Chapters 3 and 4 turn to the musde of Hindi flm songs. Whilst lyries are referred
10, the focus 1s on film songs as o musical expression, These chapters draw on previous
scholarship on Hindi film songs, material on Western film musie, pop videos, American
film musicals, Indian theatrical traditions and music, and studies on the Hindi film
narrative, as well as material from fieldwork and the analysis of picturized film songs.
Chapter 3 reviews previous studies of film song style and then proceeds to investigate
[ilm song style through a comparison of film and non-film gawwalis. This comparison
reveals what the film has added or changed in traditional gawwali and hence isolates
what film song style is. This method is also used to isolate the cinematic aspect of
the historical development of film song. Film song style is discussed with relation to
the cinematic and narrative style of Hindi films. With comparison to other popular
music genres, themselves influenced by film song, it is possible to isolate the unique
components of film song style. The chapter concludes with a discussion on how far
film songs can be seen as an independent style, as in Prasad’s model discussed above,
and how far they are to be identified with the Hindi cinema.

Chapter 4 extends the study of film music to the backing scores of Hindji films, and
addresses the issue of musical meaning in the music of Hindi films. It focuses on the
phenomenon of the use of Western music in film songs and background scores. First,
it is established to what extent the use of Western music in Indian and Hollywood
films overlaps. Then it is discussed how an overlap may occur if music is a culture-
specific semiological system. The debate about whether meaning in music is arbitrary
and culturally learned, or whether it is inherent in the musical structures or indeed in
physiological processes of the human body, will be revisited with the findings of this
specific case of Hindi film songs. Trends in the use of Western music in Hindi films
are discussed in the light of the narrative context of this music, and it is argued that the
narrative role of film songs plays a part in the borrowing of Western music in Hindi
film songs and background scores.

In chapter 5, the commercial life of film songs is examined. The history of film
songs as a commercial product is discussed through a focus on four eras of film song
history, the early years of sound film; the early 1930s to the mid-1980s: the gramophone
era; the 1980s-2000: The cassette revolution and the spread of commercial television;
and 2000 and beyond: From boom to bust. The commodification, marketing and
profitability of film songs in each of these eras are discussed, and the commercial
relationship of films and film songs explored.

Chapter 6 overviews the reception of film songs and its relationship to the cinema,
focusing chiefly on the contemporary situation. First, the popularity as opposed to the
commercial sales of film songs is discussed through an examination of countdown
charts that are calculated according to audience requests as well as sales. The contact
of audiences with film songs is then discussed, so as to ascertain how far audiences
are exposed to film songs in the context of the parent film or the Hindi cinema in
general. The question of what audiences then ‘do’ with film songs is also addressed.
Chapter 6 concludes with a discussion of the different levels of film song reception,
and a return to the Adornian profile of film songs as passively consumed and causing
musical alienation as argued by Manuel (1993).

C'hapter 2

The Production Process of Hindi
Film Songs

[Like most varieties of song, Hindi film songs have a vocal melody, lyrics and a
instrumental accompaniment. However, in addition to this, they also have a visu:
component, the picturization as it is called, and appear within the narrative of
Hindi film. How, then, is a film song put together? How are all of these differer
components coordinated? There is no study that examines the production proces
of film songs in detail, although it is likely that this would reveal much about th
kind of music that film songs are. As discussed in chapter 1, the view put forwar
by studies of the Hindi film is that film songs are para-narrative units that appear i
films, but that are not determined by the film narrative. Prasad, in his examinatio
of the production of the Hindi film, argues that a Hindi film consists of a number ¢
components — songs, dialogues, story, fights, and so on — which emanate from an
are shaped by their own traditions rather than varying due to the demands of a give
film narrative (Prasad 1998: 36-51). They are thus made by separate personne

" namely the music director, dialogue writer, story writer and fight master respectivel’

This chapter focuses on the production process of the film songs themselves, an
examines whether the film narrative and the visual dimension of songs are in fa
insignificant to the way the songs are conceived and produced, as Prasad argue:
or whether the musical, narrative and visual components of film songs are in fa
more integrated. This is based on nine months of fieldwork in Bombay, where man
aspects of the production process of film songs were observed at first hand, as we
as recounted through personal interviews with members of the film industry. Th
primary focus of this chapter is on film songs as a musical expression, but lyrics ar
also discussed.

The production process of the Hindi film

Before proceeding with a detailed account of the production of film songs, th
making of the songs will be briefly located in the overall production process of th
Hindi film. To state what might seem to be the obvious, the starting point for Hinc
film songs is always a Hindi film.! If there is no film, there will be no film song;
A film usually begins with a story idea, most often by a director or a story-write

1

Film songs may be adapted from pre-existing songs or composers’ song banks, bt
this process of adaptation into a new song is only carried out when work begins on the musi
for a particular film.




director (if it is a story-writer rather than a director who presents the story idea),
stars, a music director, a lyricist, a choreographer, as well as various other people
who will work on the film.> A music company will also be approached to buy the
audio rights to the songs and market the music at this stage (see chapter 5). When
any of these people or institutions agree to work on the film, they ‘sign’ the film,
which may involve a written and legally binding contract in which the payments
and any royalties are stated (Avtar, Yash Raj Films UK; interview, 20 August 2001 e
Once a team has been gathered in this way, the next stage is to complete the story of
the film, including a preliminary screenplay, the arrangement of the film into scenes,
and the locations and sets where these scenes will take place. When the director
knows where the songs are going to appear in the film and in which scenes, and
the locations they will be picturized in, and work can begin on the songs. When
the producer and the director are happy with the music and lyrics provided by the
music director and lyricist, the recording of the songs will begin. After the recording
of the songs is finished, the shooting of the main body of the film and the song
picturizations can begin. The actual dialogues of the film are usually written before
scenes are shot, sometimes even the night before. The production of Hindi films
is largely oral, and bound and written scripts are relatively rare.* People involved
in the film learn of what is required from them from the director. In practice, these
stages may overlap considerably. The shooting of the main body of the film may
begin before all the songs are recorded, or one song may be picturized before another
has been composed. Changes may also be made to the story after portions of the film
have been shot, and changes to the cast may be made as well. Songs, or other scenes,
may also be added or even deleted after the main shooting of the film is complete.
However, no single song will be shot in its entirety before it has been recorded.
When all of the material has been edited, dialogues and sound effects are dubbed in.
Then all that remains to be completed before the film is finished is the background
music. This theoretical order of events is illustrated in figure 2.1.

2 The use of a narration of the story rather than a bound script (see below) means
that different people receive slightly different narrations, which in the case of the stars not
infrequently leads to complaints that their role had seemed much larger than it actually was.

5 In big production companies like Yash Raj Films, signing involves a written and
legally binding contract, while other smaller concerns may not issue such legally binding

contracts.
4

See Prasad 1998: 44-45. Some people in the industry do work from scripts. Salim—
Javed, the writers behind some of the most famous dialogues of Hindi cinema, such as Deewar
(1975) and Sholay (1975) ‘used to refuse to allow any changes to the bound scripts which
they completed’ (Dwyer 2000: 110). Aditya Chopra and Prakash Jha are also directors who
begin production on a film with a full script (interviews, 9 November 1998 and 8 June 1999
respectively). Music director Khayyam also says that he insists on working from a full script
for composing music for a film (interview, 7 April 2000).
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Signing of a film

7

Completion of the film story and some of the screenplay

7

The making of the songs (composing and recording)

7

Completion of the screenplay and dialogues

7

Shooting of the film and the picturisation of the songs

v
Editing

v
Dubbing and sound effects

7

Background music

7
Complete film

Figure 2.1 The production stages of a Hindi film

Composing the songs
Musical traditions

The origins of the Hindi film song are mostly theatre music, since the majority ol the
composers working in the first sound films came from the urban theatre tri.idlllmns‘
such as the Parsi Theatre, Marathi Theatre or Bengali Jatra. Theatre music itself
drew on a mixture of classical, light-classical and folk music. Film music continued
to draw from this, adding to it increasing amounts of Western and other foreign
influences in the form of instrumentation, harmony, rhythms, and melodies. ’.l"hiH_
process of development is described in detail by Arnold (1991), and her analysis of
the resulting style is overviewed in chapter 3.




focal Tolk- musics, later generations of music directors also drew from the work of

prcv.inus film music composers or were taught or apprenticed by, or were (and are)
relatives of previous film composers. For example, Naushad assisted Khemchand
Prakash before becoming established himself as a music director. Laxmikant and
P.yafelal began as instrumentalists in the industry, playing the mandolin and Western
v101.1n respectively. Then they worked as arrangers for Kalyanji—Anandji before
getting their first break as music directors with Dosti (1964) (interview with Pyarelal
Sharma, 31 October 1998). Music director R. D. Burman began assisting his father
S.D. Burman. Anu Malik is the son of music director Sardar Malik. J atin—Lalit (sons
gf classical vocalist Pandit Pratap Narayan, nephews of Pandit Jasraj) are strongly
1nﬂu§nced by R. D. Burman, and acknowledge him as a Guru (interview with Jatin
Pandit, 4 November 1998). Anand-Milind are the sons of music director Chitragupt.
Uttam Singh worked for Naushad and other composers, doing background scores
and arranging, and also songs for a few films such as Painter Babu (1983). He
became famous as a music director following his hit songs for Yash Chopra’s Dil
7o Pagal Hai in 1997. Music director Vishal Bharadwaj is the son of a poet, Ram
Bharadwaj, who also wrote some songs for films. Music director Shravan (’of the
Nad§em—Shravan duo) Rathod’s sons, Sanjeev and Darshan, are now a successful
music director duo Sanjeev—Darshan. Pyarelal Sharma, Naresh Sharma (Pyarelal’s

brother, who does mostly arranging and background score work for various

composers, especially for Nadeem—Shravan, but has also composed songs for some

films), Shravan Rathod, Uttam Singh, Anu Malik, Jatin—Lalit, Aadesh Shrivastav

and many more were taught Western music by Ram Prasad Sharma, Pyarelal’s and
Naresh’s father. This is just a handful of the relationships of influence, teaching and
blood within the world of Hindi film music, which can be seen as approximating the
gharands of North Indian classical music.

