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Abstract 

It has been known since Hirayama (1953) that the so-called Tarui type and Tokyo type (Nairin 

type) accent systems border each other in the eastern part of Ōno City, Fukui Prefecture. This 

boundary forms part of the significant demarcation lines in Japanese dialectology that defines in 

terms of accent the Eastern and Western groups of Japanese dialects. This study describes and 

compares the accent systems of two neighboring dialects located across this boundary and 

reexamines the distribution of accent systems in the eastern part of Ōno City. In addition, there are 

many major lexical and grammatical isoglosses (e.g., the isogloss koːta / katta ‘bought’) running 

through this area, which is close to the prefectural border between Fukui, Ishikawa, and Gifu, 

showing that this area constitutes a transition zone between the dialects of the three prefectures (and 

by extension, between the Eastern and Western groups of Japanese dialects). 
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Abstract 

This paper investigates three aspects of the metrical rhythm of Hindi, focusing on the 
differences from Sanskrit and Prākrit-Apabhraṃśa meters. Firstly, we discuss how the 
3-3-2 vs. 4-4 mora groups, which are often attributed to folk music, became the basic 
rhythmic units of Hindi meter. We point out that the linguistic rhythm of Hindi has 
changed with time just as the metrical rhythm of Hindi diverged from those of Prākrit and 
Apabhraṃśa. The second aspect is that the syllabic metre of Hindi is considered to involve 
stress, as in the ictus-based meter of English or German poetry. Even in syllabic meter, 
Hindi poetry still shows units of 3-3-2 vs. 4-4 syllables, suggesting that the same rhythm 
as that of the moraic meter is persistent. The third aspect is the phonological change. The 
loss of the short a [ə] in weak position in pre-modern Hindi brought about extensive 
change in the metrical as well as linguistic rhythms, and the traditional metrical scansion 
became no longer applicable to modern Hindi poems. This paper investigates the 
development of Hindi metrical rhythm from the 16th century to the modern period, and its 
relationship with the diachronic development of Hindi phonology. 

 
 

1. Introduction 
India has a long tradition of composing literary text in verses since the Vedic period to the present 

day. Just as the language changed gradually from Old Indo-Aryan to Middle and New Indo-Aryan, 
the metrical rhythm also changed. Hindi1, a New Indo-Aryan language most widely used in North 
India, is considered to have evolved from a dialect close to Śaurasenī, and early Hindi literature is 
influenced from Prakrit in its literary convention. However, Hindi meter shows multilayered aspects 
which can be traced back to several different origins. Sanskrit syllabic meter and 
Prakrit-Apabhraṃśa moraic meter form the basis of Hindi meter. In this paper, I will investigate how 

 
1 Hindi is a New Indo-Aryan language. While its focal area is the lower Doab plains, Hindi is spoken all over India 
and serves as lingua franca in present-day India. 
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Hindi meter evolved from Middle Indo-Aryan meter and how the historical change of Hindi 
phonetics is reflected in the works on Hindi metrics.  
 
2. Elements of Hindi metrics 

Most works of Hindi metrics have the word Pi gala in their titles. The original Pi gala is a 
Sanskrit metrician, but the word came to mean metrics in general by metonymical extension. Works 
on Hindi metrics follow Pi gala’s Chanda  (2nd B.C.) in terminology, syllabic structure, foot 
(called ga a), and calculation formula of the number of metrical units ( ), among others. The 

gala  is the primary source of Hindi metrics. Following the description of the 
Pai gala , works on Hindi metrics group meters under two major categories, i.e. (or 
v ) and  (or m )2. As mentioned above, ik chand, or syllabic meter, 
is derived from Sanskrit directly or indirectly, and , or moraic meter, originates from 

-Apabhra meter are ultimately based on the syllable, the former 
defines a verse by the number of syllables while the mora is the unit of counting in the latter. With 
respect to quantity, Hindi distinguishes two types of syllables, a light syllable of the shape (C)V, and 
a heavy syllable, which is (C)VV, (C)VC, or heavier. In Hindi, there are four short vowels (a, i, u, 
and seven long vowels ( , , , e, ai, o, au).3 Aspiration (written h such as h h, etc.; IPA [t ], [d ], 
etc.) does not have a mora value. The following are the principles of counting moras in Hindi meter: 
 
1. Light syllable (C)V, called light (laghu) or short ( ), has one mora. 

Ex.  ( -ma-la; CV-CV-CV ) 
2. All other syllables, called heavy ( ) or long ( ), have two moras: 

(C)VV, (C)VV(C) or (C)VC 
Ex.  ( -ma: CVV-CV ),  ( -ma-la; CVC-CV-CV ),  (gos- - ; 
CVVC-CVV-CVV   ) 

