[kundo maltir  mala be ha  jhu a 1 ]  
 
candana m kh   gor  g a   
b hu dol i   caly  j a   
lal a upara  bhubana mohana  phõ  2   
[c ndon makha  gora gay ] 
[bahu dolaiya  colla jay ]  
[l la  upor  bhubon mohon  phõ a 2 ]  
 
In the second verse, the unit b hu dolai  [bahu dolaiya] contains an 
irregular number of syllables.xviii The pair of rhyming words g a [gay] 
and j a [jay] must be exceptionally counted as two beats, as in 
Mi rabrtta.   
 
 
Dal brtta Caupad  (8 + 8 + 8 + 8)             WAV11K 
R m pras d  Sen  (SEN  1995, p.26)  
mrtyuñja a  upayukta  seb a habe  umukta   
[mrittuñjoe  upojukto  ebay h be  a umukto ]  
 
ore,   sakali sambhabe t te  param tm a mi ibe   
[ore]   [ koli mbhobe tate  p romattay  mi aibe ]   
 
pras da bale  manabh   ch a kalpa  taru ch    
pro ad b le  monobhaya  cha o k lpo  toru chaya ]  
 
ore,   k  brk era  tale gi e  mrtyubha a   ki e be   
[ore]   [ka a brikkher  t le gie  mrittubh y a  ki e abe ]  
 
 
Dalbrtta Ek pad  + Dbipad   (8  8  8)  WAV11K 
eb ra k l   tom a kh ba   
[ebar kali  tomae khabo]  
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kh ba)  kh ba go d na  da ma    
[khabo  khabo go din  d yamoi]xix 
 
t r )  gu ayoge janma m ra  
[tara  gu ojoge j nmo amar]xx  
gu ayoge  janamile  se ha e ye m   kheko chele   
[gu ojoge  j nomile  e h e je ma  kheko chele]  
 
Part III  Kal brtta, the prosody of Vaishnava lyrics 
Kal brtta, the third type of prosody, is completely different from 
Mi rabrtta and Dal brtta in nature. It refers to the meters of Brajbh  
and Maithili lyrics as these were imported into Bengali for Vaishnava 
lyrics. These are defined as combinations of laghu (short) and guru (long) 
syllables. Although the Bengali language does not distinguish between 
long and short syllables, syllables may be artificially lengthened in 
recitation according to the metric schema. For instance, we have,    
 
A unit consisting of five syllables, but sung in seven beats: (SEN  1995, 
p.25)  WAV11K 

           
ja a)  kr a ke aba  r ma r ghaba  ka sa d naba  y tana 1   
[j yo  kri no ke obo  ramo raghobo  k o danobo  jatono]  
ja a)  padmalocana  nandanandana  kuñjak nana  rañjana 2   
[j yo  p ddolocono  n ndonondono  kuñjokanono  r ñjono]  
(The syllables which are pronounced as long are written in italics.)   
 
To ak  ( , �, ,  ) 
raman  mani n gara-r ja kabi   
rati-n tha binindita c ruchabi   
 
Reconstructed pronunciation  
*[r moni moni nagoro-rajo kobi]  
*[roti-natho binindito caruchobi]  
 
The syllables marked in italics are artificially pronounced as long in 
recitation. In Kal brtta, the meters are treated purely on the level of the 
script. If a syllable is represented as long in the script, it is counted as long 
(guru). In other words, the method of counting Brajbh  or Maithili 
metrics is mechanically applied to Bengali, even though this language has 
lost syllable length distinctions.    
 
The following verse by Vidy pati, which was originally composed in 
Maithil  meter, is recited as Laghu Tripad  (6 + 6 + 8) in Bengali. (SEN  
1995, p.18)  WAV11K 
pahili pir ti  par a tara  takhane aisana r ti   
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[pohili piriti  p rano ãtoro  t khone oi ono riti]  
se be kabahu  heri na hera i  bheli nima t ti   
s jani) jibathu sae pac sa   
sahase ramani  ra ani khepathu  mor hu tanhika sa   
 
 
 
Abbreviations 
B. = Bengali 
H. = Hindi  
Skt. = Sanskrit  
 
Bibliography  
SEN , N L RATAN , 1995, dhunik  b l  chanda. Pratham  Parba, 
Kalk t : De�j  P b li i , [History of Modern Bengali Prosody. First Part. 
Calcutta, Dey�s Publishing].  
 
 
 
 
                                                  
i The sample texts in this paper are taken from SEN  1995, pp. 9�31.   
ii Whether it is pronounced as [ ] or [o] is decided according to its position in 
the word.  
iii Pronounced as a short [ ].  
iv Pronounced as a short [ ].  
v i.e. the stage of lingual development before the 15th century.  
vi I reconstructed the stage of the language before the final vowel A [o] was not 
yet omitted in pronunciation. I must confess that this is nothing more than a pure 
hypothetical value which is not necessarily free from being problematic in several 
points. However, with this reconstructed value, the readers would grasp the 
original conception of Middle Bengali meter with ease.  
vii The short vowel A [ ] is omitted in the pronunciation of modern standard 
Hindi. H. ja > j , saba > sab , ghara > ghar .  
viii CHATTERJI 1970 vol. I, p. 299f (§§ 146�147).  
ix The word na-i is counted as two beats.  
x The Dal brtta Pa r  is sometimes analyzed as (4+4)+(4+2).  
xi This is not counted in the meter. A kind of Auftakt.  
xii I numbered these lines with 1a, 1b, 2a, and 2b. 1a rhymes with 1b, while 2a, 
with 2b.  
xiii Actually, it has become ese [e e] in modern standard Bengali.  

xiv SEN  1995, p.18 gives the reference: Jñ n d s  o t h r  pad bal , Majum d r , 
No.475.  
xv i.e. dvipad   
xvi The Dal brtta Pa r  is sometimes analyzed as (4+4)+(4+2).  
xvii This is not counted in the meter. A kind of Auftakt.  
xviii This seems to be the preliminary stage of the so called Cha r  Chanda, or 
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the prosody of folksongs.  
xix The first two syllables [khabo] are not included in the meter.  
xx The first two syllables [tara] are not included in the meter.   



 



 

 

 

Samples of Bengali metre  

Kyoko Niwa.  

 

About texts  

Texts are romanized according to the orthography of the Bengali 

language.  

Standard actual pronunciations are as follows:  

 
Vowels:                           Noteworthy consonants: 
 

Spellings Actual 
pronunciations

a  or o 
 a 
 i 
 i 

u u 
 u 

e æ or e 
ai oi 
o o 
au ou 

 

 

 

Scansion 
Mi rabrtta: CV&CVC=1, CVC at the end of word=2 
Kalabrtta: CV=1, CVC=2 
Dalbrtta:CV&CVC=1 
CV syllables are called muktadal and are always counted as 1 matra 
CVC syllables are called ruddhadal and are counted as 1 or 2 matras 
according to their riti. Words ending in semi-vowels are also included as 
ruddhadal. 
 

Spellings Actual 
pronunciations 

j j
y j

y
s
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A/1  
Madhus dan Datta / Meghn dbadh  
mi rabrtta  
8,6     
WAV 44k  
sammukh samare pa i, b r-c ma i  

  _              _         =8,6 
 

b rb hu, cali yabe gel  yamapure  
_                       =8,6 *1 

 

ak le, kaha, he debi amrtabh i i,  
                      =8,6 

 

kon b rbare bari sen pati-pade, 
_   _                      =8,6*2 

 

p h il  ra e puna  rak akulanidhi  
                      =8,6 

 
r ghab ri ? ki kau ale, r k asbharas  

             _          =8,6*3 

 
indrajit meghn de  aje  jagate   

_              _          =8(7),6*4 

rmmil bil s  n i, indre ni a kil  ?  
                     =8,6 

 
 
*1 Though written as one word, �b rb hu� is actually a compound of two 
words, �b r-b hu�. 
*2 �b rbare� is also a compound, �b r-bare�. 
*3 �r k asbharas � is also a compound, �r k as-bharas �. 
*4 �indrajit meghn de �, which is short of the required 8 matras, will be 
made up by the dash, i.e. a pause.  
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A/2 
Bih r l l Cakrabart  / S rad ma gal  
mi rabrtta  
8,8/8,6     
WAV 44k  
 
    dã o hrda e var ,  
                           =8 
 

    tribhuban lo kari,  
   _                         =8 
 

du�na an bhari bhari dekhiba tom  /  
_                  _      =8,6 

 

    dekhi e me e n  s dh,  
             _                =8 
 

 
    k  j ni k  che sv d,  
          _                    =8 
 

k  j ni k  m kh  che o ubh- nane !  
v               _         =8,6 
 

    k  ek bimal bh ti  
    _  _                         =8 
 

    prabh t kareche r ti  
  _                            =8 
 

h siche amar bat  na ankira e /  
          _              =8,6*1 

 

    eman s dher dhane  
  _    _                         =8 
 

    pratib d  jane jane   
                             =8 
 

da  m  n i mane, keman ka hor /  
            _     _        =8,6 
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    dare g theche b l   
                             =8 
 

    hrda kusum m l ,  
  _  _                        =8*2 

 

krp e k ibe ke re sei phul or !  
           _  _ _           =8,6*3 

 
 
*1 Though written in one word, �na ankira e� is actually a compound, 
�na an-kira e�. 
*2 �hrda kusum� is also a compound, �hrda -kusum �.   
*3 �phul or� is also a compound, �phul- or�.  
 