The situation for lyric writing is similar. Hindi film lyrics have drawn mostly on
the. Urdu poetic tradition, and also on various Hindi folk and devotional poetry. Most
lyrlf:lsts were, until recently, Urdu poets, and Hindi film lyrics still draw heavily on
the imagery and vocabulary of Urdu poetry for a language of emotions and love.’

The role of the parent film

Although, as Prasad argues, a musical and lyric tradition can be traced in film song
that is to some extent independent of the cinema, having its own momentum and
own lines of transmission, this is only part of the picture. The production process of
Hindi film songs is far more complicated than this view of film music or lyric writing
suggests. The first thing that links the making of the music with the production of
Fhe film is the fact that the making of the songs is paid for by the film producer, who
is also the producer of Hindi film songs. The film producer pays for the maki;ag of
the entire film including the songs (often by borrowing money from a financier),

5

See Dwyer 2000: 110-113 for a discussion of language in Hindi cinema and film
songs. See Kesavan (1994) for a discussion of the place of Urdu in the language of Hindi films
and film songs, and also Kabir (1999) for first hand material on film songs and dialogues.

the editor, singers, make up men, cooks, spot boys and so on.* Although the role of
a producer is essentinlly one of o businessman, because he’ stands to make or lose
the most money of all those involved in making the film, he will also to a greater
or lesser degree be active in (or interfere with, as it is often interpreted) decisions
regarding the artistic side of film and song making. Next in the hierarchy is the
director, who is hired by the producer to carry out and oversee the artistic side of
the film making.® Although the stars are in many cases more powerful and of higher
status than the director, they are (at least in theory) supposed to take orders from him
in matters concerning the making of the film. The director controls the artistic side
of the film making, including the making of the songs: although musical specialists
and poets are hired to write the music and lyrics of songs, they are answerable to the
director and ultimately to the producer. The producer or director choose who they
want to do the music for a film, and approach them. The producer or director may
also choose who does the lyrics, but it may also be left up to the music director to
choose which lyricist they want to work with. Whilst music directors may choose
lyricists, lyricists rarely choose music directors, reflecting their overall lower status
on the whole.® It also reflects the importance given to music in Hindi films. The
credits of a Hindi film present the stars’ and the producer’s names first and last,
respectively, giving them both the highest importance. The director’s name is given
second to last, the music director’s before the director’s and the lyricist’s before the
music director’s, giving a clear hierarchy.

The music director and lyricist have to please the taste of the director, who is
artistically in charge. Anu Malik, one of the top current music directors in Bombay
described how he caters to the taste of the given film director when he composes:

¢ See chapter 5 for a detailed description of the commercial life of film songs. See
Mittal (1995) for an in depth study of Hindi film production, distribution and exhibition.

7 The vast majority of producers, directors, music directors and lyricists are men in
the commercial Indian film industry. More female directors have been emerging, for example
Tanuja Chandra (director), to name one of the first ones. Female producers are rare, though
a number of female stars have gone into production, such as Pooja Bhatt (from a filmmaking
family), Juhi Chawla and Aruna Irani. The only female music director I have heard of is
Saraswati Devi (1912-1980), who composed mostly for Bombay Talkies in the 1930s and
1940s, and I am unaware of any female lyricists. The use of the masculine gender in this
discussion therefore reflects the male-dominated nature of the industry.

8 In practice, producer and director are often one and the same person, or both part of
the same family. Yash Chopra now produces and directs his own films, and also produced
his son’s, Aditya Chopra’s, earlier films. Sooraj Barjatya’s films are produced by his father’s
production company, Rajshri, and Subhash Ghai also produces and directs his own films.
These three producer—director set-ups are now financially successful enough to finance their
own movies. Such a situation is the ideal for film making, since it means that financial and
artistic priorities need not be at loggerheads as they so often are in film making in India, to the
great frustration of up and coming directors and music directors.

°  The lyricist Sahir Ludhianvi was said to refuse to work with music directors that were
more famous than him. He had gained enough acclaim as a lyricist to be able to make such
demands. Howeyver, his case is unusual.



him, and 1 have (o give him what he wants, ... 1 keep a direetor in mind when I work,
In fact I believe in variety. For example, a true composer is one who can come out with
a song at the time for a director and make him feel that, ‘Oh this tune was born for me!”

(Interview, 1 July 1999)

Shiv Kumar Sharma, the renowned classical santir player who has composed music
for commercial Hindi films, also commented on how the music director has to follow
‘the choice of the director and not only his [own] choice’ in film music:

[One] thing which is very very essential in film music is the point of view of the director.
Each director has got his or her own choice of music, style of music, they like particular
style of music. What Mr Yash Chopra likes may not be what Raj Kapoor liked. They have
got different choice (Interview, 26 March 2000).

The music director also has to deliver music that is in line with the taste of the producer,
and more significantly, his conception of commercial music that the masses will like,
since the producer is primarily concerned with the film being financially successful.
Producers are usually the ones who are blamed for what is often perceived as the poor
quality of film music nowadays, insisting on the most commercial sounding songs,
even if they have no place in the story. I have also heard of producers threatening
to cut songs from films that they believe will be too expensive to shoot or that they
do not consider as commercial enough in their appeal. Some of this may be a case
of passing off the responsibility for unimaginative music or lyrics, but the producer,
being the one who is financially responsible for the success or failure of the film,
does have the right to veto most aspects of film making or demand changes.

Some composers find having to please the taste of the director and producer in
this way restricting. Jagjit Singh, the famous ghazal singer, said that he preferred
not to work for films, since you were restricted by the taste of the producer, of the
director, and also by the scene and the characters (described below). He said that
when writing music for TV serials, he doesn’t allow the director to come to recording
sessions. He said that people can hire him to do the music, can instruct him as to
what they want, but then should let him do his Job (interview, 9 January 1999).

All musicians and artists are restricted by financial considerations and by the
tastes of their patrons or producers; the Hindi film music director’s and lyricist’s
having to please the director and producer and make something the producer believes
to be a saleable product is by no means unique. However, what makes the job of
the Hindi film music director and lyricist more unusual is the way that they have
to cater not only to the tastes of the producer and director, but also to the needs of
the parent film, the song situation, the characters, the locations and the narrative
when composing a film song. The producer Rajkumar Barjatya of the long standing
Rajshri Productions, who produced most famously Maine Pyar Kiya (1989) and
Hum Aapke Hain Koun...! (1994), explained:

- a song itself is a scene. In any film, ... if a scene can be removed and it does not
hamper the last two or three reels which are the main crux of the story, then that scene
has no business to remain in the film normally. Sometimes there are extraordinary scenes

removing 0 gong then that song 1s not worth keeping, however good a lgnc it 18, lmwc‘\;cr
pood its lyrics are. So, it should be woven together, and this is only possible when the film
is conceived ag a musical film (interview, 30 June 1999).

Director and producer Anil Sharma, who is now best known for Gadar — Ek Prehm
Katha, the superhit film of 2001, which he directed, also commented on how tbe
songs should not be separate from the film, ‘First we see that. the song should be
a hit, the number should be very melodious. ... Second thlng, song shou’ld pe
very close to our situation, not even close, song should be the situation also [SZ;]
(interview, 15 April 1999). Prakash Jha, director of many successful art ﬁlmsz the
semi-commercial Mrityudand (1997), the more mainstream, though .commermally
unsuccessful, Dil Kya Kare (1999), and the winner of several Naponal Awarc.is,
explained that all aspects of a film, including the songs, should be integrated with

the story of that film:

For me what is most important in the film is the story. Everything begins there.v So
whether it is a song scene, whether it is an emotional scene, an action scene or climax
or middle part or whatever, everything must relate to the story. S.o the songs must be a
part of the main plot. [They must] contribute to the drama which is unfolding within the
narrative. ... (interview, 8 June 1999).

