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“We do not warrant: that any of the Goods are suitable for any particular purpose (¢ ¢ -

I S .

the results that may be obtained from the use of any publication, or expected exam =+
with any educational institution, or that any publication is authorised by, associates «wi -

any educational institution.”

Copyright Information

Every effort is made to ensure that the information provided in this publication is accurate &0
accepted for any errors, omissions or misleading statements. It is ZigZag Education’s policy 1o o
material in their publications. The publishers will be glad to make suitable arrangements wit - -

been possible to contact.

Students and teachers may not use any material or content contained herein and incorporale -

referencing/acknowledging the source of the material (“Plagiarism”).

We are grateful to the following persons, institutions and companies who have given their poo
Every effort has been made to contact and acknowledge ownership of copyright. The puiziz

arrangements with any copyright holders whom it has not been possible to contact.

@ Bina Musicals (www.binaswar.com) for most of the photographs of musical instrumenis .

Disclaimers

Links to other websites, and contextual links are provided where appropriate in ZigZag Ecuea o
responsible for information on sites that it does not manage, nor can we guarantee, repraas .
In the sites Is accurate, legal and inoffensive, nor should a website address or the inclusion o &

endorsement by ZigZag Education of the site to which it points.

This publication is desighed to supplement teaching only. Practice questions may be desizire: @

and may also attempt to prepare students for the type of questions they will meet in the

future examination questions. ZigZag Education do not make any warranty as to the resuits

publication, or as to the accuracy, reliability or content of the publication.
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Where the teacher uses any of the material from this resource to support coursework or s
they are happy with the level of information and support provided pertaining to their persarns
the specification and to others involved in moderation or the process or delivery of the course

teacher adapt, extend and or censor any parts of the contained material to suit their neecs, 1
of moderators and the needs of the individual or group concerned. As such, the teacher mus o
If any, to provide to students and which parts to use as background information for themsea v

In this matter they should also determine the nature of information or support providec, s«
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unless it is the teacher’s intention to do this to achieve a certain level within the project.

In summary, it is intended that these materials be used appropriately and at the teacher's cuw
Into consideration the ability of the individual or group. It is the teacher’s responsibiiity fo s

publications and to decide which pages, if any, to hand out to students.
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This pack is based mainly on the North Indian (Hindustani) classical music tracit

from this musical tradition. The South Indian {(Carnatic) classical music traditi

North Indian one in its language and in some of its concepts. These diffterences -
Many key words are spelt slightly differently in various publications but their meo o
spellings are due to translation and/or the Hindustani versus the Carnatic speiii=: -

as raga in English or raag in German. Tala may be spelt as tal or taal. Iv

and Bandish refer to the same section of music within the raga structure, but & &

music and Bandish is the same section in vocal music. Also the musical instrum=~

tambura. Tampura is the Hindustani name and tambura is the Carnatic name.

The structure of this pack begins with factual information, followed by an introo: o

music system of rags (the pitch and scale system), talas (the rhythm cycle syster

and Rag Desh.

learning of the basics by doing/performing the music. Assessment information =

The three pieces are analysed again against the composition criteria in Unit 2. =

template for candidate compositions.

The three pieces are analysed once more but by the listening and appraising vt
with mark schemes are provided for further development of knowledge and unc o

A fairly exhaustive chart of Indian musical instruments is given at the end of thi=

according to their four types, with factual information about each instrume
resource is also provided at the back.

Written by Ms Sheila Fay James MA (Lon), PGl

An experienced Head of 70

An experienced GCSE and GCE M

Update v1.1 (29 January 2010): ¢ Added note on p. 13 about Bina® Musical Stores.
* Minor formatting changes on p. 33.

Note:
If you have purchased the editable Word version of this resource, you will heed the
of the musical notation (flat, sharp and natural symbols) in the text of this resocurce.

or higher) installed on your computer, you will already have the font. It can alsc be aliiz
browser extension 'Scorch' from the Sibelius website (www.sibelius.com/scorch}. Aliers:
tff file) for download on our website, zigzageducation.co.uk: click on ‘Music” and then « o
the page. To install this font onto a Windows computer, double click on the CD icon to o

once to highlight it, then click on File > Install New Font... and follow the prompts.

lusic exo i

If you have purchased the PDF version, you do not need to separately install the font a= o

In the file.

Rag Desh: Set Work Analysis and Activities Page 1 of 36




T

MEEHA.
FRMKEMEEN

Introduction to Ra

R

Factual (nformation -

Title of set work: Rag Desh
This is a set topic about Rag Desh rather than a set work. Rag Desh is a ra
(Hindustani) classical music system. Candidates will study various pieces ¢

- B

'

Edexcel GCSE Music area of study: Four

Composers: Various

Indian pieces are often largely improvised around a chosen rag (tonality
within the raga structure of the following 4 sections: Alap, Jhor, Jhala an
fixed composition material within the performance, which is normally intro

Artist & album information for this resource:

Musicians Title Album Title

T

Benjy Wertheimer and Steve
Gorn (composed by Steve
Gorn)

Rag Desh Privagitah: T
Parts 1-3 Nightingale —

Saraswati Devi Dhandhada Ra0a Desh Mewar Re
and Heeralal Dhandhada 5 200

s e n n

ira —
S

Mewar Ree

Mhara Janam Devotional Son
Maran Ra Saathi Mirabai

[T

[EEEEEEEREEEET

Chiranji Lal Tanwar

et

Anouskha Shankar Raga Desh (Live) Live at Carnegi
(composed by Ravi Shankar}) 5 2005

IMPORTANT: S. D. Dhandhada’s and C. L. Tanwar’s songs are the same pi
The artwork on both album covers and the musical arrangements are a
different and the album titles are slightly different.

L {0

Country of origin: India R
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Australasian countries are The Maldives, Indonesia and Sri Lanka.

Official language of India: Hindi is the main language. However, there e
total. Legislation is written in Hindi and also in English because India cnce
the English is gradually being phased out. The native languages evolvec 11
Aryan in North India and Dravidian in South India. The holy books of Hina

one of the official languages in India today.

Meaning — social, historical and cultural context

Traditional Indian classical music evolved from Hindu worship. Most azoo
including the instruments and system, can be traced back to the rel
also contributed to the way that the music evolved. This is a simiiz

music and the popular music style of the blues, which had its roots irn @

Two classical music traditions evolved in India: the North Indian tracitic
the South Indian tradition known as Carnatic. The Indian classical mus:« ¢

on by oral tradition from parents to their children. However, since the

classical music has also been taught in Gharanas, which are schoois cec

classical music. Gharanas have their own styles and interpretation of ==

and performance.

Indian classical music is based on rags, which means ‘colouring the min: -
referred to as the rasa. A rag (raag orraga)is a scale which is used to i

the mind of a time of day, season or occasion. Each rag is said to have

are parent rags; each is known as a that in Hindustani music and a meio
200+ Hindustani rags are derived from these. There are even more

R

Ragas have their roots in antiquity. They are deeply linked to the Hi

back to 200 BC. They are linked to many legends along with many iriciz
were used in both folk and classical music; now they are also usec

and instrumental traditions. There are also great scholars in the histor

who contributed to its development. Nowadays, Indian classical music « -

Bollywood films, Hindu worship and concerts.