 
A/3 
Rab ndran th h kur / Bal k  7  
mi rabrtta  
muktabandha*1 
WAV 44k  
 
 
e kath  j nite tumi, bh rat-i var -j h n,  

           _    _     _           =8,10 
 

k lasrote bhese y  j ban yauban dhana m n /  
         _   _   _          _      =8,10 

 

    udhu taba antarbedan   
         _                            =10*2 

 

cirantan ha e th k samr er chila e s dhan  /  
_         _   _                   =8,10 

 

    r j akti bajra suka hin  
  _         _                            =10*3 

 

sandhy raktar gsama tandr tale ha  hok l n,  
_                    _   _   _        =8,10*4 

 

    kebal ek i d rgha v s  
  _    _   _                                =10*5 



Samples of Bengali Metre                 347 
 

 

 

nitya-ucchvasit ha e sakaru  karuk k   
    _         _     _   _            =8,10 

 

    ei taba mane chila  /  
_           _                          =10 

 
 
*1 A muktabandha or �free composition� is still written in a fixed metre, 
but contains irregular verse forms. This poem begins with the combination 
of 8 and 10 matras, called Maha-Payar, as it is a variant of Payar. The 
poet does not stay with this form for long, however, and as a result this 
poem turns out as a free composition. 
*2 �antarbedan � is actually a compound, �antar-bedan �. 
*3� r j akti� is actually a compound, �r j- akti�. 
*4� sandhy raktar gsama� is actually a compound of four words, 
�sandhy -rakta-r g-sama�. 
*5 �ek i� is a compound, �ek- i� 
 
 
 
A/4 
Rab ndran th h kur / G t ñjali 3  
kal brtta  
6,6,6,2 / 6,6,6,6   

WAV 44k  

kata aj n re j n ile tumi,  
                        =6,6 

 

  kata ghare dile hãi   
           _                  =6,2 
 
d rke karile nika , bandhu,  
_        _    _                  =6,6 
 
  parke karile bh i /  

_        _                     =6,2 
 

    pur no b s che e y i yabe  
       _      _            =6,6 
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    mane bhebe mari k  j ni k  habe,  

                        =6,6 
 

    n taner m jhe tumi pur tan  
_            _           =6,6 

 
      se kath  ye bhule y i /  

              _           =6,2 
 

    d rke karile nika , bandhu,  
_       _    _              =6,6 
 

      parke karile bh i /  
_        _               =6,2 

 
 
A/5 
Rab ndran th h kur / G t ñjali 74  
dalbrtta  
4,4,4,1/ 4,4,4,4     
WAV 44k  

bajre tom r b je bã i, 
                       =4,4 

se ki sahaj g n / 
                    =4,1*1 

sei surete j gba mi, 
                       =4,4 

d o more sei k n / 
                       =4,1*1 

bhulba n  r sahajete, 
              =4,4 

sei pr e man u hbe mete 
                 =4,4 

mrtyum jhe h k  che 
               =4,4 
ye antah n pr  / 
              =4,1*1 

 
*1 One-syllable words at the end of a line, such as �g n�, � k n� and 
�pr �, are often counted as 2 matras, though they are normally counted 
as 1 matra in dalbritta.  
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A/6 
J ban nanda D  / Banalat  Sen  
mi rabrtta  
8,8,6     
WAV 44k  

h j r bachar dhare mi path hã itechi prthib r pathe, 
_    _           _       _           =8,8,6 

 

si hal samudra theke ni ther andhak re m la  s gare 
_              _          _        =8,8,6 

 

anek ghurechi mi ; bimbis r a oker dh sar jagate 
_            _      _   _             =8,8,6 

 

yekh ne chil m mi ; ro d r andhak re bidarbha nagare ; 
               _                =8,8,6 

 

mi kl nta pr  ek, c ridike j baner samudra saphen, 
       _   _      _          _        =8,8,6 

 

m re duda a nti di echila n orer banalat  sen / 
               _        _       =8,8,6 

 
 
 
A/7 
Bina  Majumd r / Kalk t b s  haba 1  
mi rabrtta  
8,8,10 / 8,8,6     
WAV 44k  

natun pra l  di e, huke y  abdaguli, ek dui tin c r pãc  
_               _         _  _  _  _  _    =8,8,10 

 

s hityer abhyantare, huke y  mol em, bi a at  ni e  
_                 _  _                  =8,8,6 

 
konodin ei pa kti mah k l bhulbe n , svar are u jhare jhare jhare  

_    _     _                         =8,7 (8), 10 *1 

 
pa bei pa kti theke roma  hrda e yena hrtpi u e i   

            _                         =7(8),8,5(6)*2 
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esab ucchrita pa kti  ra e y be rasagr h  deher bhitare  
_                          _          =8,8,6 

 
t le t le t r spanda on  y  bojh  y  on  bojh  y   

    _          _       _         _        =8,8,6 
 
cokhe pa  m tra e i t r ei svasth nei che bale bojh  yete th ke  

            _  _                   =8,8,10 
 
natun pra l  diýe huke y ý abdaguli ek dui tin c r pãc 

_               _        _  _  _  _  _      =8,8,10 
 
 
*1 �mah k l bhulbe n ,� has only 7 matras. The last �n � may be counted 
as 2 matras, as this is a one-syllable word followed by a comma, i.e. a 
pause. 
*2 This line, expected to contain 8,8 and 6 matras, has only 7,8 and 5 
matras. The final segment �hrtpi u e i� can be counted as 6 matras with 
a dash. 
 
 
A/8  

akti Ca op dhy  / Caturda pad  kabit bal  *1 
mi rabrtta  
8,10     
WAV 44k  

mah ner gho guli mah ner ghare phere n i  
_           _            _       =8,10 

 

uh r  jebr r p r ve cariteche / b i  jebr ,  
   _              _  _           =8,10 

 

gho guli andhak r utarol samudre duliche  
      _      _                 =8,10 

 

k ler kã r mato, oi gho guli jebr guli  
_   _       _                    =8,10 

 

ananta jyotsn r m jhe ba abart  bh ter matan  
    _               _    _       =8,10 
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ca i  be  or  kath  ka   k  kath  ke j ne ? 
    _           _              =8,10 

 
*1 This is the first part of a sonnet written in the form of Maha-Payar. 
 
 
A/9 
Subh  Mukhop dhy  / Ata par 
mi rabrtta  
muktabandha*1    
WAV 44k  

samp dak sam pe u,  
_                      =8 

 

mah a , itastata bh sampatti che nimnasv k ark r r /  
    _                        _   _    =8,8,6*2 

 

e-durdaibe jamid ri rak  d  / ba aparampar gata 
               _        

 

ki kartabyabim h bhubane   
_                                              =8,4,8,10 

 

var c l n cali /  
_    _           =8 

 
pe d r  ba ambada : prabañcak d er pratyek phikir  

              _       _    _        =8,8,6 
 

t der ka hastha jo / athaca bake  kh jn  praj r  de ni gata dui tin sane / 
_                              _       _  _    

  =8,8,6,8*3 

 

d late phal alpa /  
    _        =8 

 

*1 This poem is written entirely in muktabandha, �free composition�, thus 
there is no fixed verse form. 
*2 �nimnasv k ark r r� is supposed to be a compound of three words, 
�nimna-sv k ar-k r r�. 
*3 �de ni� is actually a compound, �de -ni�. 



352                       Kyoko Niwa 
 

 

A/10 
Bi u De / Ubhacar  
kal brtta  
6,6,2     
WAV 44k  

p khir beg j g be ar r mane ? 
_     _      _               =6,6,2 

 

p kh r jh p  dinr t y ba une? 
_     _      _ _                 =6,6,2 

 

p kh r chanda hrda e ki debe b dhe 
_     _                      =6,6,2 

 

har a-bih re d r digantako e? 
_         _   _                 =6,6,2 
 
 
nagarer bhi , byartha diner jv l  ! 