Deepak Balraj, director of the hit film Sailaab (1990) and Jaan Teri Naqm (1992),
also said that the plot should continue during song sequences, otherwise people
would leave the theatre during the songs (interview 17 November, 1998). Nabh
Kumar Raju, director of the commercially unsuccessful Hum Tum Pe Mqrte ngn
(September 1999), also described how the songs of a film sh01.11d bea partxof_ it, s.ayln(g1
that the songs must ‘help the film’ must ‘unfold the film’ (ﬁlm ko @bhana hqz) and
must ‘carry out the duty of the film, what the film has to do’ (film ka dharm nibhana
hai) . If the songs are not in some way necessary for the film, then they should not
i iew, 25 April 1999). :
o ti/:zigrgfrz\gtor Khayﬁam, mos)t famous for his music for Kabﬁz’ Kabhie (1976)
and Umrao Jaan (1981), explained that ‘when we compose music for ﬁlrp, SO we
are following the script and characters’. This is why he had composed the title song
of Kabhi Kabhie in a traditional style, because it was the }ove sor’1g_of the older
generation, and Pyar kar liya to kya? ‘So what if I've fallen in lgve? , in a rock gn;l
roll style, as it was sung by the next generation. He also explalned how he carrie
out research for historical films such as Umrao Jaan and Razzq Su.ltan (1'983), S0 h‘i
could give the flavour of the contemporary culture in the music (interview, 7 Apri

2000).




.Flgure 2.2 Romance in elder and younger generations in Kabhi Kabhie © Yashraj Films and DVD still

Pyarelal, sees the most important determinant ol the style o1 i SOng A8 TE T HHLY
and song seene. He gave the example of the infamous hit song Coll ke piche kya hat,
“What is beneath [my] blouse’ (the answer, of course, is dil mera, ‘my heart’), from
Khalnayak (1993). In this song, the heroine, a policewoman, goes undercover,
posing as a coquettish Rajasthani gypsy dancing girl" to track down a dangerous
escaped criminal. After performing this Rajasthani style song with its teasing and
innocently brazen lyrics, the criminal is besotted with her, and she joins his gang,
enabling her to follow him. Although this song received immense criticism from
various conservative groups, Pyarelal asserted that the film demanded such a song,.
He also attributed the reason for the increasing Westernization of film music as being
the use of stories with more Western situations, scenes and locations. As songs
depend on films, if the film is more Westernized, so must the songs be (interview,

31 October 1998).
Music director Milind, of the Anand—Milind duo, stated that the film and style of

film, often dictated by the star, play a role in shaping the music:

... A composer has to compose according to the kind of subject and the director and the

film he is working on. So when you’re working on a Govinda!' film ... you’ve got to give
foot-tapping music, and it should be a little funny, because that’s his image. But if you're
working on a Qayamat Se Qayamat Tak with Amir Khan, and it’s a romantic subject, §0
you get chance to give a different kind of melody (Interview, 3 March 2000).

Uttam Singh, composer of the record-breaking music for Dil To Pagal Hai (1997)
explained that the style of the music (song or background) depends on the story and
the song contexts, even going so far as to say that film music was ‘open music’,
depending on the nature of the film. Hence, versatility is one of the most essential
talents of a music director, since you should be able to do a film on any topic and
therefore in any style. He explained how he had been particularly impressed after
seeing four Hollywood films all scored by Jerry Goldsmith, one of them a Western,
One Hundred Rifles, another a Sci-fi, Planet of the Apes, and two more on different
themes. The music had been completely different for each film. There were four
films and four styles. Uttam Singh felt that this same adaptability should be applied
to Hindi film song writing (interview, 6 November 1998). Although Uttam Singh's
music for Dil To Pagal Hai (1997) broke all records, selling a massive five million
copies before the release of the film (interview, Harish Dayani, 15 June 1999), he
could not simply make similar music for subsequent films because they were very
different and required different music. Thus, in Hum Tum Pe Marte Hain (1999)
there was only one romantic love duet, whereas in Dil To Pagal Hai there were six.
This was not Uttam Singh’s choice, but stemmed from the very different demands of
the two films and their directors. In Uttam Singh’s music for Dil To Pagal Hai, set

10 The classic assumption with dancing girls in India, whi

they are second only to (or actually are) prostitutes.
1 Govinda is particularly loved for his skills in comedy and dancing, in films like

Coolie No. 1 (1995), Hero No. 1 (1997), and Bade Miyan Chote Miyan (1998), in which he
starred alongside Amitabh Bachchan.

ch cin some cases is true, i4




i urban setting with tyera- and sports elothes clad )

‘ ‘ . w2z dancers aw protagonists,
thyre i 0 strong Wentgm and jazzy flavour in tunes and orchestration, However, this
wm_lld be_anachronistlc and quite unsuitable for Gadar (2001), set in pre-partition
India, which therefore required a strong Indian basis,

Figure 2.3  Publicity shot of Shahrukh Khan and Karisma Kapoor for Dil To
Pagal Hai © Yashraj Films

Vishal Bharadwaj, who composed the music for Maachis (1997), Satva (1998), 1
T T (1999) and Godmother (1999), had a similar conception of film music, |
stated that *1 think ... because it is film music, so everything depends on the film, t
story’. He continued:

People say ‘whose style you want to follow?” or ‘what kind of style you want to bring
a film?’, so always my answer has been that, ‘you know, film demands its own music’
can’t, I don’t want to, you know, throw ... my music, my style on a film. Rather I’ll
to adapt that film’s region, the characters’ mental state and the place it has been set in.
I’ll try to adapt that and make a new style for that film. I may not repeat that later in a
other film. So film music to me is like being a part of the story writing team (Intervie
16 March 2000).

He said that what he enjoyed was researching for a film. For example, Godmot/
was set in Gujarat, so he researched Gujarati folk music and used it in the songs !
this film. Similarly, he researched and used Punjabi and Marathi music in Maac
and Hu Tu Tu, set in the Punjab and Maharashtra respectively. Satya was set
Bombay amongst gangsters, and had ‘nothing to do with the mileu’ of Maharasht
In this film, it was the song situations rather than the region that was important :
the music (interview, 16 March 2000).

Sanjeev, of the duo Sanjeev-Darshan, one of the new generation in mu
directors, commented on the role of the picturization and the visuals:

How the director’s going to picturize it ... that’s how we incorporate the strings, ¢
the strings should come in such part. Then we visualize. In the mind we visualize

heroine will be walking like this, then hero will be standing like this, and then the;
exchange some thoughts. So that’s how the music is made, according to the visuals.

we have to very much take care of the situation about how the music is going to come |:
(Interview, 25 March 2000).

The same is the case with the lyrics of the songs. The late renowned lyricist Majrc
Sultanpuri explained how, in writing lyrics for a film song, first of all it is necess:
to know who the character is, what their cultural, social and intellectual register
what their general vocabulary and mannerisms are. If a song is sung by a villag
an ordinary person on the roadside, a comedian and so on, then the diction of
song should be according to the language such a person would use (interview
November 1998).

Thus although most scholarship sees songs as incidental to films, this appe
not to be the intention, whatever the final result. The above are a range of figu
from the film industry, some more famous, more critically acclaimed or m
commercially successful than others. All of them, and many more, emphasize t
songs should not be separate from films. Producer Rajkumar Barjatya especic
emphasized this when he stated that the songs and story ‘should be woven togetl
and this is only possible when the film is conceived as a musical film’ (intervi
30 June 1999). Although songs are partly an independent tradition, they are
conceived in isolation from the film, and the film is not conceived in isolat
from the songs. Contrary to the argument put forward by Prasad, the songs are