 
In metrical scansion, weak or ‘inherent’ a, which is not pronounced in Modern Standard Hindi, 

has its own mora and needs to be treated as a real vowel, especially in the works of early Hindi 
poets.4 The (1859-1945) mentions four additional rules (1894: 2). 1) The 
syllable which ends in a short vowel with nasalization (represented by a ) is light. 2) 
An unaccented syllable with a short vowel followed by a consonant cluster ending in h is scanned as 

 
2 v ik chand and m chand. His way of description was not followed by later 
metricians, and it is a rare case as far as the texts I have checked are concerned. 
3 ai and au, and e and o, are diphthongs and are treated as long. However, e and o can also be treated as short vowels 
depending on meter. In the eastern , the e and o in the pronouns such as  and  are usually treated 
as short. 
4 In Modern Standard Hindi, short a is not pronounced in unstressed positions. In Devanagari script, a is not written 
except in onsetless syllables and the value of this vowel is taken to be inherent in the writing system of Hindi. Note 
that an initial a never undergoes apheresis. The general rules of a deletion are the following; 1) Final of 
multisyllabic words; > . 2) If the original word consists only of light syllables with a, every other a from the 
final is syncopated except in the initial syllable; > (rule 1) > . 3) When the final syllable 
is heavy or contains a vowel other than a, the a in the penultimate light syllable is syncopated, unless it follows a 
consonant cluster;  >  but l.  
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light, e.g.  CVCCVVCVV  .5 3) A light syllable at the end of a line can be scanned as 
heavy. 4) Special scansion might reflect actual pronunciation. 

An initial consonant cluster does not affect the weight of the final syllable of the previous word. 
Even if a syllable has an initial consonant cluster, such as , and is phonetically longer than a 
syllable without one (  or  in this case), it is metrically treated as a heavy syllable and counts as 
containing two moras.  

Syllabic and moraic meters of Hindi are each divided into three categories, equal (sama), 
half-equal ( ) and unequal (vi ama or asama) according to the arrangement of the s, a 
term originally meaning a quarter line of a verse. Metrical patterns are based on the number and 
weight of syllables in syllabic meter and by the number of moras in moraic meter, respectively. The 
following are examples of syllabic and moraic meters written in Hindi, both of which have the same 

a and c are s, and b and d are s).  
 
  Example 1. i- - - - - - 6. J - -ña- ha- - ha- . 
            - - ma- -me- - hi- . -pu- -pha- - - hi- .7 
            a|b| , , , , , ,  (rhymed; ) 
            c|d| , , , , , , , ,  (rhymed; h ) 
 
  Example 2. a- - - ha- -e. ni- - - - - h -e.  
            hu-va- - - h -dha- h - . su- - -gh - - a-hi su- h - .8 
            a|b|  16m.|16m. (rhymed; ) 
            c|d|  16m.|16m. (rhymed; ) 
 
Example 1 is a Hindi quatrain namely , a syllabic meter defined by the total number of 
syllables, in this case 11 syllables, as well as by the foot ( , , , , ). While syllabic 
meter 

a was fixed in the course of development, and meter came to be defined in 
terms of feet (ga a). Furthermore, end rhyme ( - h , h - h ) was introduced in Hindi. 
In contrast, example 2 is a quatrain in the  
there is no strict restriction on foot except for the end rhyme  . In this way, the syllabic meter is 
defined more rigidly than the moraic meter.  
 

 
5 For this rule, Bh nu gives three examples; ,  and . According to him, -, - and - are 
unaccented light syllables followed by consonant clusters and are scanned as light.  
6 In this example, the end rhymes ,  and h  are scanned . The rule of the consonant cluster (a light 
syllable becomes heavy when it is followed by a consonant cluster) does not apply to  and , because a semi-vowel 
at the end of a stem-final consonant cluster, in this case - - and - h - followed by the perfect form - , is an 
exception to this rule.  
7 “ ma
[him] and thought of [their] own fruitful birth.” (  XI.1) 
8 “From the time when Rama returned home wedded, there were ever fresh rejoicings and jubilant music.” (tr. by 
R.C. Prasad) [  2.1 ] 

－143－

The Rhythm of Hindi Poetry and When Short a Stopped Being Pronounced



4 
 

3. Hindi meter and dohā 
Of the two types of meters in Hindi, the moraic meter is much more common, probably because 

poets considered the syllabic meter to belong primarily to Sankrit. In addition, Hindi moraic meter 
developed more new varieties than syllabic meter did, which suggests that Hindi meter is mainly 
based on the mora. There are various types of moraic meters and rhythms underlying them, and our 
next question is which type and what kind of metrical rhythm were preferred by Hindi poets. To 
solve that question, we will take the dohā as an example in the next section. Dohā derives from 
Prākrit-Apabhraṃśa and is one of the most favorite meters since Prākrit-Apabhraṃśa up to Hindi. 
 