_     _    _      _              =6,6,2 
 

asah  bh ru ? udhu t r pathe cal  ? 
_             _  _            =6,6,2 

bandhur bhr -o ku il  r er bh ti ? 
_ _           _       _          =6,6,2 
 

aga an lok  tabu jval , udhu jval  / 
_    _                       =6,6,2 

 
 
 
A/11 
Sudh ndran th Datta / U p kh   
kal brtta  
6,6,2     
WAV 44k  

m r kath  ki unte p o n  tumi?  
_       _    _               =6,6,2 

 

kena mukh g je cha tabe miche chale?  
   _                    =6,6,2 
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koth  luk be? dh  dh  kare marubhumi;  
_                       =6,6,2 

 

k a e k a e ch  mare geche padatale /  
                      =6,6,2 

 

j digante mar cik o ye nei;  
_  _         _               =6,6,2 
 

nirb k, n l, nirmam mah k  /  
_ _    _  _ _     _                =6,6,2 
 

ni der man m mrge maje nei;  
_    _          _           =6,6,2 

 

tumi bin  t r sam ha sarban  /  
    _      _ _               =6,6,2 

 

koth  pal be? chu be b  r kata?  
_        _      _             =6,6,2 

 

ud s n b li h kbe n  padarekh  /  
_     _                     =6,6,2 

 

pr kpur ik b lyabandhu yata 
_ _      _ _                      =6,6,2 
 

bigata sab i, tumi asah  ek  /  
   _      _                =6,6,2 

 
 
 
 
A/12 
Ja  Gosv m  / Khel  ghurbe  
kal brtta  
muktabandha     
WAV 44k  

dam r kho, khel  ghurbe /  
_          _                =6,3 
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ei khel  tumi khelecho ki itip rbe? 
_             _        =6,6,3 
o bãk  madan, bujhe dy kho eib r  
    _           _ _      =6,6,2 

 

i  kar  dark r, dark r  
_ _      _ _    _ _             =6,6,2 
 

kadin ebh be jhope mukh di e ghurbe?  
_          _      _     =6,6,3 

 
 
eib r hik-r st  neme y o  
_ _   _  _ _      _             =6,6,2 
 

ete p p nei, nei h -lajj o  
  _  _  _    _ _             =6,6,2 

 

tuba i n c le h t to ek u pu be!  
_      _   _    _           =6,6,3 

 
 
 
 
A/13 
Sukum r R  / bol t bol  
dalbrtta  
4,4,4,3     
WAV 44k  
 

re bhol  khe l-khol  
                     =4,4 

 

    svapandol  n ci e , 
                      =4,3 
 

re p gal bol t bol 
                     =4,4 

 

    matta m dal b ji e  / 
                      =4,3 
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 yekh ne khy p r g ne 
                     =4,4 

 

    n iko m ne n iko sur / 
                      =4,3 
 

re yeth  udh o h o  
                     =4,4 

 

    man bhese y  kon sud r / 
                      =4,3 
 
 
 
 
A/14 

a kha Gho  / B ul  
dalbrtta  
4,4,4,4 / 4,2     
WAV 44k  

balechil m, tom  ni e y ba anya d rer de e 
                        =4,4,4,4 

 

sei kath  bh bi,  
                                  =4,2 

 

j baner oi s t  m  d re d re dau e be  
                        =4,4,4,4 

 

sei kath  bh bi / 
                                  =4,2 

 

t ki e th ke prthib , tom r k che h r mene se 
                        =4,4,4,4 

 

bãcbe keman kare ! 
                           =4,2 

 

yekh ne y o atrpti r trpti du o jo  jo  
                        =4,4,4,4 

sadare-andare / 
                                  =4,2 
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A/15 
Subh  Mukhop dhy  / Ke  re  
dalbrtta  
4,4,/4,5 / 4,2     
WAV 44k  

b i / g i / a hel k  / 
                     =4,4 

 

pr curya j di eche h k  / 
                    =4,5, 

 

s beker sei dainya / 
                       =4,2 

 
 
sva a  yete ha  n  jele / 

                      =4,4 
 
 
phel�le ka i b j re mele  

                     =4,5 
 

la i kar r sainya / 
                        =4,2 

 
 
 
 
 
A/16 

akti Ca op dhy  / Jh u er ke  
dalbrtta  
muktabandha     
WAV 44k  

jh u er ke takhan ha h t mane m r pa lo k ke 
                           =4,4,4,4 

 

 
                            r tribel  
                                       =4 
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upak ler sa ge cale sroter khel  
                               =4,4,4 

 

sãt r k e sroter jale cãder naram 
                               =4,4,4 

 

                            dukh ni h t 
                                       =4 
 

l i �h us dekh  lo, d r gaganer jalaprap t 
                           =4,4,4,4*1 

 

gatabachar esechil m, buker madhye besechil m 
                           =4,4,4,4 

 

                            tom  bh lo 
                                       =4 
 

ekhan sandhy  ha eche ghor, kebal meghe-meghe-meghei 
                               =4,4,4,4 

 

                            din phur lo 
                                          =4 
 

ekhan nithar r tribel  
                             =4,4 

 

jaler dh re kebali ha  jaler khel  
                       =4,4,4 

 

abartam n tom r h si jh u er phãke 
                       =4,4,4 

 

                            m  gabh r r tre ke 
                                       =4,4 
 

o nirupam o nirupam o nirupam �.. 
v                            =4,4,4 
 
 
*1 Four matras may be allotted for the English word �l i �h us�.  
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A/17 
a kha Gho  / Yamun bat   

1st stanza, dalbrtta, 4,4,4,1 
2nd stanza, kal brtta, 4,4,4,4,2  
3rd stanza, dalbrbtta, 4,4,4,1  
4th stanza, kal brtta, 4,4,4,4 / 4,4,3  
5th stanza, kal brtta, 7,7,7,3     
WAV 44k  

nibhanta ei cullite m   
                    =4,4 

 

ek u gun de  
                  =4,1(2) *1 

 

rek u k l b cei th ki 
                    =4,4 

bãc r nande !  
                  =4,1 

 
no an no an p r guli  

                    =4,4 
 

khãc te band  
                  =4,1 

 

du-ek mu ho bh t pele t   
                    =4,4 

 

o te man di /  
                  =4,1 

 
 
h  toke bh t dii k  kare ye bh t dii h   
_     _           _     _      =4,4,4,4,2 
 

h  toke bh t deba k  di e ye bh t deba h  
_     _      _      _   =4,4,4,4,2 
 
 
nibhanta ei culli tabe 

                  =4,4 
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ek u gun de   
                 =4,1 

 

h er ir  ikh r m tan 
                  =4,4 

mar r nande ! 
                 =4,1 

 
du-p re dui rui k tl r 
                   =4,4 

 
m ra  phandi 

                 =4,1 
 
bãc r  h t-h ti r 

                  =4,4 
 

mrtyute man di /    ,  
                 =4,1 

 
 

bargi n  argi n , yamke ke s ml  /  
_      _      _       _ _       =4,4,4,4 
 
dh r-cakcake th b  dekhcha n  h ml  ?  
_    _         _         _ _   =4,4,4,4 
 
y sne o-h ml , y sne //  
_      _ _      _                  =4,4,3 

 
 
k nn  kany r m er dhaman te kul heu tole, jvale n   
_     _ _   _        _   _          =7,7,7,3 
 

m er k nn  me er rakter u ah h k r mere n   
_    _ _    _   _ _   _ _                =7,7,7,3 

 
 
*1 One-syllable words at the end of a line, such as �de� or � di�, are often 
counted as 2 matras, though they are normally counted as 1 matra in 
dalbritta. 
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M/1 
Vidy pati  
kal brtta  
(2 ),6,4 / (2),6,4 /6,6, / 6,4*1 
WAV 44k  

jaba godhuli sama  beli 
       _     _ _           =(2),6,4*2 

 

dhani mandir b har bheli / 
    _ _    _    _ _      =(2),7,4*3 

 

naba jaladhara bijuri reh  
           _           =6,6 

 

danda pas ri geli // 
_        _ _             =6,4 

 

dhani alapa ba es b l  
      _    _ _              =(2),6,4 

 

janu gãthni puhpa m l  / 
  _     _      _ _        =(2),6,4 

 

thori dar ane s na p rla 
   _     _    _               =6,6 

 

b hla madan j l  // 
_     _     _ _            =6,4 

 
 
*1 This verse form is considered to be 6,4/6,4/6,6/6,4 excluding the 
additional 2 matras at the beginning of some lines. This style, with its 
extra 2 matras, is said to have been introduced by Vidyapati and was later 
followed by many other poets. Cf. Anandamohon Basu, Bangla Padabalir 
Chanda (Kolkata: Pratima Prakashan, 1968), p. 61. 
*2 The last word �beli� is supposed to be pronounced longer, like �b l �, 
in order to be counted as 4 matras. Except for the seventh line, all other 
lines end in the same manner. 
*3 This line is irregular, since �mandir b har� becomes 7 matras. 
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M/2 
Vidy pati  
kal brtta  
4,4,3     
WAV 44k  

jahã jahã padajuga dhara  / 
                     =4,4,3 

 

tah  tah  saroruha bhara // 
                     =4,4,3 

 

jahã jahã jhalakata a ga / 
          _             =4,4,3 

 

tah  tah  bijuri tara ga // 
       _                =4,4,3*1 

 
 
*1 �bijuri tara ga� is supposed to be recited as �bijuri ta/ra ga�, cf. 
Anandamohan Basu, Bangla Padabalir Chanda, p. 58. 
 