B L RS RELV L UE SR O UG SULTER

Sittings

Given that the songs are so integral to the film, the ion i
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e s befor  filn : . It is only the director who will
theyna rt:eifgnolnnl hltsh m:ia.tgmatlon. Scripts are rarely used at this stage, and evlgivii‘
e Of,the musg heer 1re.ctor who may'ha\{e a complete vision of the film and a
e hequ1res. The music director and lyricist must therefore rely
e s reem what the film and the song scene is like, and what kind
ehpeds e qul(ries. Tl"l;us process requires extensive discussion between
necessa;ily iy tﬁeo; ielr?l dl.yrlctlst and in many cases, considerable planning. It
- irector at the centre of the process of song and lyric
T ; :
csittil?ges}){)ﬁil:fnot{l ‘tshde.songs and lyrlgs la'rgely takes place in what are known as
oL i h11rector and music director, and director and lyricist. There
stars, dance direc%jr;zhgif:oa;at;iz acl)l;e é) relsent: and' i B
i : l1alogue writers are also present. Th
pangH Izljlyd?;réigl:; fo};f ?:sh long as a year, depending on the direclzor. For Dz’le]sfo3
e ; o4 ash Chopra and music director Uttam Singh were in sittings
year, and that was just for the melodies of the songs. Uttam Singh composegd
12 Straw talks of pop videos involving ‘the constructi i
o aw t 08 . ruction of a matrix — whi
e Eiggé’sg%e;t;(')rizl)orl\z)lglg ZVlthII.l which thf: ambiguity of performer/characteﬁ1 ;(Cilelnrtri]gz:,sbi:
i rather. thaﬁ o y Tscrlbes pop videos as usually ‘being concerned with implicit
e 1n§ clear the caus.al connections which realist cinema demands’
ot o Whﬂset()tsh ave been d§scr1bed as ‘evoking the story rather than telling the;
b g | Vide(.)s . e Iieiif.ormer is present in.the form of themselves or a character in
st g ny Indian non-film pop v1fieos, actors are used in mini-narrative
many ghazal singers. Most ghazal singers would not appeal to the youngei

generation in age or image, and h
. . . ence young and beautiful i
narrative, often inter-cut with shots of the singer. (R
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eight months (interview with Pam Chopra, ginger and wife of Yash Chopra, 1/ JUle
1999). Music director Khayyam atated that he would not write a song with less than
five or six sittings with the director and lyric writer (interview, 7 April 2000). For
Ham Tum Pe Marte Hain, director Nabh Kumar Raju stated that gittings were held
with music director Uttam Singh over several months, with meetings several times a
week (interview, 25 April 1999). Director and producer Prakash Jha commented that
it usually takes from two to five sittings per song (interview, 8 June 1999).

In order for the music director to give music that is right for the film and the
scene without having actually seen it, the director must give sufficient information to
the music director. The amount of detail varies from director to director and across
different schools of film-making. At one extreme are directors who are said to just
tell the music director ‘give me a funny song’ or ‘give me a sad song’. Such an
approach relies completely on the musical and cinematic conventions and genres of
film music and song picturization pejoratively referred to as ‘formula’, and will tend
to result in songs which are irrelevant or incongruous to the film narrative (interview
with Pam Chopra, singer and wife of director and producer Yash Chopra, 17 June
1999). Where a director has just asked for a “funny song’ or a ‘sad song’, they would
then work out all the details of the shooting of the scene from the music. Even
though convention, discussed below, plays a role in all film songs, I have never met
anyone who admits to relying on it so completely, and such an approach may well
be more hypothetical than factual. However, I have been given countless examples
of this approach as an illustration of how not to work, or of how the people who
make bad movies work, or of how film music is not what it used to be. Director and
producer Prakash Jha, for instance, explained how he goes about the music for his

films:

1 can never look at a situation and tell the song writer or the music director “Now let’s do
a love song, let’s do a sad song, an emotional song, a solo or a duet or anything else’, 80 1l
always begins with narrating the story to the song writer, to the music director telling them

exactly where 1 want my narrative to be punctuated with songs (Interview, 8 June 1999).

At the other end of the spectrum are directors like Aditya Chopra and Karan Johar
who, according to music director duo J atin—Lalit who have worked with them, give
immense detail about their song situations (interview with Jatin Pandit, 4 November
1998). Lalit Pandit found that Karan Johar was giving sO much detail about his
songs for Kuch Kuch Hota Hai (1998) that he felt it was necessary to tape-record
many of the sittings. He commented that ‘directors like that actually have to have
seen the film before they make it’ (interview, 9 January 1999). Karan Johar worked
as an assistant director on Aditya Chopra’s Dilwale Dulhania Le Jayenge (1995);
and has apparently adopted a similar approach to Aditya Chopra and Yash Chopra
(Aditya’s father), both of whom are said to have a visualization of their entire film
as they work on it. With this approach, the fully imagined song, including shot to
shot details, will be described to the music director, who will then write the music,
and then the song will be shot as it was imagined. Such forward planning will fend




::;;:;;.1:‘0;l7ll;”t:£llll(l)((;(l))l.lw fim-(interview with Pam Chopra, singer and wife of Yash
. In'practice, most directors do not give every single detail of the song to the music
d'lrgclor, angi have not worked out what every single shot of the song will be hcl‘(‘)rt-
sittings begin. They will know what the important movements of the song s‘iumlio;
are, where the song comes in the story, who is singing and their stat: g)t‘ n(1ind
an.d what purpose it is serving in the story. They will provide the music director;
with .cerce?m necessary points (see below), and then work out the final details of
the p1ctur1z§tiog from the music they end up with. In this way, the music and t}?e
ﬁlm song picturizations may to a certain extent grow together, rz;ther than the son,
being sh.apeq entirely on the situation conceived by the directo’r. Shravan Rathod ig)i“
the music director duo Nadeem—Shravan, commented: ‘Being a music director, ’w
have.t got some visuals in our mind too, so according to their situation, we Visueili i
our ideas, and then we give them our ideas, and then our ideas and th,eir ide thZe
match, .and then they picturize’ [sic] (interview, 1 April 2000). i
Sltt_mgsl will usually begin with the director explaining the film story and th
song s1tgat10ns to the music director and the lyricist. They will .give ;yran (& i‘
information, usually including where the song situation comes in th.e film, the tg "
of character or characters in the situation, their moods, where the song ta1<es l};pes
and what happens in the song scene. The director will also specify the lenpthccf%
song he yvagts. Music director Uttam Singh described the way the director insgtruct
the music director as their giving a ‘road map’, with ‘the right turns and left t S’
marl.<ed for the music director (interview, 6 November 1998). To write the musi;l 1’315
music dlrec‘For needs to know where he is going in the song, and what he will I;l Gt:
and what will happen on the way. The situation is the same for the lyricist. Fr i
the point of view of a director, Nabh Kumar Raju, who worked with Uttam Si.n hoim
Hum Tum Pe Marte Hain (1999), described the process of getting his songs wr%tt :
:as pa%ralletil to getting a screenplay written by a screenplay writer, that Uttagm Singiln
ear . . . . / 7
(inter$§W,Z ;nglﬁlﬁ;g; 19r;.m1nd ... had written a musical screenplay with his songs’
In the.sittings, the first thing that is always worked on is the mukhra of the s
the first line of the refrain and the most important part of the song Bof ou szgs
good mukhra, then, as director Anil Sharma put it, ‘half the battle i.s Wony si o 'é‘:
is the mukﬁ.rd which has to catch the listeners’ attention. According to Anil ’Shnce :
if people like the mukhyrd, they will like the song (interview, 15 April 1999) "ia"ﬁ:fe,

13 7 11
In classical compositions, the mukhya is the part of the refrain that leads into the sam

zl(l)claofiisrts;elzzitl .of ttheﬂrlhythllrcl}ilc cycle. It is used to structure improvisation cyclically, with the
loi ng to the mukhra in between passages of improvisation. It provides fi 9 d poi
within the melodically and rhythmically complex im i 4 A
can clearly sense where they are in theyrhythrr;ic cyclferf)‘?tssatl(i)tl.e};jarils:fneiig ?:{‘;aiﬂ’mes; r}t
is the most important and distinctive or catchiest part of the composition. In fil i ¥t
most closely approximates this sense of the “face’ of the refrain, or in We;stern tm n'luSIIC’ o
the }}ook, rather than something that leads to the sam, since theré is no improvisa:ilj)n o glgy
muﬁc. Ir.1 film music, mukhra is also often used more or less interchangeably with nhm “
sthat, which refers to the entire refrain of a classical composition et
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the problem of getting the mukhra (interview with Anil Sharma, 15 April 1999),
Director and producer Prakash Tha described the mukhyrd as being ‘like the attractive
face of the song’ and that the antards™ *tell you the real story of the song’. Because
it is the mukhra s role to attract listeners and hook them into the song, mukhras tend
to be short, simple and catchy, at least in contrast to the antards (interview, 8 June
1999). Producer Rajkumar Barjatya also commented that ‘choti bahar ka mukhra®
or short mukhras were successful, giving the example of Dil diwdand’s (or ‘Crazy
heart’s’) superior success over Mere rarig men ranganwalt (or “The girl coloured in
the colour [of] my [love]”), from Maine Pyar Kiya (1989) (interview, 30 June 1999).
When the mukhra is ready and the director is happy with the result, then work on the
antardas, or ‘verses’, will begin.

The essential information the music director and lyricist need to know to write the
song melody and the lyrics relate to what is happening emotionally and dramatically
to the characters who are singing the song. The music director must make the melody
appropriate. For example, if a character is Westernized, urban, disco-loving, and §0
on, then it would be incongruous for them to sing a traditional folk or classical style
song. The music director must know if a character is a professional singer or dancer,
and if so, of what kind. They must also know if they are educated, from the city, a
village, a particular region, extrovert, introvert, talkative, shy and so on. The lyricist
will also need to know this so they can use an appropriate language register for
the Iyrics. For example, an uneducated character from a village would be unlikely
to express themselves in an Urduized diction, or one with a lot of English loan
words. They also need to know if anything dramatically significant happens during
the song scene that would change any of the characters’ moods, and hence the style
and content of what they might sing.