Rag Desh is a Hindustani raga. It is a late night raga and also a maor: -
mood (rasa) is that of romance, longing and devotion. Its parent scale (7

Oral Tradition

Indian classical music was traditionally passed on from a Gu
(dedicated and totally submissive students). It was in the 19"
These are schools of thought, unique practice and style and traditicn
grew in humber because of royal patronage. They continued to teac
with words and through direct demonstration, the Gharana’s uric -
classical music. Indian music is not traditionally written ¢
Westernised musicians have attempted various forms of notati
understand this music better.
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The North Indian Classical Music System

The Hindustani Raga system

a similar system to the Western tonic solfah system. The note (swarg) names a7+
Each of these notes may be sharp (tivra) or flat (komal) depending on the rag o

Hazart S L e

underlined, e.g. C¢ would be C. Some notes are more important than others. 7=
sometimes written in lower case. The higher octave has a dot above the swara 2
below the swara.

waux i

Sa rgam Long name I
Sa Shadaj doh w P

Re Komal Rishab di

Re Rishab re

(33 Komal Gandhar ri -k

Ma M3 dhyam fa N
Ma Tivra Madhyam fi
Pa Pancham soh

Dha Komal Dhaiwat Si
Dha Dhaiwat la
Ni Komal Nishad [i

Ni Nishad ti
Sa Shadaj doh

In general, ragas are usually created from a parent raga (by some method o
omitted in various combinations but the 4" (ma) or the 5" (pa) note must alw:

might be based on a different note from the 12 notes in the octave. Sais as v

melodic minor scale, many ragas have different notes in their ascending {aroho:

forms.

Different ways of classifying rags
Western musical scales are classified as major, minor, etc. Rags are also classit o0

are several ways of classifying rags in general. In the Hindustani system, rag
following ways:

The Bhatkhande thaat system has identified 10 scales which each rag evoivec 1o
This is a heptatonic (7-note) parent scale or basic template design which is edite:

The Janak-raga system classifies rags by 6 parent rags for the 6 seasons ot the ¢
rags which combine to form children rags. In total there are 36 rags in this svstar
are the rags for the 8 times of the day.

and heptatonic (7-note Sampoorna) rags.

Rags can also be classified by their starting notes.
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The Carnatic rag system is quite different to the Hindustani system, but many <@ =

The Carnatic system divided the octave into 16 main notes (swaras), which cone o
microtones. Parts of the system are labelled differently due to language differen

parent scale. There are traditionally 16 parent (melakarta) rags for each swarz =

usage. The rags that evolved from them (janya ragas) evolve with the music. o
72 parent scales (melakartas) built from a 22 part octave of semitones and o

Pakad

The pakad or swarup refers to the stylistic treatment of notes in a raga. Each raas

treatment of the notes in it and ragas are identified by their style of note treatima

The Arrangement in a Raga
Indian classical music has a set arrangement as follows:
o The stringed or woodwind instruments play the melody based on the ra:

o The stringed drone instruments play the drone — which is usually the root o

o The tabla or other percussion plays the rhythm (the tala).

The Taal system
The taal (Hindustani) or tala (Carnatic) system is much simpler than the rag
plays the tala rhythms. The components of this system are:

o A tala is a rhythmic cycle consisting of many bars. A common tala cycle st
each with 4 beats inthem, i.e.4+4 + 4 + 4. There are several otherta s v

Name.

. A vibhagas is a group of beats within the tala pattern. Some tala rhythms o

within their cycle.
o Avartan is a cycle in the tala system.

. The sam is the first beat of the tala rhythm cycle. Hindustani compaosition:

° Matras are the individual beats in the tala.

o Khali is a silent beat that occurs just before the sam. It is usually expressec
o Bols are separate rhythm parts that play over the tala to create interesting «
o Tan are notes that are played with speed and that create different patter

o Theka are mnemonic syllables used to express beats and timbre cause

the tabla. Thapiya are the mnemonic symbols used for the pakhawaj. Tero
iy

Indian classical music. However, only around 10 are actually used reg

Below are some common taals:

Tala | Beats | Overview of the Avartan {full cycle) showing the v

Dhadra 6 3+3
Dhamar 14 5+2+3+4
Ektal 12 2groupsof6=2+2+2 and 2+2+2
Jhaptal 10 2+3+2+3
Jhoomra 14 3+4+3+4
Keherwa 8 4+40r2+2+2+2
Roopak 7/ 3+2+2
Tintal 16 41+4+4+4

There are many more talas. Also it is recommended that these talas are listens: -

videos found via a Google search.

Rag Desh: Set Work Analysis and Activities Page 5 of 36
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The Structure of a Raga

Indian classical music has a common structure which is in four sections as fol v
1. Alap —the first section. It is a slow, improvised, ornamented, free time ope

preceded by the playing of the raga scale. The instruments present =
wind instruments on the melody, accompanied by the drone instrume
also known as a tambura (Carnatic), plays the drone part.

2. Jhor — the second section. It is fairly slow with a regular pulse. it has more <
improvised. There is still no percussion instrument in the arrangement 0t o

performed.

3. Jhala — the third section. This is the section where there is much virtucsic .« -

regular. The rhythms are complex and exciting.

4. Gat (bandish if it is a vocal piece) — the final section. This is a pre-compaose:

improvisation to decorate the melody. In a bandish, this section is a sonz. |

g

point and plays the tala part.

The sections can be presented in three different speeds:
o Adagio / slow tempo — vilambit laya

° Moderato / at a moderate tempo — madhya laya

o Allegro / fast tempo — drut laya

Vocal music often skips the jhor and jhala sections. There are various styles of voi o

centuries in Indian classical music history.

Rag Desh

Rag Desh/Des is a late night raga. Its rasa (mood colour) is devotion, romance =
the monsoon or rainy season. Its Jati is Sampoorna (7-note scale) and its that (1

Rag Desh is often pitched with Sa as a Western Db, thus creating a Db major e o
shows that Sa can start on any swara, in a similar way to the Western scales stz
note. However, Indian ragas are usually illustrated with Sa on the Western Cnz

The pakad or swarup is:

Re, Re, Ma, Pa ascending, followed by Ni, Dha, Pa, Ma, Ga, Re, Ga, Ni, 5a descare

avarohana is a stylistic feature of music in many ragas, including Rag Desh.

Rag Desh with Sa _

Khammaj That - Parent scale

6

"?"

Sargam: Sa Re Ga Ma PaDha Nt BSa N
WestermC D E F G A B C

Rag Desh (arohana/ascending)

»

-
S

Sargam:
Western: C D

G B C Western: € &

. P —

&

Sargami: Re Re Ma Pa Ni Dha Pa Ma Ga R
Westem D D F G B A G F E
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Overview of Part 2 - Gat 1
The duration of this piece is 4m50s in the Amazon mp3 download version. Tt
timing is the roopak tala — equivalent to 7/8 in the Western musical scale. The ¢
begins this section on Sa and Pa, i.e. D and A, since this piece has transposed <as
fixed they would be C and G. However, it has been transposed to the Westers -
. The bansuri enters at 0Om13s with a fairly florid melody which meliows t: = -

flourishes. The timing is free and unmeasured at this point.

. The tabla enters at 0s31m with a florid solo of quick beats and then seti ¢

The tabla improvises generally around the roopak (rupak) tala whilst maintainin:
3+ 2+ 2 beats.
o The bansuri joins in at 0s42m with a melody to begin the Gat properly. 7

on a long Pa (D) at 1m14s.
o A second melody begins 1Im15s and begins on the same middie D. it balave

spends time in the lower tessitura to begin with before climbing to an oot

at 1m48s.
o The next melody is more fragmented to begin with before continuing ir: =
of the piece. It enters at 1Im51s, embellishing around long notes on Sa o o
improvising around the lower Sa with ascending and descending flourishas
continues to explore the registers of the bansuri while the tabla maintain:
embellishments.
. At 3mO08s the tabla begins to improvise with more complex rhythms, wis + ¢
Improvise.
o At 3m32s there is a short pause in the music. Then the tabla enters wit
and the bansuri enters with more embellished improvisations of frag
end at 4m41s when the tabla stops leaving the bansuri to finish oft to tie
50s).