 
 
M/3 
Vidy pati  
mi rabrtta  
8,6,     
WAV 44k  

gagane garaje ghana phukare ma r / 
                _         =8,6 

 

ekali mandire h m pi  madhupur // 
        _      _            =8,6 

 

una sakhi h m ri bedan / 
           _                  =6,4*1 

 

ba a dukha dila more d run madan // 
   _           _   _          =8,6 

 
*1 This line appears to be short and irregular. 
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M/4 
Ca d s / r kr ak rttan  
mi rabrtta  
6,8 
WAV 44k  

ni i ndhi r  t h ta kemane n r  / 
                     =6,8 

 

jie se j h r p sata puru  n h  //  ( la) 
    _     _              =6,8 

 

more ki n  bha iñã gela ba i n e/ 
                     =6,8 

 

birahe bikal  khõjo mõ n nder poe // 
             _         =6,8 

 
 
 
 
M/5 
Jñ nd s  
mi rab tta 
6,6,8 
WAV 44k  

pr anandin             r dh  binodin  
_ _                                =6,6*1*, 2 
 

koth  gi chil  tumi / 
                          =8 

e gopanagare           prati ghare ghare 
                                  =6,6 

 

kh ji  by kul mi // 
     _                      =8 

 

bih n haite             k h r b te 
_                     _             =6,6 

 

koth  gi chil  bala / 
                          =8 
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e kh r modaka           cini kadalaka 
 _                                =6,6 

 

ke tor ãcare dila // 
  _                         =8 

 
 
*1 �pr nandin � is a compound, �pr -nandin � 
*2 �n � in �pr nandin � is supposed to be pronounced longer in order to be 
counted as 2 matras. 
 
 
 
M/6 
Krttib s / R m ya  (normal recitation)  
mi rabrtta  
8,6*1 
WAV 44k  

golok baiku ha-pur  sab r upar / 
_              _   _      =8,6 

 

lak saha tath  chen gad dhar // 
     _     _    _         =8,6 (7,7)*2 

 

tath  adbhut brk a dekhite suc ru / 
_    _                  =8,6 

 

y h  c i, t h  p i, n m kalpataru // 
   _      _   _           =8,6 

 

dib -ni i tath  candra s ryyer prak  / 
             _     _    =8,6 

 

t r tale che dibya bicitra b s // 
_              _        =8,6 

netap t si h san-uparete tuli / 
_     _                 =8,6 

 

b r sane basi  chen banam l  // 
        _             =8,6 (7,7)*3 
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*1 This verse form, which consists of couplets of clauses with 8 and 6 
matra feet each, is called Payar. 
*2 Some scholars believe that the word � chen� should be divided as 
� /chen� whereas others argue that this line may remain 7,7 as long as the 
whole line consists of 14 matras. 
*3 This line is also considered to be either 8,6 or 7,7. 
 
 
 
 
 
M/7 
Krttib s / R m ya  (musical recitation)  
mi rabrtta  
8,6     
WAV 44k  

golok baiku ha-pur  sab r upar / 
_             _   _      =8,6 

 

lak saha tath  chen gad dhar // 
     _    _    _         =8,6 (7,7)*2 

 

tath  adbhut brk a dekhite suc ru / 
_    _                 =8,6 

 

y h  c i, t h  p i, n m kalpataru // 
   _      _   _          =8,6 

 

dib -ni i tath  candra s ryyer prak  / 
             _     _   =8,6 

 

t r tale che dibya bicitra b s // 
_              _       =8,6 
 

netap t si h san-uparete tuli / 
_    _                 =8,6 

b r sane basi  chen banam l  // 
        _            =8,6 (7,7)*3 
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M/8 
Bh ratcandra / Annad ma gal (normal recitation)  
mi rabrtta  
8,6     
WAV 44k  

annap r  apar  annad  a abhuj  / abha  apar jit  acyuta-anuj  // 
                                 

=8,6 (7,7) *1                        =8,6 
 

an dy  anant  amb  ambik  aja  / apar dh k ama ago aba go abya  // 
                   _                 

=8,6                              =8,6 
 
*1 This line is also considered to be either 8,6 or 7,7 for the same reason 
mentioned in M/6. 
 
 
 
M/9 
Bh ratcandra / Annad ma gal (musical recitation)  
mi rabrtta  
8,6     
WAV 44k  

annap r  apar  annad  a abhuj  / abha  apar jit  acyuta-anuj  // 
                                 

=8,6 (7,7)                           =8,6 
 

an dy  anant  amb  ambik  aja  / apar dh k ama ago aba go abya  // 
                   _                 

=8,6                              =8,6 
 
 
M/10 
Bh ratcandra / Annad ma gal (normal recitation)  
mi rabrtta  
8,6     
WAV 44k  

nibedan unaha h kur pañc nan / yajña dekhib re y ba b p r bhaban // 
_         _    _                    _    _ 

=8,6 (7,7) *1                      =8,6 
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a kar kahen ba e b p-ghare y be / nimantra  bin  gi  apam n p be // 
_     _      _           _            _     

=8,6                             =8,6 
 

yajña kari che dak a una t r marma / m re n  dibe bh g ei t r karma // 
                _               _    _  _   

=8,6                                 =8,6 
 

sat  kan mah prabhu hena n  kahib  / b p-ghare kany  yete nimantra  kib // 
  _                    _             _        

=8,6                                 =8,6 
 
 

*1 This line is again considered to be either 8,6 or 7,7 for the same reason 
mentioned in M/6. 

 
 
 
M/11 
Bh ratcandra / Annad ma gal (musical recitation)  
mi rabrtta  
8,6     
WAV 44k  

nibedan unaha h kur pañc nan / yajña dekhib re y ba b p r bhaban // 
_         _    _                    _    _ 

=8,6 (7,7)                        =8,6 
 

a kar kahen ba e b p-ghare y be / nimantra  bin  gi  apam n p be // 
_    _       _           _            _      

=8,6                            =8,6 
 

yajña kari che dak a una t r marma / m re n  dibe bh g ei t r karma // 
                _                _   _  _   

=8,6                            =8,6 
 

sat  kan mah prabhu hena n  kahib  / b p-ghare kany  yete nimantra  kib // 
  _                     _            _        

=8,6                            =8,6 
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M/12 
Cha   
dalbrtta  
4,4,4,2 *1 
WAV 44k  

ch gale kh ila lat -p t  
                   =5,4 

 

poke kh ila dh n, 
                       =4,1 (4,2)*2 

 

m chi ma  e  karila 
                    =4,4 

 

g jipurer dh n / 
                       =4,1 (4,2) 

 
 
*1 Composition in 4,4,4,2 is a typical verse form of chara, but in chara, 
we often find a line which does not exactly fit the form. Here, the first line 
becomes 5,4, not 4,4. However, the verses of dalbrtta, and especially of 
chara, are recited rapidly with intonation, and that makes the verse sound 
almost as if it were composed in 4,4,4,2 verse form. In this case, the 
intonation will be: 

                         
ch gale kh ila lat -p t  

                       
poke kh ila dh n, 

                          
m chi ma  e  karila 

                             
g jipurer dh n / 
*2 �dh n� should be 1 matra in dalbrtta, but one-syllable words at the end 
of a line, are often counted as 2 matras. 
 
 

M/13 
Cha ,  
dalbrtta  
4,4,4,2     
WAV 44k  
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br i pa e pur upur nad  ela b n, 
                        =4,4,4,1 (4,4,4,2)*1 

 

ib h kurer bi e hala tin kanye d n / 
                          =4,4,3,1 (4,4,4,2) 

 

ek kanye rãdhen b en, ek kanye kh n, 
                           =3,4,3,1(4,4,4,2) 

 

ek kanye n  khe e b per b i y n / 
                           =3,3,4,1(4,4,4,2) 

 
 
*1 Here all the one-syllable words at the end of a line, such as �b n�, �tin�, 
�d n�, �ek�, �kh n�, �n � and �y n�, are usually recited longer to be 
counted as 2 matras. 
 
 
 
 
M/14 
Cha   
dalbrtta  
irregular *1 
WAV 44k  

 

ulu ulu m d rer phul 
                =4,4 

 

bar sche katad r / 
                   =3,3 

 

barer m th  cãp r phul 
                  =4,3 

 

kaner m th  k  
                   =4,2 

 

eman barke bi e deba 
                 =4,4 
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t r gõpjo i p k  / 
                  =5,2 

 

bh la to be  bini ece r ni 
               =5,5 

 

be r g  son r jhãp  
                 =4,4 

 

m jhe m jhe t r kanak cãp  / 
                =5,4 

 
 
*1 This verse can hardly be analyzed according to any regular pattern of verse form.  
Still, verses in dalbrtta have a basic rhythm of repetitions of 4 and a reader usually 
tries to bring it close to the pattern of dalbrtta, which should be either 4,4,4,2 or 
4,4,4,3 or 4,4,4,4.  
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The asterisk (*) indicates names of metre. 
 