In modern film songs, it has become the norm for the lyrics to be written after
the melody, which is composed by the music director on the given situation, or is
one from the music director’s tune bank that the director has chosen as suitable for
his situation. Previously, all film songs were composed on lyrics."® It is only from
the 1970s and 1980s that lyrics have begun to be composed on tunes. However,

4 Antara refers to the ‘verse’, literally, ‘that which goes in between [the refrains]’ of
a classical composition. In classical music, the antara explores the upper register of the rag,
particularly emphasising the upper tonic, whereas the sthai is usually placed in the lower
register. Although many old film songs contain this characteristic shift of tessitura in their
antards, it is by no means necessary for a film song to do so, and the sense of antard is more
equivalent to ‘verse’ in film music.

15 Previously, lyrics followed closely the forms and styles of Urdu poetry, and the poetry
was sophisticated enough and enough of a focus of the song for writing words on music to
be impossible. As Urdu in its true subtlety has gone out of vogue, with fewer people in India
understanding it, the words of film songs have become more simplified and colloquial. Also,
film songs, with the expansion of the media, are reaching a wider and wider audience all the
time; therefore, they have to cater for people of all levels of education and literary knowledge.
Majrooh Sultanpoori (1924-2001), who worked in the industry as a lyricist from the 1940s
till his death in 2001, commented in 1998 that modern music directors did not know Urdu
properly, so he would rather write lyrics on their tunes, even though this was an extremely




AINOUEN WL the Tyrics on the melody ix the norm nowadayy, lyrics may be taken
first. As director and producer Prakash Jha sidd, ‘it a simultaneous work .. if the
songwriter comes up with a nice line then we follow that, and if the music directors
come up with a lovely tune, then we follow that’ (interview, 8 June 1999), In songs
where the lyrics are particularly important, or the song is to be very wordy, then the
music will be written on the lyrics. For example, the qawwali in Sarfarosh (1999)
Zindagi maut nd ban jae, ‘Let life not turn into death’, was written by Jatin-Lalit on
Israr Trani’s lyrics, and the very popular patriotic song Sandes dte hain, ‘Messages
come’, from Border (1997) was written by Anu Malik on Javed Akhtar’s lyrics. A
gawwalr is a traditional song style, a Sufi devotional genre, with a distinctive style
of lyric setting and much thythmic improvisation with the lines of the text, and
therefore, for a composed qawwalt performance, as this one was, the lyrics had to
come first. The second song had prose-like lyrics and was also very wordy, and thus
required the lyrics to come first (interview with Anu Malik, 1 July 1999).

But whichever comes first, getting the right tunes and lyrics is a process of
negotiation, and in director and producer Prakash Jha’s words: ‘Generally like you
toy with lines, expressions, make a lot of suggestions’ (interview, 8 June 1999):+The
guidance by the director often extends, for example, to suggestions of instrumentation,
whether it should be very Westernized or more traditional, with a lot of violins,
guitar and so on. Director Aditya Chopra, for example, suggested the glass spoon
noise used in the song Ruk Ja, ‘Stop!’, from Dilwale Dulhania Le Jayenge (1995)
(interview with Jatin Pandit, music director of Jatin—Lalit duo, 4 November 1998).
As the director explains his film, situation, characters, and the kind of song he wants,
the music director and the lyricist will start to come up with some tunes and phrases.
Much of the music sittings will be the music director playing/singing tunes he has
made, which the director will then comment on, accept, reject, or suggest changes
to. In this way, he moves closer and closer to what he wants. While a good director
knows his film and will have a strong idea about what he wants, he is not a composer,
and therefore has to use the music director to realize his ideas. The music directors
may keep a tune bank, and select appropriate tunes from that and refine them, or
they may compose fresh tunes. Choudhary describes music director R. D. Burman’s
approach to composing tunes:

Pancham’s [R. D. Burman’s nickname] way of functioning was this: He would tell his
directors to narrate the story in a nutshell but to describe the song situations in elaborate
detail. An assistant would make copious notes during the narration. Sometimes, after the
narration Pancham would pull out ten appropriate tunes from his bank. The ten would be
narrowed to five, which he would polish and present to the director at the next sitting. Or
he might reject them all and start afresh (2000: 48).

When both the mukhra and antaras are complete, then work will begin on the
musical interludes. This usually happens just a couple of weeks before the song is
recorded. Like the melodic and lyrical style and content of the mukhra and antaras,
the instrumental arrangement of the song should also blend with the narrative, the

difficult task, than have them mess up the lyrics he had written with music that did not fit their
meter properly (interview, 8 November 1998).

story, the situation, and be approprinte for the characters who are singing and Itl
states of mind. For example, a song performed by a traditional courtesan woulc
likely to have at least some fabla, harmonium or sarangt, and g‘lmmgh;ﬂk (o
bells). A film gawwalt would have hand clapping, and probnbly some dhg ak, IF11
and harmonium in its accompaniment (o reflect lhg ||gl?t (.:lusmcul nature o :
genre, and/or some rabdb to reflect the Muslim id.enllly of this gcnrlc.. A s‘o‘ng W,
the couple are in a state of jubilation, having just discovered th'at their Iovc‘qu n‘1L:l
and are running and dancing in wide and open o'utdoor 19cat1011s 0“9“_‘}“.‘“;" h
gardens), would have an accompaniment that is likely to 11.1clude a lot of vio 111.1 I
and/or fast mandolin (mandolin is found more frequently in olfier songs, bu? 1§/:
popular in modern Hindi songs), santiir, sitar, or sarod playing (usually _/ha.,:
rapid, strumming style). Certain instruments and 'mstrumental styles are assoct
with particular kinds of people, moods and scenes in the same way that celﬁam VO
lyrical styles and melodies are. The instrume'ntal arran_gements as well as v
style, melody and lyrics, are used in a way that is appropriate to the scene accorc

to their associations.'

Figure 2.4 Performance by a late 19th Century courtesan as depictec
Umrao Jaan © Kamat Foto Flash

16 The associations of certain instruments, melodies and vocal and.instrumenFal i}
are discussed in more detail in chapters 3 and 4. Chapter 3 includes a detailed analysis o

qgawwalr .
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run may be scored, so matehing the musical and cinematic gestures, the long swe
of n violin run with the expansive shot (interview, 7 April 2000).

As well as being used appropriately for character, state of mind, locatio
dramatic mood, and matters of cinematography, arrangements are also used to sco
certain actions. In Jane wah kaisa cor tha *“Who knows what kind of a thief it was
from Yaraana (1995) for example, when the heroine stabs the villain, not only d
the whole song express a kind of anger and aggression through its heavy use
percussion, some violin tremolos and chromatic runs, and a ‘difficult’, non-diaton
seale, but at the moment when this action took place, the music responded wi
loud, dissonant brass, tremolo violins, and then a crashing build up of strings a
percussion led to the end of the song.

Actions that are dramatically less significant than these may also be scored in t

song arrangement, and may be scored in a more or less prominent way, that iS Mo
or less in keeping with the melody of the song. For example in the title song of H
Tum Pe Marte Hain (1999), a love song which takes place in a fantasy setting
Switzerland, the hero is seen up on a ladder, banging nails into a wall in the course
building a small home for the heroine and himself. A percussion effect accompani
this action, but one which blends with the song. Similarly, in Ja rahe ho tum, al
from Hum Tum Pe Marte Hain, the hero is chasing and teasing the heroine on a tra
In desperation, she climbs up a ladder onto the roof of the train. The director, Na
Kumar Raju, explained how this action is accompanied by an ascending phrase, t
one which fits in with the melody and style of the overall song, and that this w
planned out prior to shooting the visual sequences (interview, 25 April 1999). In tl
way, actions can be scored, but not in a way that interferes with the tunefulness
the song. This leads to music that is effective on screen and also good to listen
To be able to write effectively around action while at the same time not spoiling t
appeal of the song is difficult, and as music director Milind (of Anand-Milind du
commented, a challenge (interview, 3 March 2000).

In some songs, the musical interludes will stay closer to the song and its melo
and there will be little or no scoring of actions. In others, there will be many actio
scored in a prominent way that is distinct from the idiom of the song. Director a
producer Anil Sharma described this as music that is ‘as per the song’ and ‘as |
the visuals’ respectively (interview, 15 April 1999)."% 1t is up to the director h
much ‘as per the song’ or ‘as per the visuals’ the arrangement is. Certain situatic
may also require more scoring of actions. If there are actions that are dramatica
important that take place during the song sequence, such as the villain being kill
or the lovers’ first embrace, then they are more likely to be scored. Music tha
‘as per the visuals’ is also more common and acceptable in comedy, where so
degree of ‘mickey-mousing’ or exact coordination of physical movement to musi
helps to heighten the comedy. Some directors and music directors like to inch

scored actions more than others who place a higher priority on keeping the melo
character of the song. Music director Khayyam, for example, said that it was bef

18 How this emerges in the actual music of film songs is discussed in chapters 3 and
19 This has become a standard term in Western film music, following the techniquc

scoring for cartoons like Mickey Mouse (Gorbmann 1987: 88).
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should be arranged so that such events did not take place during song sequences
(interview, 7 April 2000), There has been a tendency in the last two or three decades
of film music to include more action in film songs, and hence to have more drama
and action scored in songs.