4. Origin of dohā 

Since the dohā is such a popular meter, it might look typically Indo-Aryan, but Hermann Jacobi 
(1850-1937) claimed it is of a foreign origin. According to his theory, it originates from Greek 
hexameter brought by the Ābhīras who invaded Northwest India around the beginning of the 
common era (Jacobi 1884: 599). 

The following are the similarities between the Greek dactylic hexameter and the dohā, which 
Jacobi pointed out. Firstly, the dohā is a couplet in which each line has 13 + 11 moras and ends in ‒ˬ. 
On the other hand, the dactylic hexameter consists of 6 feet, and ends in either a dactyl (‒ˬˬ) or a 
spondee (‒‒). 

Table 1. Dohā 
13m.  , 11m. (‒˘) . =24m. 
13m.  , 11m. (‒˘) . =24m. 

Table 2. Dactylic hexameter : 
‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ =24m. 
‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ˬ  
‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒ ⏕ ⏕ ‒×  

 
The total numbers of the moras are the same, but the inner pauses in the line are different. Jacobi’s 

theory presupposes a foreign origin of the dohā and its long journey from Greece to India. However, 
dactylic rhythms are found outside Greece as well, and it is difficult to locate the original place of 
the dohā just based on the total numbers of the moras.  

The origin of the dohā is debated, and some connect it with Sanskrit āryā9, while others identify it 
with the Sanskrit dodhaka10. In addition to these, there is yet another widely accepted claim 
advocated by Hazārīprasād Dvivedī, one of the most prominent Hindi scholars of the 20th century, 
that the dohā is related with the Ābhīras or the ahīra meter. According to him, the abhīra or ahīra 
meter, which is defined in the Prākr̥ta-Paiṅgalaṃ as having 11 moras in each pāda, has the same 

 
9 Śāstrī (1952: intro. 9) believes that the dohā is derived from a variation of the āryā (gāthā/gāhā). There are two 
types of āryā historically (new āryā (gāthā/gāhā); ab 12m. + 18m. cd 12m. + 15m., Old āryā; ab=cd=30m./31m.) and 
especially the new āryā, composed of unequal pādas (ac, b≠d, ab≠cd), is rather different from the dohā (ac, bd, 
ab=cd).  
10 Dodhaka; abcd ‒ˬˬ ‒ˬˬ ‒ˬˬ ‒‒. Dodhaka does not resemble dohā in metrical form, but some scholars believe 
that the name dohā derives from dodhaka. 
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number of moras as s , with s arranged  
ra area which is associated  tribe 

1994: 135-137).  
ic meters, denied the connection 

between the d meter, because the latter is not mentioned in any work 
preceding the -Pai gala  while the former was used by poets before the -Pai gala  

f.). The oldest example of the d
literature is believed to be a couplet in the  11, but the language of this 
couplet is not Sanskrit but Apabhra , and no work on Sanskrit meter refers to the d
Apabhra  ka (6th c.) described a d  meter of two-

duvahaa meter of four-
upaduvahaa (13, 12, 13, 12) and avaduvahaa (12, 14, 12, 14). These facts suggest that the duvahaa 
meter is the precursor of the d ora of the 

. I
duvahaa is dropped, the number of the moras agrees with that of the d

-final heavy syllable of the duvahaa was replaced by a light one, whence the end 
rhyme of the d is . Along with the disyllabic end rhyme ( ), the arrangement of the syllables 

-Pai gala  became the norm 
in Hindi metrics. Hindi metricians also note 23 variations 12 
arrangements, which are only theoretically possible and not found in actual poetry.  

 
Table 3. Duvahaa and Doh  (Sora ) 
Duvahaa 14m., 12m., 14m., 12m. Avaduvahaa 12m., 14m., 12m., 14m. 

  Sora   
 
Table 4. Change from Duvahaa  
 

number of mora of ac; 14m.   end rhyme of bd; .    number of mora of bd; 12m. 
                                                              

13m.                 .                      11m. 
 