 

�Abdal 275 
bh ra* 322 
bh ra* 142 
bh ra people 165 

Acaladhrti 316 
adhunik kalabritta  
 see modern kalabritta 
Adhy tma R m ya a 153 
af � l  
 see foot of Persian prosody 
Afsman (line) 6 
Af al 270 
ahi*  318 
Akbar b d , Naz r 76, 79, 285, 287 
ak ara/akshar/ak ar  
 5, 132, 133, 140, 141, 143, 145, 

146, 147, 148, 149, 202, 230 
ak ara/akshar/ak ar  brtta/britta of 

Bengali metre 
  230, 231 
ak ara (c)chandas 133-140 
 see also v r ika chanda 
l p'  215 
lh * 90 
l , Sh h  274, 275 

amalakamala* 140, 145 
Amjad, Maj d 290-291  
amrtadhuni/ amrtadhvani *  
  115, 119, 128 
amrtagati* 135 
anacrusis 67 
ananda* 314 
ana ga ekhara* 140, 324 
antar  (sub-motif of bhajan) 183 
anuk l * 135, 309 
Apabhra a  

 108, 109, 111, 112, 113, 114, 
115, 117, 122, 124, 150, 163, 
164, 165, 168, 182, 194, 202, 
207, 208, 209, 214, 217 

Arabic metre 
 in Persian metre 4, 15, 28, 45 
aras ta* 323 
Ardab l , �ayx af  al-D n 17 
ardh l  117, 154, 155, 159, 160, 176 
arilla* 115, 142 
aru a* 118 
�ar  (prosody) 36, 39 
Ashraf, Biy b n  272 
Ashraf , Sam �ull h   
 78, 79, 81, 82, 87, 88, 89-91, 

92, 93, 94, 95, 96 
a okapu pamañjar * 324 
Atahpar see S. Mukhopadhyay 
atibaravai* 119, 128 
�A r N sh b r , Far d al-D n 

Mo ammad  49 
 Il h -n ma/El h -n me 260 
 Man eq/Man iq al- ayr  
  47, 49, 50, 55, 56 
Avadh  124, 153, 156, 160, 174 
Avalokite vara/Abalokite vara  
  194, 199 

varta (rhythmic cycle)  
  179, 182, 183, 184 
avat ra* 118 

v z   
 as song 59, 60, 63, 68, 69 
Avesta 6 
Ay dg r  Zar r n 12, 17 
 
ba r (basic metre)   
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 25, 29, 31, 100, 257, 273, 275, 
281, 284 

B jan, Shaikh  272 
Balaka    see Tagore 
Bal i metre 17 
Banalata Sen    see J. Das 
bandana* 118 
bandhu* 143, 144, 145 
Barad , Canda 112 
 Prthv r ja R so 112 
baravai* 119, 124, 128, 294 
beat  12, 64, 65, 66, 67, 111, 112, 

113, 178, 179, 180, 182, 183, 
184, 187, 201, 331, 332, 336 

beyt/bayt (distich, verse)   
  29, 257, 260 
bhairav -r ga 175, 198, 199 
bhakt  
 of sagu a bhakti  169 
Bhaktam la 114 
Bhakti   
 100, 102, 107, 108, 112, 119, 

120, 122, 123, 124, 156, 160, 
169, 173, 174 

 nirgu a � 168, 169 
 sagu a � 169 
bha it * 195 
bh nu* 118 
�Bh nu�, Jagann tha Pras da 111, 

117-120, 122, 127, 128, 129, 328 
Bhanusingha Thakurer Padabali  
         see Tagore 
bhava* 118 
Bhikh r  D sa 110, 111 
bhuja gapray ta* 121, 136, 310 
bhuja g * 309 
bhuja gin  118 
bigg h * 141 
bih r * 118 
B jak       see Kab r 
Bijapur 97, 103 
bijjoh * 134, 147 

b ra* 119, 301 
bi- arbi 59, 60, 63 
blank verse 92, 234, 250 
bodhaka* 134 
Bose, Buddhadeva 
  234, 238, 240, 252 
brahmar paka* 138, 143 
Brajabul / Vrajabul  231, 232, 233 
 Brajbuli bhanga (broken 

Brajbul ) 232, 233 
Brajbh  93, 131, 339 
buddhi* 119 
 see also lak m * 
Bullhe Sh h 100 
 
cac   songs 
 Akhayanirañjana   199 
 Avalokite vara 194, 199 

B ma Dahina 199, 207 
Gajajina 199, 215 
Koireva /Koyar va   
 199, 206-207 
Kol i   
       199, 201, 202, 203, 220,  

222, 223, 224 
Madhuripu 199, 207, 216, 220 
Madhyameru 198 
Mah lak m dev  214 
Paramarato  199, 203, 204 
R g K yegu 198 

nyanirañjana Paramapau  
 199, 215, 224, 225 
r  Mah mañju r  198 

Triha   
 199, 200, 201, 216, 220, 221 

Ye mahi ma ala 199 
cadence  5 

see also yati 
ah r-p re melody 63-68 

cakora* 319 
calitbhashar chanda 233 
c mara* 138, 314 
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campakam l * 307 
cañcal * 138, 315 
cañcar * 139, 317 
Candar Bh n, Brahman  271 
c ya a* 118 
Ca d sa/ Ca d s' 
  210, 218, 219, 333, 334, 336 
ca ik * 118 
candra* 118 
candrabrahma* 137 
candrakal * 140 
candravartma* 137, 143 
candrik * 312 
Cary  Dance/ Cary  Nrtya 208 
Cary caryavini caya 214 
Cary g tiko a 214 
Cary pada/Caryapada  
 193-198, 200-201, 206-211, 

214-215, 219, 231 
 Naba Cary pad'/ Nava Cary pada  
   194, 196 
catu pad * 141 
caupad * 335, 337, 338 
caupah * 143 
caupa * 118 
caup *  
 76, 86-87, 89, 107, 111, 115, 

117, 118, 124, 143, 154, 156, 
157, 158, 159, 160, 173, 176, 
177, 183, 185, 187, 273, 296, 
297 

caupai * 107, 112, 113, 208, 300-301 
eg mag/ mag 11 

chabi* 118 
Chakrabarty, Biharilal  234, 239 
chanda(s) 
 chandobandha (verse form) 229 
 chander kabita 249 
 as harig tik * 156 
 of Bengali prosody 229 
Chand-m l  
 see Ke av D s 

chandobandha (verse form) 229 
chappaya*  
 112, 114-115, 127, 142, 143, 

306 
cha /chara   
 231, 233, 234, 237, 243, 244, 

340, 367, 368 
 of metre 234 
Chattopadhyay, Shakti 242, 244 
citrapad * 143 
comic song 233 
composite metre of Bengal  230 
core note 66, 67 
c ma i* 142 
 
D dr -t la 179 
Dakin /Dakani poetry 88, 101 
dal (syllable) 230 
 definition by Tagore  230 
 dal brtta/dalbritta   
 230, 231, 232, 234, 235, 236, 

237, 239, 243, 244, 245, 246, 
249, 329,  331, 332, 333, 337,  

 338, 339, 340, 348, 354, 355, 
356, 358, 367, 368, 369 

 dalmatra 230 
 muktadal 230, 343 
 ruddhadal 230, 343 
da aka*  
  111, 140, 143-145, 325 
 madanamanohara da aka* 143 
 madanamohana da aka* 140 
 manahara a da aka* 138 
 prakar a da aka* 145 
Dard, Khw ja M r 98, 283 
Das, Jibananda  240 
 Banalata Sen 240-241 
Da aratha 110 
Dasgupta, Shashibhushan 
 193, 194, 196, 197, 200, 214, 

215 
dastg h music 59, 69 
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daura/dau a* 119 
  see also manohara* 
d yere/d �ere/d �irah  
 (circle of prosody) 39 
dbipad  + tripad  stabak * 336 
Deva 110 
devotional song 173, 174 
Dey, Bishnu 245, 246 
 Ubchar                245 
dh r * 119 
dharma* 139 
dhir lay (slow tempo) 231 
dh ra* 144 
dhruva/ dhruv  of music  
  183, 186, 187, 201, 216, 220 
digp la* 118, 298 
illa* 118, 144 

dodhaka*  
 135, 136, 143, 144, 145, 146, 

149, 165, 211, 309 
doh * 
 84, 90, 92, 154, 155, 156, 157, 

158, 159, 160, 107, 111, 112, 
115, 117, 119, 124, 128, 141, 
142, 148, 154, 155, 156, 157, 
158, 159, 160, 163-170, 194, 
204, 205, 208, 209, 210, 211, 
213, 220, 269, 287, 295, 305 

do a  of poetry 131, 150 
Draxt  As r g 12, 13 
dr hapa a* 118 
drutavila bita* 136 
durmil * 140, 144, 302, 322 
Dutta, Madhusudan 234, 243 
duva * 107, 111, 112, 113, 114 
dvipad * 212 
dvipath * 165 
 
ek bal * 335 
ekhtiy r t-e sh �er  (metrical licence)  
  31-33 
�elle/�illah (pl.�elal/�ilal) (defect) 

 of Persian prosody 39, 43 
enjambment 234, 245 
 
fahlaw  17 
f ele/f ilah  
 (partition; metrical foot, caesura) 28 
faults of poetry 131 
Fir q Gorakhp r  77 
Firdaws /Ferdows  s , Ab  

al-Q sem Man r b. asan  
  45, 47, 55, 56 
folk music 59 
folk rhyme  
 see cha  
folk song 92, 231, 234 
foot of Persian&Urdu prosody  
  29, 75, 79, 81, 85, 87, 95 
free verse  
 85, 92, 238, 240, 250, 347, 250, 