Overview of Part 3 — Gat 2

The actual playing time of this piece is 2Zm57s, which includes the fade out e

mp3 download version, but the running time of the track is 3m04s. Gat 2isirns

tala, which consists of 2 groups of 6 beats,i.e.2+2+2and 2+ 2 + 2.

o It begins with the drone generator followed by the tabla solo. The tabiz :
many flourishes.

. At Om13s the bansuri enters with florid scalic runs, melodic patterns anc = =

L

< v

ee I ae e was P PR ST

WHL X L LTS O RRRE AR TR R s,

I L PSS :

GdoE B g : SR SR
f Heed BB OE e .

range of the instrument.
o There are many tihais throughout this Gat to mark the end of sections. b
melodic ideas which are improvised considerably.
o The tabla stops playing at 2m41s leaving the bansuri to finish oft with tie
2m50s and the drone fades out to conclude the piece at 2Zm57s.
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Analysis of Kaga Desh from Mewar Re Mira (commer

This piece is a devotional song inspired by a woman called Mira. Miraisa 17" ¢+
the court of Mewar. After her husband died, she composed devotional songs o
persecution for this. There are many variations of this story and many other ¢evo

composers that were inspired by these stories.

o A A O COC
gt WP LTI ]
L BT I L
e ambinin nl
e der D OBD
i T
B, URRE REANN L

The Western tonality of this piece is a juxtaposition of D flat major and the mixo
classical music Rag Desh. The structure consists of an Alap followed by a Banciz. .

181l A T

instance. This strophic verse and chorus song structure is known as a Bhajan. @
plays throughout most of the song until verse 4, where a new ostinato rhythm o
the tabla plays tans.

An Overview of Raga Desh by Saraswati Dhandhada

(this is the same piece as Mhara Janam Maran, sung by Chiranji Lal Tarwear
The analysis below will suffice for both pieces — although it is an analysis of Raz= -

both pieces are delivered in exactly the same way using the same instruments .

The drone enters on Sa, Pa, Sa, played by the ta

Db, Ab, Db. The bowed sarod enters and improvises decor

The Alap repeats a similar idea an octave higher on treble Db, The 00

° .o
i L TR TR T el
ﬁ g\:\% FE R o Sm R
oG ED T L RO L

(Ab). That musical idea is repeated and extended to re
improvisation of the chorus tune to come.

The voice then enters. The singer is Saraswati Devi Dhiare

a recitative manner. This is a free rhythm version of the tir+

Bhajan
introduction
(part of the Alap)

et - L P
e AR e o
Bewudd HOH ool

L e dH e

The tabla enters with a rhythmic flourish and then the

cycle divided into 4 + 4 vibhagas (groups). The ostinato vy -

small cymbals play on the sam (the first beat of each cvais

Basic ostinato rhythm

N NN
P P P L I L R S T

Bell starts the cycle

Chorus and
beginning of the
Bhajan as this is
where the tabla
enters
(Om55s)

The singer sings the cho
Chorus - Basic outhine of the tune

.............................................................

ot e— e
I ; 2O S sy
e B L L R

4] o

I ? S v-v.,,.v-v.,,.v-v.w-,._.,,.é...... S

This is a ternary structured melody where the first 3 bars ro

......

A structure. This tune is based around the pakad for Rag e
disguised by shruti (microtone) slides and ornamentation.

The plucked sarod plays the link passage melody. Adc

Bt HHHHHHHHHHHHR- LR

Sarod hink tune

} e e 4 e
) r |
ot s e 4 e

Y > ¥ > o o @

N

Link passage 5

2 ) p— mm:m_::::::::fff;'.'f.'.'.'.' -

This is followed by a short improvisation on the sarangi w i

(C) to resolve on treble Sa (Db). The sarangi then plays @ s+
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Verse 1

The singer sings the 2™ verse and is intermittently accorp:

of the verse. This is a new tune in a higher tessitura.

The rhythms are quite free, and the shruti slides on m
assign a definitive pitch. Therefore, some notes are gi
transcribed score gives the basic vocal tune.

wxm
/ -
.....
T L TP T Y :

g 1st verse basic vocal tune

?;??a— = #;g gﬁ—r—'—#g

Q') i

o]
T
f?f:-‘
?;?
e
5

5 - - 3 X o
> 5 . ‘. (S & ' g L4

22 - E———

e ' o .
%9 I'H 5 3 W K—‘ & o157 j_

Cl

Most musical phrases are repeated to a structure of /

Chorus

The vocal tune is largely the same. However, the tab

Link passage

The tabla reverts back to the ostinato rhythm. The sarangi <

Mt

original link tune, which is disguised at a higher tessitura v
to make it more idiomatic for the sarangi. This is foliowsc

shippet that hints at the previous link tune.

Verse 2

L4

The tabla begins with a tan before reverting to the ostinaio
first verse with variations and different words. The sararz

Interject.

Chorus

The vocal part is the same. The tabla plays more rapi

Link

The tabla reverts to the ostinato rhythm again. The plucie: -

tune, followed by the sarangi with a short improvisatic:.

Verse 3

A similar tune to the previous verses is used with variatic:
are occasional interjections from the sarangi. The ta
occasional flourishes.

Chorus

The vocal part is the same. Even more complex tabla rivyi

Link

The tabla reverts back to the ostinato. A solo plucked sarcd

variations.

Verse 4

This is a similar tune to the other verses with variations & -
occasional interjections from the sarangi. The ostinato v

sarod on a Db. The sarod continues this until the enc
change rhythm near the end of the verse to playing wit:

vibhaga, to create a pattern of 2+ 2 + 2 + 2. This is continiio
laying o

tabla changes rhythm when the cymbals change to p
of these rhythms builds a climax to the song.

Chorus

The vocal part is the same. The tabla plays more rapi

Coda

The singer sings arh throughout this section. The ostinato
sarod on a Db. The chimes continue with its rhythm from «o

o
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Analysis of Kaga Desh (Live) by Anoushka Shankar (co:

The Western tonality of this piece is a juxtaposition of D flat major and the mixo
Desh transposed to Db.

Rag Desh (arohana/ascending)

& sy b L
- BRI
. - . '\."-. -
i
; et
1
1
1
' ! et e
AR e
.\.'\-'
? ‘ ? e
' o

e ¢ 3, T
Sargam: Sa ReMaPa N1 Sa Sargam. Sa Fruz
Western: Db Eb Gb Ab € Db Western: oL

Overview of the Alap
The duration of the Alap is from OmOs to Om55s. This is traditionally an unmeter

and this Alap follows this convention. The sitar begins with a drone on Sa anc Vo =

begins with a flourish which introduces the notes of the raga scale. This is a tracii

music. The melody then progresses to improvise against the drone. It plays maini

frequently punctuated by intermittent high pitched Sa (Db’).

Overview of Gat 1

The duration of the first Gat is from 0m56s to 9m27s and therefore is the mai

medium tempo and in the jhaptal tala —a 10 beat tala with beats that are divics .

. The tabla joins in at 0Om58s with an embellished version of the jhaptal taiz
ornamented melody which features meends (bends). The section ends wi -
as Sa’ repeated three times with rests between.