 
11 h   

  ,       .           ,         . 
  [  4/8] 
   . 
  “I know some evil spirit carried away the fawn-
brought the rain.” 
  considered that  did not 
introduced a new meter deliberately, but these lines happened to have the same number of  
12 The names of the 23 d , u, yena, Ma , a, , , 

, M , a, Cala, a, , pa , , , Vi , 
, U a and . Each line of the d  moras and the total number of the 

moras in the two lines is 48 moras. The 23 combinations of 2 moras (heavy syllable) and 1 mora (light syllable) are 
just theoretical constructs.  
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-Pai gala  in his 

Pi gal 

r this definition, he gave 23 types of 

-Pai gala , starting from the  which has 22 heavy 

heavy syllables shifts from 22 to 0. The following is an example of the  given by 

Sukhdev  in his Pi gal which has 22 heavy syllables and 4 short syllables in two lines: 

- - -ni - - h -
      ,     . 

- - - - - - 13 
      ,      . 

 

The  which has 48 short syllables in two lines as follows; 

- - -da- - - - - - - -sa- - -sa-

vi-ma- - - - - -na- - - ha-na la-sa- 14

 
finer than what was traditionally taught. It differs 

from the -Pai gala  in the following respects: 
 

1) There are two syllabic arra  
   13m. =3( _ or _  or )  
   13m.= 4( _or _ _ or )  

) or ( ).  
 

 
to the same as  defined in the 

-Pai gala . Probably the most interesting finding obtained from rules 1 and 3 is the 
principle that three moras should be followed by three moras and four moras by four moras. This 
observation of  does not agree with the syllabic arrangement of  and taught in 
the -Pai gala , so  gives a unique syllabic arrangement of  and  
instead.  

incurs a further question, i.e. whether the syllabic arrangement of the 
d ody or not. The following is a d Abdur Rah m 
‘Kh -i-kh -1627). 

   
 

13 “You are the king of kings, you are the origin of splendor, you are giver, scholar and sun in the Jambu island.” 
14 “The face of young woman is very charming. She touches beautifully and smiles gently as if the beautiful autumn 
cloud shines on the pure autumn moon.” 
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  a- - - - - - -lai -
        ,       . 
a-hi-ma- - - - - h a- - mo- 15

      ,       . 
 
In this example, 3 moras are followed by 3 moras ( ) and 4 moras by 4 moras 

(   ),  -16th 
c.) shows a similar tendency; in the first and second lines, the group of 4 moras is followed by 4 
moras (   ) (   ). 

 
   h - - - - - h - - a- -
             ,         . 
   m - - ha- h - - - - h - - h - 16 
             ,         . 
 
It is worth noting that the fir of this example does not start with 6 moras, because the sixth 

mora is a heavy syllable. According to the rules of the -Pai gala  
this kind of syllabic arrangement is common in Hindi literature. Significantly,  can 
solve this problem. ’s definition describes the actual meter of Hindi that 
the -Pai gala  naturally did not mention. His definition tells the tendency that Hindi poets 
prefer the repetition of the same moras (trochaic or dactylic) at the beginning of a line.17 The 
repetition of the same chunks of moras at the beginning marks a distinctive rhythmic pattern while 
the end rhyme gives a strong impact of repetition. This Hindi d  starts with partial 
rhythmic repetition and rhymes in -  at the end of the lines.  

 

 
15 “Noble men neither praise themselves, nor boast about themselves. When will a diamond say its own price a 
hundred of thousands?” 
16 “The diamond is lying in the market, covered with ashes. He who is fool passed by it, he who knew picked it up.” 
[  171] 
17 Bryant (1992), following Sen (1973), argued that the 3-3-2 vs. 4-4 moraic pattern occurred not only at the 

the meters used by 
, Bryant claimed that the fundamental division is tetrarhythmic. 

The easiest way to divide sixteen moras is by four, while 3-3-2 was employed as its variation in Hindi (Bryant 1992: 
213).  

In this connection, it might be worth noting that , a syllabic meter of a Hindi origin, is composed of a 3-3-2 vs. 
4- -70) pointed out that the syllabic group of  is based on 8, in 

The Kabitt is a quatrain composed of sixteen 
plus fifteen syllables in each line. The number of the moras in each line is not fixed, but the syllabic arrangement is 
restricted to 4-4 vs. 3-3- , I.10) in which a 3-3-2 
syllabic arrangement is obvious;  

-li- - ho- - - h - hi- -
ha- h - - - -pa- - h -
“As adamant, unyielding, as the tortoise’s back unbending,  
None could raise it though persisting” (tr. by Raymond Allchin) 

This reflects that the 3-3-2 vs. 4-4 patterns, not only of moras but also of syllables, constructed the fundamental 
rhythm of early Hindi literature.  
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6. Modern Hindi prosody and the change in the phonetic value 
The examples of Hindi meter mentioned above show the scansion based on the pronunciation of 

Old Hindi. Now let us take a look at the prosody of Modern Standard Hindi. The most prominent 
change from Old Hindi to Modern Standard Hindi is in the phonetic value of short a [ ]. This vowel 
is not pronounced in weak position in Modern Standard Hindi, although we do not know when the 
reduction took place. According to the mora rule of traditional Hindi metrics, the word  “lotus” 
is scanned -ma-la CVCVCV  3m. On the other hand, the final vowel a is not pronounced in 
Modern Standard Hindi and hence is not scanned, but the total number of the moras remains the 
same: -mal CV-CVC  3m. The change in pronunciation made the syllabic division of the word 
different, but the total number of the moras in a word is unaffected.  

