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case of the Punjab. The Kaharva variant preferred by Patiala singers, for example,
is particularly distinctive; the stroke on the fifth matra includes a downward
snap of the left-hand index finger:

X
dha - na na /otin - dha (ti) / (dha...)

A Punjabi version of Dadra tal/a (six matra-s) incorporates the syncopated second
beat characteristic of the seven-matra Muglai tala of the Punjab and Rajasthan:

X b3
Standard Dadra tala: dha dhin na / ta tin na
p 3
Muglai tala: tin -kat -te / dhin dhin dhage tirakita
Punjabi Dadra tala: dha -dhin -na /odha tin na

Patiala singers occasionally prefer a variant of Deepchandi theka given
below (as in Barkat Ali Khan's EMI GTCS 02B 5008):

]
dha tira kita /’dha dha dhin - / ta tira kita / dha dha dhin -

In other common variants, the silent matra-s—three, seven, ten, and fourteen—are
filled in with (predominantly dampened) strokes:

x
dha -ge dhin kat tete /’dha gege dha dhage tin kat tirakita,

%a -kat tin kat tete, /°dha -ge dha gege dhin dha gege,

In this paper, we have not attempted to standardize or even catalogue in
detail the inconsistent application of the terms Jat, Deepchandi, Chanchar, and
Addha to certain fourteen- or sixteen-matra tala-s. Rather, our intent has been
to demonstrate that the very flexibility and inconsistency of these appellations
illustrate a distinctive and previously overlooked aspect of this group of semi-
classical tala-s, namely, that they are identified primarily by their stress patterns
and the number and order of structural strokes, rather than by their number of
matra-s. The latter feature is thus an important structural criterion only-in tala-s
used in classical music. In thumri, by contrast, the element of metrical freedom
corresponds to that of melodic freedom. Just as a singer may choose to inject
phrases from Pilu, Khamaj, and Ghara into a rendition of raga Kafi, similarly,
a tabliya, when told by the vocalist to “play Deepchandi,” may play a tala of
fourteen matra-s, sixteen matra-s, or a syncopated /angra which is neither.
Moreover, a given thumri composition can be sung in entirely different tala-s;
the Bhairavi thumri, Ras ke bhare tore nain, for example, is recorded in Kaharva
tala by Siddeshvari Devi (on EMI 6TCS02B 5040), in Dadra by Gauhar Jan (on
an early Gramophone Co. record), and in Deepchandi by Begum Akhtar (Sangeet
Natak Akademi Archives). A variety of regional variant theka-s may also be
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employed. While a vocalist might explicitly prefer or request a particular variant,
the bo/ of Deepchandi, whether in a fourteen- or sixteen-matra context, wquld
suffice to make the ta/a recognizable as Deepchandi (or Chanchar, Jat, etc.), just
as a singer’s liberal and free rendition of raga Kafi could still be recognized as being
Kafi by the presence of certain key structural elements (characteristic phrases).
This liberty again illustrates the fact that tala as well as’ raga may be a broad,

abstract, and somewhat intangible entity which cannot be defined in terms of
simple theoretical formulae.
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