287, 351 
 
gadya kabita  
 see prose poem 
g hin * 115 
ga acakra ceremony 195 
ga ga* 118 
ga godaka* 140, 145, 320 
g th  ( ry )*  
 107, 111, 112, 113, 115, 127, 

141 
g   6, 7, 8 
gaur * 144 
g yatr * 5, 134 
Gh lib, Mirz  Asadull h Kh   
  283 
ghan k ar * 144, 325 
ghatt * 111, 115, 127 
ghazal  
 33, 73, 79, 82, 84, 89, 93, 94, 

99, 102 
Ghaznavi 98, 103 
Ghaww  281, 282 
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Ghosh, Shankha 239, 244, 245, 247 
 Yamunabati 247-249 
g t * 119 
G ta-govinda  
 see Jayadeva 
Gitanjali  
 see Tagore 
g tik * 119, 139, 142, 299, 318 
gop la* 144 
gop * 118 
Gorakhn th  167, 168 
Goswami, Jay 246-247 
 Khela Ghurbe 247 
gup la* 118 
Gupta, Maithil  ara a 121 
Gurg n /Gorg n , Fakhr al-D n As�ad 
  47, 48, 55 
 V s va R m n 47, 48, 56 
Gy n Chand  
 74-78, 82-84, 86-89, 91-92, 96 
 
af f* 16 

fi / fe , Shams al-D n 
Mo ammad b. Mo ammad 

 27, 30, 32, 34, 35, 36, 37, 38, 
41, 44, 59, 60, 61 

Haft Peykar      see Ne m   
h kali* 118 
h kalik * 142 
half-line 11, 16, 234, 242, 283 
ha sa* 144 
ha sagati* 118 
ha s la* 119 
hanum na* 144, 326 
h ra* 140 
harig ti* 142 
harig tik *  
 120, 121, 142, 156, 159, 160, 

300 
haril l * 137, 147, 148 
hari * 135 
haripada* 119 

haripriy * 119, 144, 304 
Hari candra, Bh ratendu 79 
Ha ha-yoga 167, 168, 206 
hazaj*  
 17, 25, 37, 46, 47, 49, 51, 52, 

55, 56, 84, 260, 265, 270, 271, 
274, 275, 276, 277, 278, 279, 
281, 286 

hemistich 29, 55, 78, 94, 257 
Hevajratantra   
  194, 202, 203, 204, 208 
Hindi prosodists 110 
h ra* 143 
Hita Hariva a 182 
 
Ibn-e Nash t  275 
Il h -n ma/El h -n me  
      see �A r  
Indo-Islamic culture 98-99 
indravajr * 135, 147, 308 
induvadat * 313 
Insh , Allah Kh  285 
Insh , Ibn-e 79 
Iqb l, Muhammad 99, 288 
Iskandar-n ma/Eskandar-n me  
       see Ne m  
 
jaga* 118 
jagat * 5, 7, 135, 137 
jalahara a* 326 
J m spn mag 12 
Jana-Gana-Mana see Tagore 
J n bih r  L la  110, 111 
j ti* 142 
Jawnpur 97, 103 
Jayadeva 109, 133, 210, 219 

G ta-govinda 109 
Jayakar * 118 
J ys , Malik Muhammad  
 104, 109, 124, 153, 156 

Padm vat  104, 153-161 
jh lan * 119, 128, 144, 303 
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J v, Shaikh �Al   273 
Jñ n  d s  334, 340 
joz�/ juz� (metrical foot) 28 
 
Kab r  
 109, 125, 163-172, 173-176, 187 

B jak  163, 171 
kab ra* 119 

see also saras * 
ka avaka* 107, 115, 117 
k f  98 
Kafiyan 100, 102 
kaharav -t la 179, 183 
kajjala* 118 
kal /kala (mora) 230 

Kal brtta/Kalabritta  
 230, 231, 233, 234, 235, 236, 

237, 239, 245, 246, 247, 249, 
333, 339, 347, 352, 353, 358, 
360, 361 
kalamatra 230 
adhunik kalabritta        233 
naba kalabritta 233 

kalaha sa* 137 
K lid sa 132 
 Vikramorva ya 164 
kamala* 144 
kamal * 144, 145 
kamanda* 119 
k mar pa* 119 
k mil/k mel*  
  64, 83, 85, 121, 267, 280, 281 
Kanboh, Shaikh Jam l   270 
kanda* 312 
karakh * 119, 303 
Kari o komal          see Tagore 
Kar m , Ma m d 62, 64 
kar a* 119 
karu * 139 
Kavi-priy    
 see Ke av D s 
kavitta* 141, 142, 325 

K vya* 110, 112, 149 
 see also Rol * 
kere�meh melody 60-61 
Ke av D s 
 110, 112, 113, 124, 127, 131, 

132, 149 
 Chand-m l  
 131, 132, 141, 143, 147, 148, 

149 
 Kavi-priy  131, 148, 149 
 R m-candrik  
 131, 132, 133, 141, 143, 147, 

148, 149 
khaf f 25, 28 
khaf f* 25, 38, 85, 266, 278, 279 
Kh lid, Ta adduq ussain 288 
Kh , �Azmatull h 288 
Kh , Nu rat Fate  �Al  101  
khar r * 119, 302 
Kha  Bol  79, 93 
Khayy m, �Omar 38, 263  
Khosrow/ Khusraw va Sh r n  
 see  Ne m  
Khotanese metre 11 
Kh(w)ushn d 282 
Khusrow/ Khusrau, Am r 269, 270 
kir ta* 140, 144, 321 
k rti* 308 
kobr /kubr  (large) 
 of Persian metrical foot 28 
kol i  
 see cac  song 
krp a/kirap na * 326 
Krttib s  231, 332, 337 
Kshanika see Tagore 
kukubha* 119 
kum ralalit * 134 
ku ala* 118, 298 
kundaliy * 112, 115, 305 
kusumavicitra* 311 
 
lak m * 115, 119, 140, 145 
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l wan  r khtah* 79, 82, 93 
lay (tempo) 231 
leading tone 68 
Leyl  va Majn n see Ne m  
l l *  118 
l l vat * 145 
Locan d s  337, 338 
long tripad  
 see tripad  
lute  206, 207 
Lutf  274 
 
madana* 118, 133 
madan ga* 118 
madanahar * 145, 303 
madanamallik * 145 
madanamanohara* 140, 143 
madanamanohara da aka* 143 
madanamohana da aka* 140 
madanamohan * 134 
m dhav * 90, 140 
madhu* 133, 143, 144, 145 
madhubh ra* 142 
madhum lat * 118 
madhutilaka* 145 
madhyameru  
 see cac  songs 
madir * 139, 319 
mafr q (separated) 28 
mah nubhava* 212 
ma f (catalectic) 16 
Ma m d, Q   273, 279 
Maithil  339 
makaranda* 140 
M khana 110 
m lat * 134, 137, 138, 311 
m l * 90, 118 
m lin * 138, 314 
Malla Dynasty 197 
mallik * 134, 145 
ma th na(ka)* 134 
manahara* 325 

manahara a da aka* 138 
manamohana* 118 
m nan * 140 
Manasi    see Tagore  
mand kr nt * 316 
ma imadhya* 307 
mañjutilak * 118 
manohara* 115, 119 
manoram * 118, 137, 146 
Man eq/Man iq al- ayr  
          see �A r 
maqr n (connected) 28 
maraha h * 90, 140, 143, 212 
masnav  45- 47, 54-55 
m tr /matra  
 75-81, 85, 87, 88,-89, 90, 91, 

100, 102, 104, 108, 176, 182, 
185, 230, 231, 232, 241, 242, 
245, 246, 247, 252, 343, 348, 
359, 364, 367 

m tr  vrtta  
 108-109, 141-143, 179, 188, 

293-306 
 of Bengali metre 230 
 of Hindi metre  
 108-109, 118-119, 141-143, 

293-306,  
 of Punjabi metre 100 
m trika savaiy * 119 
    see also b ra* 
mattagayanda* 139, 145, 146, 319 
mattasavaiy  119 
mauktikad ma* 135, 145 
Mawl n /Mowl n  (R m ), Jal l 

al-D n Mo ammad 
  45, 47, 54, 55, 56, 57, 59, 258 
m y * 134, 315 
may ragati* 145 
Mehrab n  melody 65, 66, 67 
me r �/mi r � (hemistich) 29 
metre 
 of colloquial language 233 
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 of literary language 239 
metrical foot 27, 28-29, 74, 75, 87 
metrical license 31-33 
metri causa ( ar rat-e she�r )   
  25, 31, 33, 34, 35 
Middle Iranian metres 11-17 
mil (rhyme) 229 
M r, M r Taq   
 76, 78, 79, 81, 82, 84, 93, 94, 