Take the following modern Hindi poem by Kunwar Narain (1927-) for example. If we try to 
analyze this poem by the metrical scansion of Old Hindi, which treats the inherent vowel a as having 
a mora value, this scansion does not show any regularity or special feature in the rhythm of 
recitation: 

1.1 -ma- - - - - - -ve-   
               , 

1.2 la- - - - - - - ,  
                      

1.3 - - - hi- hu- -ga-    
                    

1.4 la- -i- - - - - ha- … 
                 

2.1 - - -   
      

2.2 - - -  
            

2.3 la-pa- - - - - hai- -   
                      

2.4 - - -na- - - - a-  
                       

2.5 i- -da- -da- -ma- h - 18 
                        

 
If we follow the traditional scansion, we cannot see the impressive slow rhythm of this poem. But 

if we count the two open syllables with short a as one heavy syllable, its metrical rhythm emerges as 
the sequence of syllables contains repetition of a bacchius ( ). Note that in Modern Standard 
Hindi, (C)VCC and (C)VVC are scanned , because a coda consonant following a heavy syllable 

 
18 “A glistening cold ice-like morning, it felt,  

touched the hot body in such a way,  
as if in a winter-shivered place, suddenly  
a mirror got struck by a ray 
a ray 
that, like fire, does not snuff out 
but flares on the frozen view and spreads out, 
somewhere as life, somewhere as life-giver, 
so becomes life that one cannot fathom out!” ( by Ku , tr. by Apurva Narain) 
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nucleus (VV or VC) is treated as having a mora value of the ‘inherent’ a. In this poem, they are garm, 
sard, ek, āg, phail, prāṇ. 
 
1.1 ca-mak-dā-r, thaṇ-ḍā, ba-raf sā sa-ve-rā  

ˬ‒‒ˬ, ‒‒, ˬ‒‒ ˬ‒‒ 

1.2 la-gā, is ta-rah chū ga-yā gar-m tan se, 
ˬ‒, ‒ ˬ‒ ‒ ˬ‒ ‒ˬ ‒ ‒, 

1.3 ki jai-se ki-sī sar-d ṭhi-ṭhu-rī ja-gah mẽ   
ˬ ‒‒ ˬ‒ ‒ˬ ˬˬ‒ ˬ‒ ‒ 

1.4 la-ge ā-i-ne par ki-raṇ e-k chan se  
ˬ‒ ‒ˬ‒ ‒ ˬ‒ ‒ˬ ‒ ‒  

 
2.1-2.2 ki-raṇ e-k jo ā-g sī bujh na jā-ye,  

ˬ‒ ‒ˬ ‒ ‒ˬ ‒ ‒ ˬ ‒ ‒ 
2.3 la-pak kar ja-me dr̥ś-ya par phai-l jā-ye  

ˬ‒ ‒ ˬ‒ ‒ˬ ‒ ‒ˬ ‒ ‒ 
2.4 ka-hīm̐ prā-ṇ ban-kar, ka-hīm̐ prā-ṇ-dā,  

ˬ‒ ‒ˬ ‒‒, ˬ‒ ‒ˬ‒ 

2.5 is qa-dar zin-da-gī ho sa-majh mẽ na ā-ye  
‒ ˬ‒ ‒ˬ‒ ‒ ˬ‒ ‒ ˬ ‒‒ 

 
Now it is obvious that the number of the syllables based on the scansion of Old Hindi is different 

from that of Modern Standard Hindi, which clearly shows repetition of bacchius (ˬ‒‒).  
One stanza is composed of 16 times of ˬ‒‒, so this is a quatrain rhyming at the end (tan se ‒ chan 

se, jāye ‒ āye). The metrical pattern of a trisyllabic foot repeated eight times reminds us of the 
savaiyā, which has been one of the most popular Hindi meters. However, there is a difference 
between them, i.e., the foot of a savaiyā is composed of three syllables having four moras (‒ˬˬ or 
ˬˬ‒)19, while that of this Hindi poem is composed of three syllables having five moras (ˬ‒‒).  