On the whole, the arrangements of film songs are more ‘as per the visuals’ than
are the vocal sections. More importantly, they are used to musically express a lot
that is happening dramatically that the characters are not aware of, and therefore not
expressed in the vocal sections of the song. In these ways, the writing of film song
arrangements is very similar to the writing of background music, except that the
background music is written after the film has been shot. The musical conventions
and style of song arrangements and instrumental sections also have much in
common with background music, as discussed in chapters 3 and 4. Music director
Khayyam described the sort of music where, for example, a villain appears in a
song as background music, and Milind, also a music director, commented that the
instrumental interludes of a song ‘might be like background music’ (interviews, 7
April 2000 and 3 March 2000 respectively).

In order to write the instrumental interludes and the arrangement of a song,

the music director requires details of characters, changes in location, changes in
dramatic mood, camera movement, all important action, and any smaller actions the
director may wish to have scored. Furthermore, they will also require the timing of
these events and particular shots: for example, when in the song does the heroine
stab the villain, how many times does she stab him (how many chords or phrases
are required), and how long does the stabbing last? However, although timing and
shot lengths must be given in many instances, as director and producer Anil Sharma
explained, things cannot be totally worked out beforehand, since the music director
‘has to come in beats’, and so to some extent, the timing of the action will always
take place according to the music (interview, 15 April 1999). It also may be possible
for a certain amount to be worked out once the song is recorded, shooting the visuals
according to the given music. Ter? arkhern bolti hain, for example, contains funny
effects which were not timed in advance of shooting, as music director Uttam Singh
explained (interview at recording session, 26 March 1999). It was perhaps easier in
this case to shoot satisfactorily according to the song, since the whole song elaborates
a single comic situation of the heroine trying to teach the hero, who is pretending to
be dumb, how to speak. If this had only been going on in one interlude, then more
timing and instruction would probably have had to be given.

The more the director wishes actions to be imitated or echoed musically, and the
more complex a song situation is in terms of when and where it takes place and who
is singing, the more planning it will take (interview with Pam Chopra, singer and wife
of director and producer Yash Chopra, 17 June 1999). Many modern film songs are
extremely complex and require careful planning and extensive discussion between
director, music director and lyricist. Shifts in location are common, such as between
indoors and outdoors, reality and fantasy, and different geographical regions. Many
characters may sing in a single song, involving a number of different points of view,
and flashbacks and simultaneous scenes and actions are also all common.
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particularities of the given film, (€ s still nota process of musical composition that i
independent of the cinema, since these clichés of situation, picturization and musical
style have grown up together in Hindi sound cinema.

All songs involve some degree of convention in their situations, music, lyrics
and picturizations, and these conventions, often as manifested in particular songs,
may be used in the production process to help communicate ideas. This is evident in
director and producer Anil Sharma’s account of how he goes about getting the music
director to deliver the music he wishes his film to have:

We tell this to the music director, ‘Look, this is our story, and this is our song situation
and now for this song situation I want this kind of a song’. ... I give an example of some
certain songs, ‘Look have you heard of song of that film, have you heard of song of that
film. ... That kind of a song, I don’t want that song but that kind of a melodious song, the
family of the song should be that [sic] (Interview. 15 April 1999).

However, there is usually at least some degree of tailoring the song to the particularities
of the given film and scene. Anil Sharma continues:

Then T tell, look, this is the boy, this is the girl, this is going to be their behaviour, this is
how I’m going to begin the song, this is the business 'm going to have in the song. ...
I’ll say it’1l open with such and such a shot and this is going to be the business in the sony
[sic] (Interview, 15 April 1999).

Even the most conventional of film songs may still be as carefully woven into the
particular film as songs that are more obviously distinctive, so that it will be unique
and different from other such film songs. For example, a song when the couple first
fall in love or declare their love to each other is virtually obligatory in Hindi cinema,
However, director Aditya Chopra spent a long time in heated debate with the late
eminent lyricist Anand Bakshi concerning the lyrics of this first love song of his
film Dilwale Dulhania Le Jayenge (1995), Tujhe dekha to yah jana sanam. Whilst
the lyricist wanted to keep this song in the classic tradition of the Hindi film love
lyric, filling it with beautiful poetic expression or $ayri,”® Aditya insisted that his
hero and heroine would not speak to each other in sayri, so why should they sing
sayri? Instead, he felt the feelings of his characters were better encapsulated and
expressed in the first two lines of the song, which he himself had written and insisted
on keeping: Tujhe dekha to yah jand sanam, pyar hota hai diwana sanam, ‘It was
when I saw you, my darling, that [ understood that love is crazy’. He wanted the song
to be written along these lines, with a kind of colloquial charm and elegance rather
than a more formal or traditional poetic tone, since that was the way his characters
were (interview with Aditya Chopra, 9 November 1998). In this way, this now classic
love song really belonged to the film and its characters and was unique, despite being
firmly in the tradition of film love songs. Conventions are there to be used, and
also to be adapted and departed from, and as the success of this particular song and

2 Sayriis the Urdu word for poetry and hence refers specifically to Urdu poetry and
poetic style such as ghazals, the core component of most Hindi film songs.
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penre’s conventions can have a big impact,
The importance of the director

The importance of the director in the process of song and lyric composition must be
emphasized. It is the director who conceives the song in his imagination, and then
conveys this imagined song and all its particular details to the music director in such
a way that they can turn it into a reality. As music director Utpal Biswas put it, ‘film
music is the director’s conception of the situation’ (interview, 3 March 2000). Music
director Vishal also elaborated on the crucial role the director plays in film music:

I'think ... as far as film music is concerned, everything depends on the director’s attitude
towards music, the kind of music, and his clarity towards the situations, the story, and
ready to do the experiment with new sounds, and a new compositions, looking at a
situation from a different point of view. So everything depends on the director. That’s

how the good directors have extracted good music even out of less talented composers
(Interview, 20 March 2000).

The idea that a director ‘extracts’ work from music directors is commonly expressed
in film music, and emphasizes the active role of the director in composition. The
ability of the director to ‘extract’ good work, as well as the music director’s ability to
give good work, is reflected in the prices that film music rights sell for, as discussed
in chapter 5. This side of the director’s role is also seen as that of inspiring the
music director, providing song situations the music director can feel enthusiastic
about, and putting them across in an inspiring way (interviews with Lalit Pandit,
music director of Jatin—Lalit duo, 9 January 1999; Shravan Rathod, music director of
Nadeem—Shravan duo, 1 April 2000). Many music directors admit that they are able
to give better work to directors who have a clear vision of their film and their song

situations, and who can give details of the story and song situation to work with,

rather than just the clichéd situations of Hindi cinema (interview with Milind, music

director of Anand—Milind duo, 3 March 2000).

This role of the director in film song composition is potentially the source of
considerable tension. One point of view is that the director and the film inspire the
music director. However, the other side of this coin is the view that the director is
interfering in the music director’s Job. Naresh Sharma, who has worked mostly on
background scores as well as songs, commented that some directors who are musical
make suggestions and comments, which can be a good thing, but others who have no
sense of music also do, which can be very frustrating for the music director, who after
all is a musician with his own standards of music (interview, 11 March 1999). All
music directors complain of the interfering director figure at some time. Occasional
fights seem (o be a part of this song production process that places a figure at the
centre of song and lyric composition who is not a musical specialist or a poet.

However, whether the music director or lyricist likes it or not, as renowned
classical mugician and film music director Shiv Kumar Sharma put it, ‘it’s the
director who is the captain of the ship’, because the songs are for a film and song
scenes which he will shoot and picturize. If the music director and lyricist want to
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Auclio Value'