. The next section immediately flows on and dwells mainly in the higher tes:
middle C register to end the section on a tihai on middle Sa instead begin
to be a feature.

. The next section immediately follows. This section introduces the mai

extended with new ideas each time:

[—
P, e

After three such presentations of this melodic idea, a descending sequsrt
more elaborate new tahai idea:

Bttty e e T e

i ? ...................

>

>
. At 3mO04s the main melodicidea is used for a similar section. This section -

new idea:
) N I -

in a loose binary presentation — A B tahai A B tahai A.
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beats. This rhythmic grouping is featured in this section. This section is s1.
which alternates with the improvised chand passages. The short motii i
follow the main melodic idea.

o At 5m02s the sitar chand rhythm is diminished to a quicker group of 4 nole
featured rhythm for the improvised passages. This rhythm alternates wit =
main melodic idea still alternates with the chand passages. The sitar usss =
extremely high notes.

o Gat 1 ends with a discernable pause on the tabla and sitar (but not the ¢ro

Overview of Gat 2
The duration of the second Gat is from 9m27s to 11m18s (but the track time ot -

includes applause and an announcement). Itis of a faster tempo than the previc

16 beat tala with beats that are dividedupas4 +4 + 4 + 4.

o The rapid rhythm of 4 notes per beat continues on the sitar against the ¢ o

rapid beats. The music is very busy and florid and explores the extreme it
o The final part of the second Gat begins at 10m10s, and in this section the =+
strumming technique known as jhalla. Meanwhile the melody becomes =i
florid rhythms. This leads into a call and response section where the sitar =

rhythms and simpler rhythms. The music ends with a tihai.
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Pedagogical Approaches to Teaching Kag Desh

Knowledge

Candidates learn about musical devices better if they are consolidating their o
Musical devices need to be heard, played, seen written down and identified wi

so that there is a sound to the term in the candidate’s mind.

Skills focus
Skills that may be developed by this topic are improvisation and aural skilis.

Resources

other Indian classical music instruments, the following alternatives will suffice: «
acoustic guitar, flute, recorder, oboe, and other similar instruments. {Brass arna
from being used in this task because the timbre contradicts with the rasa/moci |

A large supplier of authentic Indian musical instruments is Bina® Musical Stores

Performing

Candidates may also choose to perform an Alap as their exam solo improvisec oo
group of two or three candidates in total. It would not suit an ensemble because
sounds other than the drone accompaniment. Thus this is very much an accomizao
instruments that play antiphonally are not performing simultaneously at any tir
exam purposes would be a specification breach and may incur a penaity of zero o

suitable for an ensemble performance because there are tabla rhythms and

simultaneously with the main melodic instrument. Chords would not be usec e

linear and never uses chordal harmony.

Differentiation
Below is what candidates can achieve while improvising after some practice:

° Most candidates can respond with simple varied and ornamented imitat

grade).

o More able candidates can also vary the tessitura of previous material to ex:
also add more elaborate flourishes according to ability. They would acc¢ o

(A—A* grade).

not be a valid performance for any candidate to enter GCSE Music with, ==
skill to get a grade. However, it is a good social and support role that soms
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Kaqg Desh Improvisation Task

Teacher’s Guide

Task

This task would be better to use during the fourth to sixth lesson, because cane i+

grasp of the concepts in Indian music, have their ear tuned to this topic and
reasonable confidence.

The aim of the task is for candidates to create an Alap. Candidates should

o vary previously heard ideas with ornamentation
o use portamento from Ni to Pa, i.e. B flat to G, to imitate the typical sh

Suggested execution of the task

1. Sit in a large circle with instruments to hand, so that candidates can ez

each other’s performance technique.

.......

MM, . Lnl

TR F AL T

e T T
d h.:‘fﬂi ... '.:.:._.: P

| take L
pakad notes over a constant drone. During their improvisation, candidates shaui o
o imitate previous material used by other candidates in an antiphonal styie

2. Programme electronic keyboards to orchestral strings. Candidates can o =

throughout the performance.

Drone Pakad

et
- I —— e ﬁ
Sargam: Sa Pa Sa Sargam: Re Re Ma Pa  Ni Dha Pa M

Western: € G C Westernm D D F G B A G F

3. Everyone plays through the pakad a few times to become familiar with: 1+
ates Ta
sleinsd

4. The teacher plays an improvised snippet from the pakad and candic
improvised snippet from the pakad above. They should ornament the
with slides and pitch bends and keep the timing free.

5. A worksheet is provided for guidance.

Teachers may need to adjust the activity to suit their own department’s settine.

By
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RAG DESH IMPROVISATION VWORKSHEET

Set the electronic keyboard to orchestral strings or a sitar. Hold the notes beiow -

Drone

&

Sargam: Sa  Pa <
Western: C G C

Play the pakad through 4 times to get familiar with it. This is the stimulus for v

Pakad f s

é‘g ‘ :}"’ ‘ ‘ # ‘ [ ....... .. .. | : |

e v v e .
Re Re Ma Pa NiDhaPaMa GaRe Ga Ni Sa =0

In a slow, free, meandering style

TR T

o
? oo
Ci * o E | i
T T ) RS AOROARRCANRS
D F G F F r
I I s
(ya Re (Ga Pa Ma Ga (Ga N1 S s

Teacher

1
W
\3
-1
\)
\
2

Candidate

L T T T T T L L P L L P TIL LFLL FFL

Te aCher L S

Ca RM

Candidate

1
1
5

Teacher

Back to the very begmning
Four new candidates improvise with the given matenal, or wnvent tos

Candidate

Candidates may now get into groups and devise a group performance based o
things:

o Call and response and imitation

o Ornamentation, such as trills, turns and mordents, applied in a meandsarin:
. Portamento and shruti {microtone) slides
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Assessment Information

Performing

This is an activity that can allow serious, virtuosic candidates to show ©

free metre will allow the candidate to demonstrate their skill to the 0

e the exploitation of the resource, by using a wide range of at ieast 1+

 using a lot of dynamic contrast and shaping to create a very exprass v
performance

b

e performing with flair and imagination, ornamented and virtuosic o

e performing with a good tone on their instrument

Composing
For candidates who lack the skill or resources to perform a virtuosic &+

technology may be the solution. Sibelius and Cubase software now hao
instruments that may be used to replace the acoustic sounds.

Compositions must not be an improvisation. Therefore a Gat section i+ -
on for a composition in this area of study. A short Alap, jhor and
Alternatively a short Alap and then a Gat might be the only sectic
label the sections quite clearly in the score and include a sentence
are intentionally missing to avoid lengthy improvised material within 1

& i -
%a‘% i 3 BB g A
.,g {:ﬁ T e e

TR T Tl Sy
g‘% g BOE Tyl R D
'?\'-\.-"-\.- :_"::' :._ L .. .........

