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The excerpt below shows one cycle of the tala from an early recording 
(ca. 1925?) of Rasoolan Bai singing a thumri in Bhairavi (GE 3280). First. the 
cycle is measured and analyzed as if the tala were of fourteen matra-s. Setting 
the length of one cycle at 1400 NUTs, each matra would then ideally have a 
value of 100 NUTs (regardless of the tempo) . The symbol+ 58, for example, denotes 
a matra of 158 NUTs, which is considerably longer than the ideal. Divergences 
of one or two NUTs are inconsiderable and imperceptible, but intervals of ten or 
more, at this tempo, become significant. Thus the gross elongation of matra-s 
one, six, seven, and eight. and the attenuation of the other matra-s (as evident 
below) are clearly audible in performance. 

Matra: 1 2 3 4 5 6 7 8 9 10 11 12 13 14 

Theka: dha dhin - dha dha dhin - ta tin - dha dha dhin -

length: +87 +58 -30 -23 +36 +67 -27 -5 -34 -29 

Alternately, the same excerpt could be analyzed as if it were in sixteen 
matra-s; here, the total number of NUTs in one cycle is set at 1600, such that 
the ideal length of onematra would again be 100 (x 16= 1600). Note the pronounced 
irregularities; here the elongated beats are seven and, again, one . 

Matra: 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 

Theka: dha - dhin - dha dha dhin - ta -tin - dha dha dhin -

length: +14 -19 -20 -12 +69 -10 -2 +9 -24 -5 

Whether analyzed as a sixteen- or fourteen- matra tala, the theka is extremely 
irregular and incompatible with any metrical framework. Given such a tradition, 
it is not surprising that musicians do not regard the difference between fourteen­
and sixteen-matra varieties of Deepchandi significant enough to merit separate 
names. Thus, the prevalence of langra must have contributed to the practice 
of using all four names (Chanchar, Jat. Deepchandi, and Addha) to denote a 
tala which is identified primarily by its strokes, rather than by the number of 
matra-s it has. 

Langra can be heard on a number of early twentieth century recordings, 
by artists like Rasoolan Bai and Maika Jan (e.g., H MV GC-3-13488) . Its appeal 
may have derived from the rather free-rhythmic character it lends to the tala and 
the performance in general. thereby complementing the rhapsodic nature of the 
vistar which also is largely free-rhythmic . The tradition has been eclipsed, however, 
and is only rarely heard today .14 

While pronounced temporal modifications in tala-s may not be widespread 
m modern thumn; a certain number of variant theka-s may occasionally be en­
countered. Some of these variants have regional derivations, particularly in the 
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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 0 X 
dha- na na I tin- dha (ti) I (dha ••• ) 

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

X )( 

Standard Dadra tala: dha dhin na Ita tin na 
0 1 

Wuglai tala: tin -kat -te I dhin dhin dhage tirakita 
X 0 

Punjabi Dadra tala: dha -dhin -na I dha tin na 

Patiala singers occasionally prefer a variant of Deepchandi theka given 
below (as in Barkat Ali Khan 's EMI GICS 028 5008) : 

)( z 0 3 
dha tira kita I dha dha dhin - I 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 2 
dha -ge dhin kat tete I dha gege dha dhage tin kat tirakita 

ta -kat tin ,kat tete, l~dha -ge,dha gege 11dhin .. dha gege, 

In· this paper, we have not attempted to standardize or even catalogue in 
detail the inconsistent appl ication 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 thumn; 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 langra which is neither. 
Moreover , a given thumri composition can be sung in entirely different tala-s; 
the Bhairavi thumn; 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 bol of Deepchandi, whether in a fourteen- or sixteen-matra context, would 
suffice to make the tala 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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