Here, we should also consider the possibility that the loss of inherent a in the pronunciation of 
Modern Standard Hindi dates back to Old Hindi. Apocope of unstressed [ə] is a common sound 
change which could have taken place at any period. The above-mentioned rule of the syllabic unit 
(3-3-2 /4-4) that Bhānu pointed out was about the dohā in early Hindi literature20, but this rule can 
be interpreted that early Hindi poets were already aware of the syllabic unit in which the ‘inherent’ a 
had ceased to be pronounced. In order to test this hypothesis, let us take an example of an early 
Hindi poem. The following is a dohā in the 16th century composed by Tulsīdās.  
 

 
19 The savaiyā is a quatrain, of which some variations exist. The following two are the most common types:  

abcd  ‒ˬˬ|‒ˬˬ|‒ˬˬ|‒ˬˬ|‒ˬˬ|‒ˬˬ|‒ˬˬ| ⏕ ⏕ | 
abcd  ˬˬ‒|ˬˬ‒|ˬˬ‒|ˬˬ‒|ˬˬ‒|ˬˬ‒|ˬˬ‒| ⏕ ⏕ | 

20 ‘Early Hindi literature’ refers to that of the Bhakti period (14-17 c.).  
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             ha- o - - -pa- - a- pha- e pa-s - a- - ha. 
                              
             u-la- - - h - - - - - - h -ghu- - h 21 
                               
 

In this example, the first line starts with 3-3-2 moras (   ), while the second line with 4-4 
(  ). But in this scansion, the unit of 3-3-2 in the first line is not clear, because (   ) 
can be parsed either 3-3-2 ( ) or 4-4 (  ). However, if we scan the same poem by 
the rule of Modern Standard Hindi as follows, the syllabic unit becomes more obvious: 
 

o ph e pas h

                    
h h h h

                             
 

According to this scansion which counts CVCV ( ) as CVCV( ), the first line starts with 3-3 
( ) and the second line with 4-4 (  was aware of 
these units. In other words, poets of the -Apabhra  periods might have been aware of 
syllabic units where the inherent vowel a was already deleted, just like in Modern Standard Hindi.  

If it was the case, we also need to consider whether two light syllables were already equivalent to 
one heavy syllable in early Hindi literature or not. The following is a s  composed by Raskh  
(17th c). 
 

añ- - -di- - - - ai -ni- - - ha-la- ai- -
                       

p - -ga- -ga- - - - - - -lai- -
ad- - - - - - -pa- - - -gha- -la- ai- -
e- ha- - -sa- h - -va- - ne- ai- - .22 

           
This quatrain is a s , which rhymes at the end (-ai ), each line having eight dactyls ( ). 

The s  exceptionally allows heavy syllables to be scanned as light, as is marked by the symbol 
 in this example, and there are indeed many such long syllables which should be counted as light. 
On the other hand, we should note that the heavy syllables in the dactyls of this s
deviate from the moraic rule; only two types of heavy syllables are used, i.e., one containing a long 
vowel, e.g., mo- -na CVV-CV-CV , and one containing a short vowel followed by a conjunct 

 
21 “When leaves are green, [animals] graze, when they become dry, men burn them, and when they bear fruits, men 
reach out and take them. Tulsi says, selfishness is a friend of everybody. Highest knowledge is a friend of Rama.” 
(  52) 
22 “Having erected a high golden palace, you mounted the jewels on it and made them glitter forever. 
From early morning all citizens weigh the pearls on scale. Even though your people are poor, Indra longs for your 
excellency as the lord of the people. What is the use of becoming such [a king], Raskhan says, if you do not have love 
for Krishna?” (  6) 
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consonant, e.g., - -na CVC-CV-CV . As mentioned above, a CVCV  whose last vowel is 
a short a can be counted as a CVC  according to the pronunciation of Modern Standard Hindi, but 
in this s , by the rule that the ‘inherent’ a has a mora value. If 
one heavy syllable is equivalent to two light syllables, they should be interchangeable: in Hindi, such 
cases can occur if a medial syllable contains an ‘inherent’ a, e.g., -la-  CV-CV-CVV  =  
CVC-CVV . But that option is not available in this case. In other words, the inherent vowel a was 
still present at the time when this s  was composed in the 17th century. So h , the name 
of the poet, should be scanned -sa- h -ni CV-CV-CVV-CV, and not - h -ni CVC-CVV-CV as 
in modern pronunciation. 
 