The above discussion has foeused on the role that the parent film and Hindi cinema

play in the production of the film songs and how songs are in fact connected to films
in their production rather than just composed independently according to their own
traditions. However, film songs are not just made for films. They have always had
a life outside films that has helped the parent film, and in recent decades, this hag
bhecome commercially far more significant. Film songs have always constituted the
main publicity for a film, and since the 1990s have been used as an official marketing
device, as described in chapter 5. The ability for a song to have some impact outside
of the film as an audio item and marketing tool has to be considered during the
production process, as well as its ability to express the song situation in the film. A
song’s ability to sound good on its own and have scope outside of the film is known
us its “audio value’. However, in many ways, the kind of music that works best with
the film and the picturization is not always the kind that has the highest ‘audio value®,
(hanges of location, changes of mood, action, drama, and unconventional song
situations are some of the things that tend to lead to what are known as ‘situational”
gsongs, songs in which the situation is somehow audible or unusual, and which
therefore depend more on the film to make sense. The audio value of such songs 18
inevitably lower. They generally only have the scope of becoming popular as music
if the film is a hit, hence making the song situations widely known. For example,
Teri ankhen boltt hain, “Your eyes speak’ from Pyar Deewana Hota Hai (2001), the
comic song where the heroine is teaching the hero (who is actually not dumb) how (o
gpeak, is one for which the listener needs to understand this situation to enjoy. Alka
Yagnik, the singer of this song, commented after the recording session was finished
(hat she had not understood what the song was about at first, but once she did, she
really liked it (recording session with Uttam Singh, 26 March 1999). A reviewer
writes as follows about the song: ‘It is a humorous number which hints at what the
film is about. Although there is an upbeat, catchy rhythm, it may be the only number
on the soundtrack you may want to skip, since it is definitely a situational song in the
film. ..’ (Planet Bollywood website, accessed January 2001). Other situational songs
are those for Sharabi (1984) by Bappi Lahiri, who commented that for those songs,
you had to see the film (interview, 15 November 1998), Kabiitar ja, ‘Go pigeon!”
{tom Maine Pyar Kiya (1989), which the producer Rajkumar Barjatya commented
would seem silly out of the context of the film (interview, 30 June 1999), and
Nahin hona tha, ‘It shouldn’t have been’, from Pardes (1997), to name just a few.”
The audio value versus situational nature of songs dichotomy thus has important
implications for commercial success and reception, which are discussed in chapters
five and six below, and the musical style of film songs, which is discussed in chapter
three. As regards production, it is another factor that music directors, lyricists,
directors and producers have to keep in mind. There is a need to balance the
demands of the film and the situation with the audio value of a song. Opinions vary
as 10 whether the demands of the film should take priority over the audio value of

Kabitar ja is discussed in chapter 4, p. 169, and Nahin hona tha in chapter 3,
pp. H1O-113,




v VIR ISR NTed that nis priorei: Wmlm‘ind‘mn b g 4 e ’mb’ i ;‘ 'n\m;l\'fi.ﬂ
only average business, he didn't mind, but they should make sense
and serve the purpose of the film (interview, 25 April 1999), This i really gambling
on the success of the film, and in the case of Hum Tum Pe Mare Hain (1999) it
proved an unsuccessful gamble. This film flopped, and with most of the songs being
situational, the audio had very little potential to do well on its own, or to bring
independent strength to the film.

Nabh Kumar Raju’s attitude seems to be on one extreme of the audio/film value
balance, and other directors place importance on the audio as well as the film value
of their songs. Anil Sharma commented that ‘the song should be a hit, the number
should be very melodious’, as well ag saying that it ‘should be very close to our
situation, [it] should be the situation...’. His reasoning was that by putting a song in
a film you are already taking an artistic liberty, so the song should at least be good
and a hit (interview, 15 April 1999). Prakash Jha said that really both audio and
film value should be there. However, having said that, he also explained how he
had had one song from Diz Kya Kare (1999) drastically altered, because it was not
right for the film. The music directors Jatin-Lalit felt the song had great potential
as it was, but Prakash Jha insisted it should be changed, despite the fact that it was
a good song, because it was more important for it to be right in thé film (interview,
8 June 1999). As the director, he had the authority to change this song even against
the music directors’ wishes. /

Although the director will tend to want songs that fit the film, the producer is more
likely to be concerned about ‘audio value’, since he is the one whose money is on the
line. Some producers may even go as far as to insist on the addition of an extra song
of high audio or spectacle value, such as a romantic number or a big dance number,
in an attempt to boost the film through the success of the music. However, this desire
to fill a song with good musical numbers in order to make the film more popular can
result in songs which are, as Harish Dayani, then Vice President of Marketing at
HMYV, described it, ‘thrust upon the film’ rather than woven in (interview, 15 June
1999). This practice of adding songs to a film where they do not really fit tends to
backfire, because people may be disappointed when they see the film, and may be
put off the songs, which will damage both the audio sales and the success of the film
at the box office.

Apart from differing opinions of priority of film and audio, there are a number of
factors that help balance the needs of the two. The first is that people accept songs as
one of the conventions for the expression of emotion and drama in Hindj films. The
fact that Hindi films have always had songs means that their narratives are designed
for the inclusion of songs. They pause for long enough to incorporate a full song on
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See Altman (1 987) for an in depth study of Hollywood film musicals.
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film and that of the outside world — has become fundamental to this genre, and is
significant to all levels of ity existence. 1t will be discussed in more detail with
respect to musical style in chapter 3, the commercial life of film songs in chapter 5,
and the reception of film songs in chapter 0.

Filming the songs

When the very first Hindi sound films were made in 1931, technology only allowed
for the ‘simultaneous recording of sound and image on one film negative’ (Arnold
1991: 94).° One camera, together with one microphone, recorded both sound and
image. This placed many restrictions on the director and music director. First of all,
this meant that actors and actresses had to sing their own songs. Furthermore, the
microphone was large, heavy, immobile and ‘unreliable’ (ibid.: 96). This meant that
song picturization was a very tricky business, as the singer had to stand still near the
microphone for the duration of the whole shot. The microphone was usually hidden
somewhere out of the frame above the singer’s head, or perhaps in a nearby bush
Musicians were similarly hidden out of sight. Song picturizations were therefore
very static, mostly consisting of ‘close-up shots of the screen characters that allowec
the musicians to be positioned close to the microphone but out of the field of the
camera’ (ibid.: 101). For every new shot, the microphone and musicians would have
to be repositioned and the song sung again. This whole process was so laboriou:
that most song picturizations were taken in just one shot (ibid. 1991: 97). Needles
to say, the sound quality was very poor. Not only was the recording equipmen
unsophisticated, but the recording of the sound also took place at the same time a
the shooting rather than in a separate recording studio, where soundproofing an
proper positioning of instruments, singer and microphone could be arranged withou
having to worry about what was showing on camera.

In the mid 1930s, playback came in. This involves the prior recording of the song
which is then played back during shooting, and the actors and actresses lip-sync th
words. The first film using playback techniques is said to be Dhoop Chhaon (1935
The prior recording of songs led to much better sound quality, and it also freed up th
song picturization. It was possible to use more instruments, as they no longer had
be hidden in bushes, and more movement and dance could also take place during th
singing. Previously the singers could not move much as they would go out of rang
of the microphone, and also if they were moving too much, they would not be able |
sing properly. The advent of playback also meant that the roles of the actor-singe
started to diverge, with the singing of film songs increasingly being carried out t

29 There were two ways of synchronising image and sound available by that time, bo

of which had been used in Hollywood. The first was gramophone discs synchronised wi
silent films in the sound-on-disc systems such as the Vitaphone developed in 1924. The seco
was the sound-on-film system. The sound-on-film system actually arrived in India before t
sound-on-disc system, featuring better sound quality and less bulky and easier to mana
equipment. The Jazz Singer was the first true sound film produced with this technology,
1927. See Arnold 1991 chapter 3 for a detailed account of technological developments a
the introduction of playback in the first decade of Indian sound cinema.




one of their own songs, such as Amir Khan in A ky K oy
(l)(;dKallT:::hllli }:'--l-nr-ll:c '.lilm (z‘hl:(clﬂ/ (1998). By lheycgjd(’:‘{?ﬁ’al ‘)ll?(:: )ll::(l:wlu:::“l?g
a group oli‘ ei‘t‘:gl;:ll( dlcdﬁm" l'C'lIer, and a !argc proportion of songs \:vcrc‘sung b];
ey, (1930_72}’) p;0h01e11l playback singers, most notably Lata Mangeshkar,
S0)Kishbre Rantiiar (19259 ?g Bhonsle, Mukesh (d. 1976), Mohammed Rafi (1924:
e o 1980-5 7% ;gdpi\;[;g:cak]?:cyﬁ I;yho c'amelio largely dominate the
i L . ique is still in use toda
technolgggriv ;leifci;fllel(ll form than it was in 1936. It is only massive improz,earl:e}:lrilslgiﬁ
osdiblov A son Ca:;z made the complex film song picturizations we see today
different countri% it ove effortlessly th?ough many different locations in several
To Pagal Hai (1 9§7).0r exha mple, the classically picturised Dholna, “Darling’, in Dil
end of a wedding pal.'tas tthe e ok R i i evening, at the
i @eatiis) why’ ; scene change§ to a sunny and idyllic hillside (actually
in Jeans (1998) m,o erﬁ they sing of their love for each other. Ajiba, ‘Wonder’
i ves through the SeYen Wonders of the World and ma;1 cost :
ges. Songs are also able to contain action, such as Yah dosti ‘This fr}i]endssllllir;r)l’e

from Sholay (1975), where
) i the two heroes si ir fri i
through a village in a motorbike and sidecasr.Slng R i

Figure 2.7 Reality to fantasy i
Sy In SO "
stills y ng sequence from Dil To Pagal Hai © DVD
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during the song sequences (even (hose that do not contain actual dance), although
the film director still oversees the whole shooting. The dance director choreographs
the songs, and rehearses any characters who are dancing. Bach choreographer has
their own troupe of dancers, who will dance in any of the songs as needed. With
playback, virtually all shots of the song picturization are normally taken to music,
with the song being played over loudspeakers. The song is divided up into sections,
the introduction, the refrains or mukhras, the verses or antaras, and the instrumental
sections. These sections are further divided up and assigned shots, i.e., incorporated
into the screenplay of the song. The song will then be shot, in one location or many.
After shooting, the final stage in a making a Hindi film song is editing.