95, 283, 284 
M r b  174 
M r j  289 
M r  J  272 
Mirz  281, 282 
mishrakalabritta  
  see mishrabritta 
mi rabandha  
 d rgha dbipad  +d rgha tripad * 
  336 
 ek pad  + tripad  mi rabandha*  
  335  
mi rabrtta /mishrabritta 230, 231, 

232, 233, 234, 236, 237, 239, 
240, 241, 242, 243, 245, 246, 
329, 331, 332, 333, 334, 335, 
336, 337, 338, 339, 343, 344, 
345, 346, 349, 350, 351, 361, 
362, 363, 364, 365, 366 

mi ra/mishra-chanda (mixture of 
metres)  

  238, 239, 246, 247, 249 
Mi ra, Sukhadeva 110, 126 
mixed moraic metre of Bengal  230 
modaka* 136, 311 
modern kalabritta/kal brtta 233 
 see also naba kalabritta 
mohana* 118, 145 
mohin * 119, 128 
mojtas/mujtas*  
 25, 37, 61, 85, 262, 263, 266, 

280, 281 
 mojtas-e maxb n/makhb n  

   61, 280, 281 
monsare /munsari *  
   25, 38, 85, 265, 274, 278 
moqta eb/muqta ib*25, 38, 266, 283 
mora  see m tr   
mora metre 
 mixed mora metre see mi rabrtta 
 in Hindi see m tr  vrtta 
 in Urdu  
 269, 272, 273, 276, 286, 287, 

291 
mota arrek/muta arrik  
 (consonant+vowel) 28 
mo a(na)ka* 145 
motaq reb/mutaq rib*  
 16, 17, 25, 37, 62, 76, 79, 81, 

82, 84, 87, 88, 89, 93, 95, 121, 
122, 261, 267, 270, 271, 273, 
275, 277, 279, 284 

motiyad ma* 135, 145 
mo re�/mu ri�*  
   25, 37, 85, 261, 262, 265 
mrdugati* 118 
mudr  195 
Mughal 99 
mukhammas* 99 
Mukhopadhyay, Amulyadhan  
   230, 231, 236, 252 
Mukhopadhyay, Subhas 241, 242 
 Atahpar 242 
muktabandha  
   238,346, 347, 351, 353, 356 
muktachanda   see free verse 
muktahar * 321 
muktaka 115, 163, 325 
mukt ma i* 118 
m la* 139 
Munidatta 214 
Mural dhara Kavibh a a 110 
musaddas 99, 270, 275, 278, 286 
Musht q 274 
musical instruments of bhajan 175 
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musical mode 61 
 abu �a  63, 64 
 bay t-e tork 65, 66, 67 
 hom yun 61 
 m hur 62 
mutad rik*  
 76, 82, 84, 87, 88, 89, 95, 100, 

122, 267, 275, 285 
 
naba kalabritta 234, 239 
 see also modern kalabritta 
N bh d s 114 
N derp r, N der 30 
n ga* 118 
n gasur pi * 135 
nagasvar pi * 134 
nagna (faults in rhetoric) 131 
nanda* 141 
nar ca* 138 
narahar * 118 
Narendramuni 199 
Nas m, Day  Shankar 286  
N th  165, 167, 170, 207 
navam lin * 312 
navapad * 142 
na m (bound form, poetry) 26, 82 
Newar   
 193, 194, 195, 196, 197, 198, 

207, 214 
Newar Buddhist/Newari Buddhist  
   193, 194, 195, 207, 214 
Newari 
 196, 197, 198, 199, 206, 208, 

215, 217 
New Kal brtta see kala  
Ne m /Nizami Ganjav  (Ganje� ), 

Jam l al-D n Ab  
Mo ammad �Ily s b. Y sof  

 47, 50, 51, 52, 53, 55, 56, 57 
 Haft Peykar  47, 53, 55 
 Iskandar-n ma/Eskandar-n me   
  47, 52, 55 

 Khosrow/Khusraw va Sh r n  
  47, 51, 56 
 Leyl  va Majn n 47, 51 
nidhi* 118 
Nih vand , Ab  Abb s 17 
n la* 90 
ni cala* 118 
ni ip lik * 138 
nita* 118 
Nizam al-Din Auliya 103 
Niz m , Fakharuddin  273 
nursery rhyme 233, 244 
Nu rat  276, 277, 278 
 
Old Iranian metres 4-11 
owz n-e j yb r * 39 
owz n-e kader* 39 
owz n-e kh z b * 39 
owz n-e shaff f* 39 
 
pada   
 6, 11, 124, 170, 182, 298, 330, 

318 
p da  
 5, 11, 43, 108, 109, 110, 111, 

113, 115, 117, 118, 133, 134, 
135, 137, 138, 139, 140, 141, 
142, 143, 144, 164, 176, 182, 
183, 184, 185, 187, 294, 295, 
305, 306, 307, 308, 314, 325, 
326, 327 

p d kulaka*  
 76, 86-87, 89, 142, 201, 202, 

208, 209, 210, 211 
paddhari(paddha iy )* 111, 128, 296 
paddha ik * 142 
Padm vat  
 see J ys  
padm vat * 142 
P hu adoh   
 see R masi ha  
p l  k rtan  333 
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Palataka  
 see Tagore 
pa kajav ik * 137 
pañcac mara* 315 
Pañcav  163 
Paumacariu 115, 117, 128 
pa r / pay r/payar*  
 209, 217, 231, 232, 233, 237, 

238, 241, 330, 331, 332, 333, 
334, 337, 340 

 mah -payar* 238, 242, 243 
 payar-jatiy 232, 233, 237 
pi * 118 
p y avar a* 118 
Poetics  
 of Bengali 229-234 
 of Hindi 110-111, 131 
 of Persian  
 of Urdu 75 
prabahaman (enjambment) 234, 243 
prakar a da aka* 145 
Prakrit-bangla (natural Bengali)  
  232, 234 
Pr krta-Pai galam 
 110, 117, 118, 128, 133, 163, 

165 
pram ik * 134 
pramit k ar * 137 
priy * 134, 145, 150 
prose poem 238, 239, 240, 249, 250 
prthav * 139 
Prthv r ja R so    see Barad  
Punashca see Tagore 
pun ta* 118 
pur ri* 118 
pu pit gr * 327 
 
Q � n , Mo ammad �Al  Golshan 32 
q fiye/q fiyah 41 
 see also rhyme 
Qalandar, B  �Al   269 
qalb (metathesis) 25, 33, 42 

qa de/qa dah (ode) 33, 99 
qaww l 100 
qaww l  97, 98, 100, 101, 104 
qe �e/qit�a (fragment) 
 of poetry 33 
Qur� n 15 
 
r dhik * 118, 297 
rad f (repetation of word)   
  61, 62, 64, 68, 69 
r ga  
 100, 144, 174, 175, 195, 198, 

203, 204, 206, 207, 215, 216, 
224, 313 

r ga* 312 
Rah m, Abdul Rah m Kh n-e Kh n    
  124 
rajaz*  
 25, 38, 84, 265, 271, 273, 274, 

276, 278, 282 
r j vaga a* 118 
r ma* 118 
ramal*  
 16, 25, 37, 46, 47, 50, 54, 55, 

56, 84, 258, 259, 260, 265, 270, 
276, 277, 280, 283, 285 

rama a* 133 
R masah ya 110, 111 
R masi ha  165 
 P hu adoh  165 
R m ya a/Ramayana  
 117, 124, 153, 231, 332, 363, 

364 
R m-candrik  
 see Ke av D s 
R mcaritm nas   
 see Tuls d s 
r sa* 118 
�Rasakh n�, Saiyid Ibrah m   
  122, 123, 124, 305 
ras la* 118 
    see also sumitra* 
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R shid-ul Khair  289 
r so literature 112, 165 
rathoddhat * 145, 308 
Ratnakaji/Ratnak j  193, 197, 198 
Ray, Bharatchandra 232 
Ray, Sukumar 243 
rc  5 
Rgveda 5, 6 
rhyme 
 13, 14, 15, 17, 41, 45, 54, 108, 

109, 113, 115, 117, 118-119, 
120, 121, 122, 123, 124, 156, 
159, 160, 164, 165, 201 

r ti  
 in Bengali poetry   
  229, 230, 343 
rob � /rub �  (quatrain)  
 25, 33, 38, 84, 95, 263, 282, 285 
rokn/rukn  25, 28 
rol * 
 90, 112, 114, 115, 127, 140, 