TR

Compositions would need to display the following:
e A balanced and proportionate structure which uses link passages e
sections within the Gat
e Well constructed melodies with phrases that resolve on 5a, Pa or =
e A talathat fits with the melody, and includes effective syncop
percussion instrument
e Development of musical ideas using antiphony, imitation, variatics.
and if possible microtone slides
e The instruments or resource must be exploited to show their o
e Dynamics must be used to shape all parts of the melody throughoot

Centres are advised to allow candidates to use a variety of Sa so that &

their cohort don’t sound similar.
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(based on the composition content quide)

Use and development of ideas

The development of ideas in Priyagitah is quite simple. There are a few composit -
these are imitation, call and response, improvisation, ornamentation and variat
the Alap is based on aspects of the pakad from Sa (D) to Pa (A). Itis played by 1
phrase as a variation using ornamentation. Without the ornaments, it would e
The improvisation aspect is the way that the ornamentation and variation is ap -
of the material. The frequency of the call and response increases as the phrase:
ornate. The phrases evolve into higher pitched phrases but follow the same

throughout the Alap. The similarity between the call and response material @i o

§ R I B A L R R
EE I L T

has a very imitative effect overall for most of the responses but each instrument

Part 2 and part 3 use the tabla and bansuri. The ideas continue to develop but i1n -
improvised way. The melodies are not as dependent on the pakad but are mare =
Rhythmic development is more about displaying rhythmic complexity.

Exploitation of the medium

During the Alap, both the bansuri and the esraj explore the middle, higher anc ©
instrument in that order. The upper registers explore the use of the avarchars
and the C natural is quite pronounced at this stage.

ks S "
‘ g%:‘:} T I

During the Gats, the bansuri is more concerned about showing off the ti
improvising in them all. It exploits the range from the A below middle Cto the &
almost two octaves.

The tabla uses two talas — the roopak tala (equivalent to 7/8) and the ektal taia (oo
are difficult metres to maintain as they are irregular combinations of 3s, 2s an¢ &
impressive timing skills. The tabla also demonstrates the ability to improvise wit -
challenging metres/talas.

Structure and form
The overall structure of the Alap is basically call and response and variations o o
phrases. The structures of the Gats are continually evolving melodies over a repo
pattern.

Accompaniment
The accompaniment is a tampura generator which plays all the way through

Pa, Sa’.

Texture

The texture is quite thin as there is no harmony in Indian classical music. inthe &
two melodies playing one after the other. Parts 2 & 3 (Gats 1 & 2) have a slight v
which plays throughout with the drone while the bansuri plays its melodies.

Rag Desh: Set Work Analysis and Activities Page 17 of 36



Tempo and rhythms

. The tempo of the Alap is vilabit (slow), the music is unmetered and the riv

music is free and improvised.

and embellished.

N

° The tempo of the second Gat is fast and regular to the ektal tala of 12 bes o
2+ 2+ 2. The rhythms are complex, quick beats and syncopated. There are

consist of very quick rhythms.

Dynamic contrast
There are no extreme dynamic contrasts. However, each phrase is expresse

they communicate longing and yearning in keeping with the rasa (the mood). ¥

the end of part three to aid the fade out ending.

Instrumentation and technique

H <X a2t H T .
L TR L ’H Y o
- H ] . . .
H H i e i .

The bansuri is a wooden ancient flute without keys (although metal flutes may
The esraj is bowed and an acoustic tampura would be plucked. Often tampurs oo
modern settings like in this piece. These are electronic devices that are tunec o+
music and left to play in the background. The tabla is one of the most commear:

instruments in Indian classical music. It consists of a medium-sized drum anc & =+~

hands and uses a combination of finger patterns and occasionally the flat of T -

of the drum.

Scale and tonality

The rags are conventionally written with Sa on C. However, this piece has Sa o

below.

Khammaj That - Parent scale

éﬁﬁ ",,nt{"

e [ 4

Sargam: Sa Re GaMa PaDhalNi Sa NI

Western: D E F#G A B C D (mixolydian mode) Wesio

Rag Desh (archana/ ascending)
#

Gl . —

Sargam. Sa Re Ma Pa Ni Sa Sargam: Sa Niliw

Western: D E G A C# D Western: D C &

Pakad

ﬁ ,JhL'l,

b
L

Sargam: Re Re Ma Pa Ni DhaPa Ma Ga R
Westeem E E G A C B A G F# E
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Analysis of Kaga Desh from Mewar Re Mira
(based on the composition content gquide)

Use and Development of ideas
Repetition with variation is the most common compositional device used in ew
shruti slides are usually used to vary the repetition of a musical phrase in this o

Ostinato rhythms and improvisation are used throughout the piece.

Exploitation of the medium
All chordophones other than the tampura use their low, middle and highear pitc o
sarod plays a tune and occasionally a drone ostinato rhythm.

Structure and form

The overall piece is in two sections: Alap as an introduction and then the bancis

— introduction, then repeated chorus verse, link passage structure for 4 verses. [
of ornamentation and applications of shruti slides. However, the vocal meioccy « =

tabla rhythms are different and the sarod drone is absent. The chorus is in terna
initially A Al, B B1, CC1, D in structure but does vary in later presentations.

Accompaniment
The accompaniment is simple. It is the typical Indian classical music format ot @ ¢+
rhythms on the tabla. The small cymbals play on the first beat of the cycle. Gores o
drone in the verses and the sarangi intermittently joins the voice in the 2" half of -

Texture
The texture is delicate and light because Indian classical music does not use

¥ BWooTH LT
{:\ ?% O R SR
T N PR R T

Tempo and rhythms
The tempo is madhya laya (moderato). The piece uses the Keherwa tal. This is &
4 T 4 Vibhagas (gFOU pS) The OStinatO l’hythm iS pIaVEd by the tabla fOE’ mmg'?& [P 2 5 BT Gt —

However, the tabla improvises with flourishes and tans in the choruses and curir:

Basic ostinato rhythm

N | N |
T"J s o o o o o

Bell starts the cycle

EHHHHH
- Y
B
b HE
.......................

The cymbals plays on the sam (the first beat of each cycle) but changes rhvythi =
playing on every beat with an accent on beats 1 and 3 in each vibhaga.

Dynamic contrast
The dynamics do not have much contrast throughout this piece but there is nati:
played.
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Instrumentation and technique
The sarod is plucked for the solo melodies during the link passages and piays a <
alternates with the sarangi on the link passages, so that if the sarod plays the e

instrument and lends itself nicely to shruti slides and ornamentation to mimic

also uses a lot of shruti slides and ornamentation as a stylistic feature. A wide o 7
voice, sarod and sarangi.

Melodies and tonality

The tonality juxtaposes between the mixolydian scale on Db and the Db major. it -

Khamm aj That - P aren-t SC ale """""

> ? . o 7 - mix : n
%j = o ¢ * ¢ i (mixolydian mode)

Sargam: Sa Re Ga Nia Pﬁ Dha Nl Sa

Western: Db Eb F Gb Ab Bb Cb Db

Rag Desh (arohana/ ascending)

p.
%—%’9 2 ~—r
<o

Sargam: Sa ReMa Pa N1 Sa Sargam: S% N%
Western: Db Eb Gb Ab C Db Western: Db Cb 0

2

Pakad
—7

Sargam: Re Re Ma Pa N1 Dha Pa Ma
Western: Eb Eb Ghb Ab  Cb Bb Ab Gb

Lyrics
The lyrics are inspired by a lady called Mira who married into the court of Meav:

dedicated her lite to her god and suffered much oppression from her in-iaw
topic.
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Analysis of Raga Desh (Live) by Anoushka Shankar
(based on the composition content guide)

Use and development of ideas
There is a main tune which is used in the Gats. There are also a couple of motiis -
tihais. These ideas are extended by improvisations rather than manipulated.

Exploitation of the medium

The sitar part uses the full pitch range of the instrument, including the extremiti=
techniques including jhalla and a variety of chands. The sitar also plays the drore
true virtuosic world-class sitar playing.

Structure and form

The overall structure of this piece is Alap, Gat 1 and Gat 2.