7. Conclusion 

Now let us go back to the “4-4 / 3-3-2” discussed in section 5. If the ‘inherent’ a of 
early Hindi literature was pronounced as [ ] 
is  different from that of the d
previous stage (i.e.,  

-Apabhra ) and to be unique to Hindi. One possibility is that as the short vowel 
in weak position started to be syncopated, the poets started treating the sequence of two light 
syllables (CVCV) as one heavy syllable (CVC). The maximal quantity of a Hindi syllable is two 
moras, but we can introduce a larger syllabic unit called on, e.g., a unit of three or four moras. 
The phonological rhythm of Hindi might consist of moraic feet as is provided by Hayes’s Metrical 
Stress Theory (Hayes 1995:162), but repetition of a larger unit, i.e., colon, seems to constitute what 
could be called the poetic rhythm of Hindi. This rhythm is peculiar to Hindi prosody and is shared 

 when he mentioned the “4-4 / 3-3-2” rule. 
 
References 
 

 
 : -   

 
 : Pandit, Shankar. P. ed. with English notes. 1879. 

 Bomvay: Government Central Book-Depôt. 
 

 : (ed.). 1955. -  kha  
 

Kunwar Narain 
Narain, Kunwar. Apurva Narain (tr.). 2010.  Lancashire: Arc 

Publications. 
Sukh  
Pi gal: Manuscript No. 238, . Manuscript No. 977, Gaya: Sri 

－151－

The Rhythm of Hindi Poetry and When Short a Stopped Being Pronounced



12 
 

Mannulal Library.  
Abdur Rahīm ‘Khān-i-khānā’ 
 Dohāvalī: Miśra, Vidyānivās. 1985. Rahīm granthāvalī. New Delhi: Vāṇī Prakāśan. 
Raskhān 
Sujān Raskhān: Miśra, Viśvanāthprasād. ed. 1953. Rasakhāni-Granthāvalī. Vārāṇasī: Vāṇī Vitān 

Prakāśan. 
Tulsīdās 
Dohāvalī: Śukla, Rāmacandra. ed. et al. 1923. Tulasī granthāvalī. 2nd vol. Kāśī Nāgarīpracāriṇī 

Sabhā. 
Rāmacaritamānas: Prasad, R. C. (ed.) and (tr.). 1988. Śrīrāmacaritamānasa. Delhi: Motilal 

Banarsidass.  
Kavitāvalī: Śukla, Rāmacandra et al. (ed.). 1923. Tulasī granthāvalī. 2nd vol. Kāśī Nāgarīpracāriṇī 

Sabhā. 
(tr. Allchin): Allchin, Raymond. (tr.). 1964. Kavitāvalī, New York: A. S. Barnes. 

 
Secondary Sources 
‘Bhānu’, Jagannātha Prasāda. 1894. Chandaḥ prabhākara. Bilāsapura: Jagannātha Press. 
—— [1909] 1971. Kāvyaprabhākara. Vārāṇasī: Nāgarī Pracāriṇī Sabhā. 

Bhāyāṇī, Harivallabha. 1953. Paumacariu of Kavirāja Svayambhūdeva. Bombay: Singh Jain Shastra 
Shikshapith. 

Bryant, K. E. 1992. Three-three-two versus four by four: metrical frames for the padas of Sūrdās. In: 
R. S. McGregor (ed.), Devotional literature in South Asia: current research, 1985-1988, 209-24. 
Cambridge: Cambridge University Press. 

Dvivedī, Hazārīprasād. [1952] 1994. Hindī sāhitya kā ādikāl. New Delhi: Vāṇī Prakāśan. 
Hayes, Bruce. 1995. Metrical Stress Theory. Cambridge, MA: MIT Press. 
Jacobi, Hermann. 1884. Ueber die Entwicklung der indischen Metrik in nachvedischer Zeit. 

Zeitschriften der Deutschen Morgenländischen Gesellschaft, 38. 
Miśra, Durgā Śaṅkar (ed.) 2005. Sukhdev racnāvalī. Lucknow: Sukhdev Prakāśan. 
Miśra, Śrīpati. Lakṣmīdhar Mālavīya (ed.). 1999. Śrīpati Miśra Granthāvalī, New Delhi: Āditya 

Prakāśan. 
Nagasaki, Hiroko. 2012. Hindi Metre: Origins and Development. In Hiroko Nagasaki, ed., Indian 

and Persian Prosody and Recitation, 107-129. Delhi: Saujanya Publications. 
——. 2013. Mātrā in Bhakti Poetry and Perso-Arabic Metres. In: Imre Bangha, ed., Bhakti Beyond 

the Forest: Current Research on Early Modern Religious Literatures in North India 2003-2009, 
353-366. New Delhi: Manohar. 