142, 143, 145, 211, 298, 305, 
306 

rucir * 119 
R dak  Samarqand , Ab  �Abd 

All h Ja�far b. Mo ammad 33 
r paghan k ar * 325 
r pakr nt * 146 
r pam l  * 118, 138, 140 
 see also madana* 
 

ab  , Abol asan 61 
sabab (moved consonant)   
  28, 43, 77, 87 
abda 167, 170 

sadguru 170 
sadhubhasar chanda 233 
Sa�d  Sh r z , Ab  Mo ammad 

Mosharref al-D n b. Mo le  b. 
�Abd All h   

  35, 36, 37, 39, 44, 261 
sagu a* 118 

Sahajay na 165, 166, 167, 169 
Sajz , Am r  271 
s ken/s kin (unvocalized)   
  28, 87, 279 
s kh  163-170 
sakh * 118, 296 
akti* 118, 297 

s lim (acatalectic)  
 16, 271, 273, 274, 275, 276, 

277, 278, 281, 282 
sam of Indian music 179, 184 
sam j-g yan 182 
sam na savaiy * 119 
sam nik * 134, 146 
a kara* 134 

sampad * 118 
sa yukt * 135 
Sandhya sangit   see Tagore 
a kara* 119 

Sanskrit-bhanga (broken Sanskrit) 
  233 
sant (nirugu a bhakti) 
 163, 165, 166, 167, 168, 169, 

170 
santa* 118 
saq l (heavy) 
 of Persian metrical feet 28 
s q n meh 60, 61, 62 
s ra* 90, 112, 146, 300 
Saraha/Sarahap /Sarahap da 
 166, 167, 194, 195, 204, 208, 

211, 212, 213, 220 
sarasa* 118 
 see also mohana* 
s rasa* 90, 118 
saras /sars *  
  84, 90, 92, 119, 272, 291, 299 
s ravat * 135, 146, 308 

rd lavikr ita* 146, 317 
sar �* 25, 38, 85, 266, 270 
a ivadan * 146 
stra* 118 
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a pada* 142 
Saud , Mirza Muhammad Rafi   
  79, 89, 283, 285 
sav * 119 
  see also sam na savaiy * 
savaiy /sawaiy *  
 76, 78, 82, 88, 89, 119, 122, 

123, 124, 129, 146, 285, 
319-325 

S ye, Am r-H shang Ebteh j 32 
Sen, Prabodhachandra 230, 231 
Sh h, Bullhe 100, 103 
Shah Jahan           see Tagore 
Sh h, Qul  Qutb 277, 278 
Sh h, W rith  291 
Shahnama/Shahnameh 
 of Ab  Man r-e Mo�ammar   
  47 
 of Firdaws /Ferdows   
  45, 47, 48, 55, 56 
Shakar Ganj, B b  Far d  270 
short tripad   see tripad * 
Siddha 166, 167, 169, 194, 195 

iddiq , Mukht r  291 
ikhara * 316 

si ha* 118 
si haj * 115 
si havilokita* 146  
si hik * 118 
       see also sobhana* 
sindhu* 118 
Sir j  276, 277, 280, 281 
s t *  314 
iva* 118 
loka 156, 165 
loka anu up* 307 
obhan * 118, 146 
oghr / ughr  (small) 

 of Persian metrical feet 28 
okahara* 119, 301 

somar j * 134 
sonnet 242, 243, 287, 351 

sora h /sortha* 
 107, 115, 117, 124, 140, 142, 

156, 211, 295 
sragdhar * 318 
sragvi * 134, 137, 147, 310 
r *  133, 135 

Srikrishnakirtan 231 
r g ra* 118 

sr d hymn 11 
stanza  
 4, 5, 43, 91, 115, 116, 117, 121, 

122, 124, 154, 156, 159, 160, 
176, 198, 240, 245, 246, 249, 
287, 358 

sth   (primary motif of bhajan) 183 
strophe 11, 108, 115 
ubhaga* 119 
ubhag t * 119 
uddhadhvani* 119 
uddhag t * 119 

sudh * 139 
Sufi   
 97, 98, 99, 100, 102, 103, 108, 

153, 159 
sug ta* 146 
sug tik * 118 
suj na* 118 
sukha* 323 
sukhad * 118, 134 
sulak a a* 118 
sumandara* 119 
 see also saras * 
sumeru* 118, 297 
sumitra* 118 
sumukh * 146 
sundar * 136, 311, 323 
supar apray ta* 135 
supriya* 138 
suragat * 118 
S rd s 112, 122, 124, 174 
sv gat * 146, 309 
svarbrtta    see syllabic metre  
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y ma sa g ta/shyama sangit 231 
 see also cha  
syllabic metre 
 of Bengali 230 

of Hindi 108-109, 124,
133-141, 306-328 

 of the Rgveda 7, 12 
 of Urdu 93 

  see also ak ara (c)chandas and 
V r ika chanda 

syllabic weight 
in musical rhythm 61-68, 187
laghu and guru 108, 176, 231 

syllable 
 closed syllable 230, 233 

open syllable 230, 231, 233 
 long-short 61-68, 73  

Tabr z , Va d 46 
Tagore, Rabindranath 

232-247, 250 
 Balaka 237, 238, 252 
 Banusingha Thakurer Padabali 

     233 
 Gitanjali 

235, 236, 252, 347, 348 
Jana-Gana-Mana 233 

 Kari o komal 236 
Kshanika   234, 236  

 Manasi 233, 234 
Palataka 238 

 Punashca 239 
Shah Jahan 237 

 Sandhya sangit 234 
hir, B b 17 

T hir, J �far 291
ta r r 63, 68 
t la  

t la vrtta 111, 112, 113, 124 
music 174, 175, 179, 182, 
183, 184, 187, 188, 195, 201, 203, 
206, 207 

t l  179
tam la* 118
t marasa* 136
t ava* 118
Tantra 194, 213216
tanv * 140
t raka* 90, 137
tar nag (feasting song) 11 
tara gin * 146
tashd d (strengthening) 31, 258 
ta n f dog h melody 64
t a ka* 79, 89-90, 119, 301 
T th r, Mu ammad 289
tempo 182, 231
heka 183, 185, 187

Tia  C p  song 194 
T n-t la 179
tomara* 117, 135, 296
to aka/to ak * 136, 146, 310, 339 
tribha g * 113, 142, 302
tripad * 218, 241, 333-339

d rgha tripad  /tripadi * 
208, 209, 210, 219, 241, 333, 
334, 335, 336 

 laghu tripad * 
208, 209, 219, 241, 333, 334, 
335, 336, 339 

tri ubh* 5, 6, 7
Tuls d s  

117, 121, 122, 123, 124, 153, 
156, 169, 174 
R mcaritm nas
113, 115, 116, 117, 128, 
153-161

tura gama* 134

Ubchar       see Bishnu Dey 
uddhata* 119
udgat * 328
u(j)jval  m trika* 118
ull ha* 212
ull l / ull la*
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107, 111, 114, 115, 142, 295 
 ull l * 118 
unit of measure 230 
upaj ti* 146-147 
upam na* 118 
upendravajr * 135, 147, 308 

Vaishnava
153, 209, 231, 251, 252, 333, 
337, 339 

Vaishnava Padabali 231, 251 
vait l ya* 211
vajr c rya/vajracharya/bajr c rya  

195, 196, 198, 199, 200, 214, 
216 

vajrag ti 203, 204, 207, 216 
Vajray na 194, 195, 204, 217 
Vajrayogin /Bajrayogin  207 
v ma* 322 
va astha* 137, 147 
va asthavila* 137, 147, 310 
va asvanita* 137
v ridhara* 147 
V r ika chanda/Var a Vrtta  

93, 107, 108, 109, 111, 117, 
122, 124, 128, 306-328 
see also syllabic metre 

vasantatilak * 137, 313
v sant * 313
vasudh * 139
vatad (peg)  

of Persian metrical feet 28, 43 
vazn/wazn (pl. owz n/awz n) 
 (metrical pattern) 

25, 29, 41, 42, 257, 286 
verse-line 4, 11
vidh t * 119
vidy * 119
Vidy pati/Bidy pati

197, 210, 219, 334, 335, 339, 
360, 361 

vidyunm l * 307

vij ta* 118
vijay * 

119, 140, 304, 327 
vijoh * 134, 147
vi e aka* 138, 147
vi upada* 90, 119, 299 
V s va R m n       see Gurg n  

Wajh 281
Wal   277, 278, 279 
Western Middle Iranian metres 11-17 

yati  
108, 113, 131, 141, 142, 143, 
144, 145, 146, 164 

 yati-bha ga 131
yoga* 118

Zafar Sh h Mu ammad 283, 284 
arbi 

59-60, 61, 62, 63, 64, 65, 66,
67, 68

Zatall , Ja�far 79 
ze f/zi f (relaxation of prosody)  

39, 43
zi f t 82

Zoroaster 6, 8