Accompaniment
The accompaniment was the drone and tabla rhythms. For most of the piece i1 o

notes of Sa, Pa & Sa’. However, in the last part of Gat 2 the drone is given a rivi
Jhalla. The tabla plays embellished tala rhythms and imitates the chand rhythime
with the sitar’s rhythmic tunes.

Texture

The texture is fairly thin as there are only two instruments — sitar and tabia. Howo
by the constant drone and then the strummed drone, with rapid rhythms both o

second Gat.

Tempo and rhythms

The tempo and metre are undoubtedly very interesting in this piece because ¢ 7
free time because this is the convention in an Alap. Gat 1is in Jhaptal tala whic -
time. This is a very rare time sighature in Western music and is very difficult ¢
because itis not natural. Itis even more difficult to improvise and play compiex
Gat is in Tintal tala, which is equivalent to common time. This is the most cormio

challenging in this piece because they are often quite quick, especially the chars o

Dynamic contrast
Other than natural dynamic shaping, there is not much attention given to dyriarm ©

Instrumentation and technique

A variety of complicated fingering techniques are used for the tabla to produce ©
rhythms that it constantly plays in the Gats. The sitar plays the roles of drone =
and the jhalla strums as additional playing techniques, thus displaying a variety

Melodies and tonality

This piece uses Rag Desh with Sa transposed to a Western music Db.

Rag Desh (arohana/ ascending)

AL DL Lt Lt
L e
[ ;o
PR M
Rodbleil T L
? i
R !
L [l i MM s
‘ 7 1A oy
9 B
r - e
& . i

oy o * 'y
Sargam: Sa ReMaPa Ni Sa Sargam: S.% ‘M i
Western: Db Eb Gb Ab C Db Western: Db Cb 1 o
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COMPOSING TASK FOR ALAP AND GAT USING

Notating an Indian classical music piece can be very challenging i
composition task is aimed at notating the music as part of the composing proces:
can be rehearsed afterwards. Compose your piece by following the instructions 7

STEPS TO FOLLOW TREATMENT OF IDEAS

L1lnL L R T e LT T IS R el el

1. Create 4 tracks in your Assign the track names in the BCF

Mmusic segquencing 1. Esraj or violin

software 2. Sarod or guitar

3. Tabla or bon g0 drum rE e e S L

4. Tampura/Tambura or orchestral strings

2. Create the drone on Use Sa, Pa, Sa (1*, 5™ and 8" notes of a

track 4 — the tampura mixolydian scale) K

part Score this as a chord so that all the notes play at

3. Create the rhythm part | Score or step write in the common rhythm
from bar 9 on track 3 — | pattern for the keherwa tal below on the tab O s
the tabla part. (The first | track. —

8 bars are for the Alap).

Basic ostinato thythm
e —— -
o o JSdT5d 4 S0

Bell starts the cycle

4. Create the chorus Create 2 tunes of 4 bars each by improvising
(bars 9-16) around the notes of the pakad in C, or D. Use
medium to low pitched notes. The sarod on

track 2 can play the first 4 bars and the esraj on

track 1 can play the 2™ 4 bars.

5. Create the Alap Use the same tune as the chorus but slow the
(bars 1-8) tempo down to adagio and add mordents, trills.
Use portamento (slides) to join up leaps.

6. Create the verse Use the Rag Desh scale for the pakad that you

(bars 17-24) have used for the chorus and Alap tune.
Improvise with the notes to create an 8 bar
tune. Repeat ideas within this tune to make up

the 8 bars.

/. Develop the rhythm Add flourishes and syncopation to the tabla
during the verses part. Ensure that the first beat of every other =+

bar is on the beat, as this represents the sam

(first beat of the cycle) of the keherwa tal.

8. Develop the verses Vary the tune of the 2" 3" and 4" verse by
changing some of the actual notes, rhythms an«
instruments. Aim to make the verses variations
of verse 1

9. Create the Coda Vary the chorus tune by adding ornaments anc
(bars 81—-88). changing the notes and rhythms. Keep the
structure.
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Examples of syncopated rhythms with semiquaver runs

o f— T

NN

N —— Fr—
P rrrrrriY

Frrrrrrry

r— [T — T
0 000 e e 0 e el .

e e B — Bl

0 00 s00 dossee o

Khammaj That - Paren

Rag Desh with 2

- scale

,71'

(mixolydian mode)

*"'“

Sargam: Sa Re Ga Ma PaDhaNt Sa
Westem C D E F G A B C

Rag Desh (arohana/ ascending)

oW

&

o @

Sargam: Sa Re Ma Pa
Westernn C D F G B C

N1 Sa

Pakad

.........

o &
Sargam: Re Re Ma Pa

Khamma) That - Parent scale

#'ﬁ"

fer

o o o °

Sargam: Sa Re GaMa PaDhaNi Sa

Westernn D E F#G A B C D

Ni Dha Pa Ma Ga Re éz

(mixolydian mode)

Rag Desh (arohana/ ascending)

Sargam: Sa Re Ma Pa

N1 Sa
Westernn: D E G A C# D

Sﬁl’gaﬁli “a N1 b
Western: 1D C

Pakad

s
=

7

0'ql"“'

ey

Sargam: Re Re Ma Pa

Western:

B i |
o
-

E G A C B A G F# v
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Unit 3: Listening and Appraisi

Analysis of Priyagitah by Benjy Wertheimer and Steve ¢
(based on the detailed Listening and Appraising unit <

Musical Element e

o Pitch — Rag Desh on D — Western mixolydian on D juxtaposed with D maic:

rules are observed, i.e. the rising scale uses C# to D, but the descending sc.:: o

W

o Duration — Notes are long and pauses are frequent in the Alap. Notes are o
Gats.

. Dynamics — Phrases are delivered with a lot of natural crescendo anc i
direction of the phrases. Dynamics often increase as the pitch gets highar =

lower. gt R

. Tempo — The tempo is slow throughout the Alap and Gat 1, and fast for 0.

Alap, in roopak tala for Gat 1 and ektal tala for Gat 2. -

. Timbre — The timbre is a shimmering drone with lyrical bansuri, yearnin:

scurrying percussive sounds on the tabla.

. Texture — Light and delicate texture.

. Structure — Call and response variation for the Alap and evolving melod
drone for the Gats.

Instrumentation
° The tampura (Hindustani) or tambura (Carnatic) plays the drone. This is =«
o The bansuri (bamboo flute) leads the tune. This is an aerophone.
. The esraj improvises with ornamented and varied echoes during the Az o
o The tabla maintains the roopak and ektal talas and improvises and emie -

patterns. This is a mebranophone.

Ke Y Musical Features
o The notes of the pakad and the slow opening musical idea are disguised v
of the Alap. There are tabla patterns and melodic runs in the Gats.

Musical and Melodic Devices
o Aspects of the pakad (swarup) are disguised in the tunes. Improvisations
Pa.

Rhythmic Devices

o There is no regular metre in the Alap. The time is deliberately free as this = -
Indian classical music.

o Gat 1 uses the roopak tala of 7 beats dividedupas 3 + 2 + 2. Gat 2 uses i
upas2+2+2&2+ 2+ 2. Rhythmicimprovisation, embellishment and v

Scale and Tonality
o The tonality is Rag Desh. This is a pentatonic major scale ascending anc =
piece has Sa on D. The transposed notation is below.
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Khammaj That - Parent scale

é ?-?# i = | =

Sargam: Sa Re GaMa PaDhaNi Sa
Westem: D E F#¥G A B C D (mixolydian mode)

u

*!"!':li - AP

Rag Desh (arohana/ ascending) . Rag Desh (#-
g e e

e j Sargam: Sa Ni Db
Sargam: Sa Re Ma Pa  Ni Sa Western: D ¢ 1

Western: D E G A C# D
Pakad

b .
o

i : R R e R
ﬁ : ! h?_' ] R N e n G
' L ey
» "

: > e e
o —@

SR DR R

T . PRI

Sargam: Re Re Ma Pa Ni Dha Pa Ma Ga Re Ga =~ i
Western. E E G A C B A G A e T o

The Context of Priyagitah L -

This piece was not composed in a traditional setting, but rather as a pastiche e
musicians who have studied Indian classical music.