Prasād, Śivanandan. 1964. Mātrik chandoṃ kā vikās. Patnā: Bihār Rāṣṭrabhāṣā Pariṣad. 
Sen, Nirlatan. 1973. Early Eastern NIA Versification. Shimla: Indian Institute of Advanced Study. 
Velankar, H.D. (ed.). 1962. Virahāṅka kr̥ta-saṭīka Vr̥ttajātisamuccaya, Jodhpur: Rajasthan Oriental 

Research Institute. 
Vyās, Bholāśaṅkar (ed.). 1959-1962. Prākr̥tapaiṅgalam, 2 vols., Vārāṇasī: Prākr̥t Granth Pariṣad. 

－152－

Nagasaki, Hiroko



12 
 

Mannulal Library.  
Abdur Rahīm ‘Khān-i-khānā’ 
 Dohāvalī: Miśra, Vidyānivās. 1985. Rahīm granthāvalī. New Delhi: Vāṇī Prakāśan. 
Raskhān 
Sujān Raskhān: Miśra, Viśvanāthprasād. ed. 1953. Rasakhāni-Granthāvalī. Vārāṇasī: Vāṇī Vitān 

Prakāśan. 
Tulsīdās 
Dohāvalī: Śukla, Rāmacandra. ed. et al. 1923. Tulasī granthāvalī. 2nd vol. Kāśī Nāgarīpracāriṇī 

Sabhā. 
Rāmacaritamānas: Prasad, R. C. (ed.) and (tr.). 1988. Śrīrāmacaritamānasa. Delhi: Motilal 

Banarsidass.  
Kavitāvalī: Śukla, Rāmacandra et al. (ed.). 1923. Tulasī granthāvalī. 2nd vol. Kāśī Nāgarīpracāriṇī 

Sabhā. 
(tr. Allchin): Allchin, Raymond. (tr.). 1964. Kavitāvalī, New York: A. S. Barnes. 

 
Secondary Sources 
‘Bhānu’, Jagannātha Prasāda. 1894. Chandaḥ prabhākara. Bilāsapura: Jagannātha Press. 
—— [1909] 1971. Kāvyaprabhākara. Vārāṇasī: Nāgarī Pracāriṇī Sabhā. 

Bhāyāṇī, Harivallabha. 1953. Paumacariu of Kavirāja Svayambhūdeva. Bombay: Singh Jain Shastra 
Shikshapith. 

Bryant, K. E. 1992. Three-three-two versus four by four: metrical frames for the padas of Sūrdās. In: 
R. S. McGregor (ed.), Devotional literature in South Asia: current research, 1985-1988, 209-24. 
Cambridge: Cambridge University Press. 

Dvivedī, Hazārīprasād. [1952] 1994. Hindī sāhitya kā ādikāl. New Delhi: Vāṇī Prakāśan. 
Hayes, Bruce. 1995. Metrical Stress Theory. Cambridge, MA: MIT Press. 
Jacobi, Hermann. 1884. Ueber die Entwicklung der indischen Metrik in nachvedischer Zeit. 

Zeitschriften der Deutschen Morgenländischen Gesellschaft, 38. 
Miśra, Durgā Śaṅkar (ed.) 2005. Sukhdev racnāvalī. Lucknow: Sukhdev Prakāśan. 
Miśra, Śrīpati. Lakṣmīdhar Mālavīya (ed.). 1999. Śrīpati Miśra Granthāvalī, New Delhi: Āditya 

Prakāśan. 
Nagasaki, Hiroko. 2012. Hindi Metre: Origins and Development. In Hiroko Nagasaki, ed., Indian 

and Persian Prosody and Recitation, 107-129. Delhi: Saujanya Publications. 
——. 2013. Mātrā in Bhakti Poetry and Perso-Arabic Metres. In: Imre Bangha, ed., Bhakti Beyond 

the Forest: Current Research on Early Modern Religious Literatures in North India 2003-2009, 
353-366. New Delhi: Manohar. 

Prasād, Śivanandan. 1964. Mātrik chandoṃ kā vikās. Patnā: Bihār Rāṣṭrabhāṣā Pariṣad. 
Sen, Nirlatan. 1973. Early Eastern NIA Versification. Shimla: Indian Institute of Advanced Study. 
Velankar, H.D. (ed.). 1962. Virahāṅka kr̥ta-saṭīka Vr̥ttajātisamuccaya, Jodhpur: Rajasthan Oriental 

Research Institute. 
Vyās, Bholāśaṅkar (ed.). 1959-1962. Prākr̥tapaiṅgalam, 2 vols., Vārāṇasī: Prākr̥t Granth Pariṣad. 

13 
 

 

 
nagasakihiroko.hmt@osaka-u.ac.jp 

   

  

 
 

16
3/3/4 vs. 4/4

 (1894)
Bryant (1992) 

3/3/4 vs. 4/4
a

 
( ) 

－153－

The Rhythm of Hindi Poetry and When Short a Stopped Being Pronounced