The freedom of playback and technological improvements has given film
song picturizations the possibility of breaking even more laws of realism for
greater emotional or spectacular effect. However, there is at least a semblance of
verisimilitude even in the most fantastic of modern film song picturizations, where
the most energetic dancing, action or movement usually takes place during the
instrumental sections of the song, since the character could not very well be singing
while engaged in so much activity, even though we know, of course that they are not
singing, and most of us know exactly who is singing! The sung portions of the songs
tend to be relatively more static.”®

Spectacle has played a role in Hindi film songs from some of the earliest films,
such as the famous drum dance of Chandralekha (1948), or the dream sequence
of Awara (1951). However, its role has increased in the last few decades. This
can lead to a visual appearance of songs being ‘items’ within the film story and
narrative. For example, the use of extra narrative locations is commonplace now.
When couples sink into each other’s arms, they tend to be transported to a different
and spectacular location. During the 1990s there was a craze for hundreds of
extra narrative dancers, usually dressed in dazzling and coordinating costumes, t0
suddenly appear in film songs. Costumes are also more numerous, spectacular and
erotic during song sequences (Dwyer 2000: 114). This increased spectacle and the
exotic locations gives songs a different visual style to the main narrative, helping to
put them ‘within the realm of fantasy’. Despite the strict moral code of the main
narrative that demands that the heroine be presented as a chaste, Sita figure (the
conservative ideal of the Hindu wife) however ‘modern’ she is in other ways, with a
shift to the spectacular displays of the song sequences, it is possible for the woman
to become ‘the central component who solicits and intensifies the voyeuristic gaze’
(Kasbekar 2000: 293). The diegetic or staged performance of many song sequences

in the story by heroine or vamp, which are justified by the narrative in many ways,
also allows for a ‘disavowal of voyeurism’, leaving it is possible for audiences to
enjoy the erotic display but not feel voyeuristic, since the display is for the on-screen
audience rather than the cinema audience (ibid.: 295-305). In this ways, songs may

5. T, PO
30 See chapter 4 for a discussion of stasis in film songs and its implications for musical
style.




moral code of the Hindi film (ibid.i259).
The spectacle of song sequences may also be justified by the narrative, or contribute

(o narrative meaning and effect. For instance, the couple’s being transported o a
beautiful location that is different from their everyday lives focuses and isolates
i the feelings of the romantic couple and their desire to be alone together, and also
Wy ' g . o 5
i visually creates poetic Images commonly used in song lyrics. As Dwyer writes:
s’ requirements for an earthly paradise, but by

tep outside the confines of their everyday lives,
how the universal, spaceless nature of love

These locations not only fulfil the lyric
their remoteness allow the characters to s
to savour movement and freedom butalsotos
(2000: 114).

at locations in song sequences is a part of Hindi
ridiculous, it has to be remembered that privacy is

far harder to find in India than the West. The heightened way in which the couple is
able to enjoy solitude, beauty and freedom in a stunning or dream location far away
. from their everyday world can also be seen as a part of the melodramatic mode of the
- Hindi film, and makes the subsequent separation of the lovers and the threat to their
love more poignant. The extra narrative dancers and the array of costumes can also
be seen as contributing to a melodramatic enlarging of effect, and also a big-screen
entertainment mentality. Such song sequences also offer a kind of consumerism,
displaying a life-style that is out of reach of, and hence particularly desirable to, far
more Indians than Westerners.
However, although these aspects of spectacle contribute to narrative meaning
and effect, they are also used to give songs a ‘video value’ akin to their ‘audio
value’, an ability to be visually something in themselves (interview with Sehdev

Ghei, distributor for Yash Raj films, June 9 1999). The ‘transgressive pleasure’ of
the erotic display in song sequences also adds to this. The ‘video value’ of a song
larity. However, again, this is something that

also has implications for a song’s popu
needs of film songs, and while some directors

needs to be balanced with the narrative
might like to use a lot of extra narrative locations and dancers and costume changes,
others will want things to be more integrated with or justified by the narrative.

Although this moving to differe
films that Westerners tend to find

Conclusions

This chapter set out to explore the production process of Hindi film songs, how their
musical, lyrical, visual and narrative components are coordinated, and if they are
produced according to their own musical and lyrical traditions as Prasad has argued
(1998), or if the Hindi film narrative actively shapes them. It has found that even
though songs are composed prior to the shooting of a film, they are cinematically
conceived, beginning with anything from the conventional demands of a conventional
song situation to the idiosyncratic ones of a particular film and song situation. This
places the film director and the film at the centre of the production process of film

songs.

Fi
igure 2.8 Song sequence spectacle from Awaara © Kamat Foto Flash
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parts” (Prasad 1998: 43), or as a cinema of attractions (Vasudevan 1994 307), makes
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ense nmany ways. In the Hindi film, ‘scopophilia, catered for through strategies of

ovcr.t spccluclc and display’, and the pleasures of music, the stars, fights, dialogues
COl‘l’llC‘ interludes and so on, take ‘priority over epistemophilia, (the dcsi;'c o knovy
or to ‘find out’)’ (Kasbekar 2000: 286). With songs, the melodramatic mode 'm(i
§pectacular visual styles of picturization make songs appear to be items that ‘are
1ndep§ndently composed, although these characteristics contribute to the overall
parratlve meaning or effect. However, at least with the songs and the lyrics, there
1s a great deal that integrates individual song production with Hindi ﬁlms’ Th
examples of how details of the situation, drama, emotion, character, location .actior‘:
and cinematography affect songs demonstrates the level of integratic;n betwee;l songs
apd the narratives of their parent films. When only conventional song situations a%e
given, such as ‘a sad song’ or ‘a teasing song’, it is true that the narrative of th
parent film barely necessitates variation in the style of the songs. However, these
songs are.still not written according to an independent tradition, but rather a;rounz
a.conver'monal cinematic situation, drawing from an integrated n’iusical lyrical and
cinematic tradition of sad songs and teasing songs in Hindi cinema. The’m}lll aspect
of the prod}Jction process that may truly point away from Hindi cinema or in(}ilivicli)ual
ﬁlm narratives is the need for songs to have audio and video value. The amount of
1rnportapce this is given is up to each individual director and produ.cer
Ha.Vln.g established a link between the conception and production 'of film son

and qudl films, the next two chapters now turn to an examination of the sienific o
of the cinematic context to the musical style of film songs and its developlgnent 44

The Musical Style of Hindi Film Songs

[n chapter 2, it was found that rather than Hindi film songs being produced
independently from the film that they will appear in according to a separate musical
tradition, their production is well integrated with the parent film and its particular
scenes, characters, visuals, locations, action and cinematography, and also the
conventions of Hindi cinema and song picturization. Film songs are made by musical
specialists and lyricists, but in collaboration with the film director. The only element
of the production process that is not cinematically oriented is the attention that is
paid to the appeal songs will have ‘outside’! the film, namely their ‘audio value’ and
also ‘video value’. However, this is balanced with the demands made on the song
by the film and situation, and rarely outweighs them completely.

Songs are conceived to a large extent as a part of their parent films and their
cinematic situations. This chapter investigates how film songs are integrated with
films in terms of their actual musical (and to some extent lyrical?) style, and how far
they can be said to constitute an independent style of popular music. It examines
how important a cinematic analysis of film songs is to an understanding of their
style. It takes as its starting point Arnold’s musicological research on Hindi film
songs in her unpublished thesis (1991), reviewing her findings. Arnold’s work
largely concentrates on film songs as Indian popular music rather than their place
in and relationship with films, their ‘real’ rather than ‘reel’ world context. Here, a
specifically cinematic analysis of film song style is carried out via a comparison
of film gawwalis with traditional gawwalf style, thus revealing how the film has
modified traditional gawwalf. Songs are analysed in the context of their film and
visual sequences, and film song style is discussed in a historical cinematic context.

Arnold’s analysis of film song style’

According to Arnold, most of the earliest members of the film world including music
directors came from urban theatre traditions such as the Parsi theatre, the Marathi
Theatre or the Bengali Jarra. The musical training of the early film music directors
was in classical and light classical music, and also in their respective local folk
musics. The earliest film songs therefore drew heavily on stage or light classical
music, and were stylistically indistinguishable from them (Arnold 1991: 59, 61). It

I As argued in chapter 6 below, the parent film extends outside its immediate narrative
context and is involved in much of the ‘outside’ consumption of film songs. Even more
pervasive is ‘cinema culture’ in general.

2 This chapter focuses its analysis more on musical than on lyrical style.

3 Some material from other writers and my own interviews is also included.