Conventions of Priyagitah
Priyagitah means ‘nightingale’ and infers in textbook fashion that this piece is cor

performances. However, the Alap has been used on album compilations for mec

conventionally done in the morning rather than at night.

¥ - sl R
Boemn, o Leth, LT et I
Boaed Boon 10 T T

Usually the Alap is improvised and the Gat is pre-composed. In this case the
and the Gats are more improvisory in nature.

Sharing Opinions

Priyagitah is composed in Rag Desh which is a night raga and is also a rainy seasor

played at these times and used for devotional Hindu worship or courtly love. Heowo
composed and performed by Western musicians so is marketed for wider gerner:
as ‘new age music’ rather than ‘world music’.
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Analysis of Kaga Desh from Mewar Re Mira
(based on the detailed Listening and Appraising unit <<

Musical Element

. Pitch — Rag Desh and stylistic featured use of shruti (microtone) slides

o Duration — Keherwa tal

. Dynamics — Natural shaping of melodies only and no real contrast

o Tempo — moderately fast

o Timbre — Chordophones, percussive tabla and tingly cymbal sounds with < =

o Texture — Delicate and light due to the absence of harmony.

o Structure — Alap and then strophic song. The chorus melody is ternary ar:c
passages are similar but varied each time they occur. The verses are varis:
structure of repeated phrases of AAl1, BB1,CC1, D

Instrumentation

. Tampura drone, sarod and sarangi solos and accompaniment, male teno:

tabla and small cymbals are the percussion used.

Key Musical Features
. Shruti slides and much ornamentation are the stylistic features of this picoo

Musical and Melodic Devices
o The opening melody of the chorus is the main melodic idea which binas @
rhythm as the Alap and is based on the pakad. It then becomes the chorus

Rhythmic Devices
¢  The ostinato rhythm is played by the tabla for most of the song but w
flourishes (tans), the sarod occasionally takes over with the ostinato riviiv

Ha KAl i o . et I
% % %mﬁ T an I
k- H HY . . . e e e e T e T e T
B AL I ool T P

Tonality

° Rag Desh — a cross between the mixolydian and major scale on Db.

Khammaj That - Parent scale

%}w; » —— (mixolydian mode)

Fy o ® R

Sargam: Sa Re GaMa PaDhaNi Sa

Western: Db Eb F Gb Ab Bb Cb Db Rl

Rag Desh (arohana/ ascending) Rag [esh ¢

ik

&
> p= &

Sargcam: Sa ReMaPa Ni Sa a Nilhe
Western: Db Eb Gb Ab  C Db Western: v Co 0

Pakad

¥
Sargam: Re Re Ma Pa NiDhaPa Ma Ga R
Western: Eb Eb Gb Ab  Cb Bb Ab Gb |

o —

The Context of the Music
o This is a devotional song

Conventions of Music in India
o Rag Desh is a late night time raga and a monsoon (rainy season) raga. itz o
romance and longing. It is often used for devotional songs.
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Analysis of Kaga Desh (Live) by Anoushka Shankar
(based on the detailed Listening and Appraising unit < |

Musical Element

o Pitch — Extreme range used from extremely high to the lower register.

o Duration — The chand uses quick rhythms equivalent to demisemiquaver:
rhythm note in this piece. The Jhaptal tala (10 beat tala) is used for Gat & =+
for Gat 2. The jhalla rhythmic strums are used in the latter part of the

o Dynamics — Dynamics were naturally shaped. There is no real focus o <y

o Tempo — The tempo of the Alap is free, the first Gat is performed at a mer 1
quicker than the first one.

o Timbre — The timbres are strings and then the Gats also include the percic

o Texture — The texture is thin due to only two instruments being present.

o Structure — The structure of the piece overall is Alap, Gat 1 with a main i+ =
and then Gat 2, which featured on the florid rhythms introduced in the {120

B T T
mait ko BL OOty Sl
. P 1 . tes FHE- " . R N R T R N R T R R T R B T R A R R R
%’C BT T -+ P . . ........... ..... ...
=

Instrumentation

. TablaandSitar

Key Musical Features
° Meend slides, rapid chand rhythms, a main melodic idea that keeps coriire

Musical and Melodic Devices

. The tihai is used to mark the ends of sections. This is a device which irvioive
which is played three times consecutively, with rests between each plavi
rhythms is a device used between the sitar and tabla mid way throug
throughout most of Gat 2 brings unity to this section.

Rhythmic Devices

o Syncopation is used in the second Gat. Tintal and Jhaptal talas are used. (=
rhythmic embellishment of the talas played.

Tonality
o This piece is in Rag Desh with Sa transposed to a Western Db.

Rﬁg Desh (ar{}har}.a/ ascending)

b p———
? -—— >
Sargam: Sa ReMaPa Ni Sa Sargam: Sa NiDiuw
Western: Db Eb Gb A C Db Western: Db Cb 10

7

The Context of the Music

o This piece was composed by Ravi Shankar. His daughter, Anoushka Sh
Hall, one of the world’s most prestigious concert venues. This live pertorm.
education and entertainment purposes. The education aspectis in iine wi
often Westerners and listen to this piece as easy listening, in the same waw -

"'S‘-ﬁj‘ ot T T
Bl REOH L el .

Conventions in Indian Classical Music
° Traditional usage of Rag Desh pieces as night or monsoon ragas is not aose
used as entertainment music in the same way as popular music is usec.

Sharing Opinions

o This music is not used for traditional Hindu worship or traditional cbhservar:
ethnomusicologists and musicologists, as well as keen Indian classical i
with appreciation.
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Section A

Priyagitah by Benjy Wertheimer and Steve Gorn

1. Listen to Priyagitah by Benjy Wertheimer and Steve Gorn = S

a. Name the composer of this piece

b. Name two possible instruments heard in Priyagitah

c. Circle the music vocabulary that best describes the musical device
melody during the Alap:

drone ostinato homophony

d. Briefly describe, using correct music vocabulary, three compositiorn: -

HaHHH e o e et E N T N T N T R ’

e e S A R WML UL LL L R N

e. The lead instrument rises to the higher register. Describe how the <.

register.
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Raga Desh from Mewar Re Mira / Mhara Janam Maran from:

2. Listen to the following extracts and answer the following question

a. Name the country that this piece is from

b. Name two chordophone instruments used in this piece

c. Circle the music vocabulary that best describes the musical de
the musical ideas in the Alap

canon improvisation

d. Briefly describe the meaning of the following music vocabulary:

e. Describe how the pakad/swarup is used in general

Rag Desh: Set Work Analysis and Activities Page 29 of 36




Raga Desh (Live) by Anoushka Shankar

3. Listen to the following extracts and answer the following questions a2

a. Name the composer of this piece

b. Name two instruments used in this piece

c. Listen to Gat 1 and describe the musical device used within this rmus

Chand

Tihai

d. Briefly describe the rhythmic grouping of the two talas:

Jhaptal tala

TintalTala ___ -

e. ldentify the two roles that the sitar plays within this piece. Also deso
technique used in Gat 2.

O T T T R T T e o e T o 2 e DEINULNHNIIUNITOIOSOC0 e
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Practice Questions: Area of St

Section B

Answer EITHER Question 4 OR Questio

4. The following questions are about Rag Desh.

a. Name the Indian region where this rag is from.

b. State which season Rag Desh is for.

c. State how the following musical elements are used in a typica

* Tonality/rag

* Instrumental arrangement

* Tala/rhythm

* Four part structure

* Harmony and texture ¥

Use correct musical vocabulary throughout your answers.
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5. The following questions are about Rag Desh and Indian classical m

a. Give the time of day that this rag should be performed.

c. Describe the playing techniques of the following musical instrumen

* Sarangi

* Sarod

* The violin in Indian classical music in comparison to Western claz:
* Bansuri

H

* The playing technique of the tabla in comparison to the drum kit

Use correct musical vocabulary and good grammar throughout vours
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Mark Scheme for Practice Questions

S ECTION A o S e e

Steve Gorn

Esraj, sarod, tampura/tambura e e,

Antiphony

The nishad is raised when during ascending passages and flattenec durin.
descending passages

India .

Any two of: sarangi, tampura, tambura or sarod

Improvisation

L T
-

Sampoorna is a 7-note or heptatonic scale or mode, Jati is the classitica - |

based on the amount of notes in the scale, and khammaj is the parent <

R d g D €S h o i dndldii

The pakad is a common melodic pattern within a raga. In this piece i
is based around the notes of the pakad.

Ravi Shankar - | Yy

S ita il d Ta b I 4 SR o

B Eed

Chand are groups of beats that are played in rapid succession. Tihai iz = =
which is played thrice to mark the ending of sections in the music.

HMME
£

Jhaptal tala is a 10 beat tala which uses the pattern 2+ 3+ 2 + 2. Tin:
beat tala which uses the pattern4 +4 + 4 + 4.

The sitar plays the dual role of drone and main melodies. It uses the v

I
. '\.:"""Q'E. H H . . .
Andi i P

" HH . . .
PO H T

technique in the last half of Gat 2, which is a strummed rhythm in the

FEPFERE R A e, it AR Dl

SECTION B -

4. | 3. | North India (1 mark)

b. | The monsoon / rainy season

e Theragis used to colour the mind with a mood. Notes are plaved i1
way or pakad for each raga. Any accurate aspect of how ragas are s
accepted here.

e Arrangement consists of melody, drone and rhythm

 Rhythm cycles are used which have particular features
e The 4 sections in the raga structure are: Alap, Gat, jhala and b

anclis /o

tempo and improvised; lively tempo and virtuosic playing; and a fix:
composition.
e Thereis no harmony in Indian classical music, so the texture is usus
5. | a. | Late night
b. | Love songs or religious devotional songs

e Asarangiis bowed and also played by sliding the nails of the instrur:
the side

e The sarod is plucked with a piece of wood or bowed

e The violinis bowed in both Indian and Western classical music, but v
music also plucks and occasionally strums the violin. However inciar
always uses the bow and in addition slides the notes a lot more.

e The bansuriis blown and the fingers cover open holes in varicus com
to produce notes of different pitch

e The tabla uses the fingers to play the pair of drums whereas the ¢ru
more drums and sticks or brushes to play it
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Chart of Musical Ins

here are four categories of Indian musical instruments. These are laid out

Chordophones — stringed instruments (tata vadyas)
Aerophones — wind instruments (sushira vadyas)
Membranophones — drums (avanddha vadyas)

. ldiophones — solid percussion other than drums (ghana vadyas)

he instruments are discussed below in basic detail. Some instruments have
ndian) and the other is Carnatic (South Indian).

CHORDOPHONES - stringed instr:

Chordophones either play the melody or a drone part in

Name: Sitar

Details: This is one of
the most popular
Instruments to play the
melody In instrumental
ragas. The large gourd
Is the resonator. It can
also play a drone
accompaniment. It is
plucked with a
plectrum.

Name: Esraj
Details: A bowed string
Instrument

S A R ey wan n o w e b e e e

ame: Nanduni
Details: The Nanduni has two strings and Is a drone
Instrument.

Name: Sarangi
Details: It i1s a bowed
Instrument and is also
played by sliding the
nails along the side.

Name: Small tampura
Hindustani) or
tambura (Carnatic)
Details: This is a 4-
stringed bowed
Instrument.

Name: Ek tara

Details: This is a simple
1-stringed instruments
used only for playing a

drone.
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AEROPHONES — wind instru
Aerophones always play the melody

Name: Bansuri

Details: This is a bamboo flute. It Is
one of the most ancient
Instruments in the world.

Name: Nadaswaran

Details: A type of oboe from South

India used for festive occasions and

temple music.

Name: Tabla

Details: This is the most popular
Hindustani Indian drum for
playing the rhythm
accompaniment.

Name: Dholak
Details: This drum is mostly used
In North Indian folk music.

AN

e e e e e r e s wee e e e e m e

Name: Khol
Detalls: It is played with the
hand.

Name: Mridangam

Details: The most popular
Carnatic percussion and one of
the oldest Indian musical
Instruments.

Name: Chenda

enough to be identified from miles away.

Name: Pam

e e e e s e wn s n e e

P N A R AR R R R s annm nn i na s e w nn n n

Details: Th:

religious rit
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Name: Ghatam
Details: This is used for
rhythmic accompaniments.

Name: Kartal
Details: This is commonly used by musicians who tra
from village to village.

Name: Harmonium
Details: This is a melodic and accompaniment instrument.

.ﬁ
L
b+ 99
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Glossary of Keyword

Keyword Definition Keyword

Aerophones The wind instrument family Madhya laya

Ala The first section of the raga Matras N
P structure Melakarta

Arohana The ascending raga scale (Mela)

The root language of North Indian
languages o
Avarohana The descending raga scale Microtone

Avartan The re pe at of the tala Cy cle Monsoon é;é:éééié;i:éééié;i:555iizi:ifii§;§:55iii;i;éféf§;é;;Eéf;;é;;EEE;QE;EEEEEQE;EEEEE:

Aryan

Bandish The last section of a vocal raga Odava

O f ten 7-not t
ne often /-note parentragas or | payad
thats il T

Bhatkhande that

Free improvised rhythms over the Rag

Carnatic Anything that is South Indian Rasa

A small group of rapid rhythms Sam

that are use successively, e.g. a Sampoorni

Chand group of quavers or semiquavers
played in a sequence or scalic runs
for a few measures

Chordophones Stringed instruments

Sanskrit L T

Sargam

The root language of South Indian Shadava

Dravidian s Gnhiins it

Shruti

languages
Drut laya Fast tempo

Gat The last section of an instrumental Shuddha

raga . 0

Swara

Indian school of musical history
Gharana and theory, musical interpretation

and style swarup

Hindi The official language of India Tala
Hinduism The official religion of India (Taal)
Hindustani Anything that is North Indian Tan
Percussion instruments that are

not drums Teental

Idiophones

One of the 6 parent ragas based

nakr '
Janak raga on the 6 key seasons of the year Thall

(Carnatic) A scale that evolved

Janvya raga
y 8 from a mela

Thapiya

One of the 3 classes or raga
Jati raga classified by the amounts of notes
in the scale

That

The third section within the raga Theka

Jhala 2 \ - "~ 00 Te o
structure

When the drone is played with a

hall
Jhalla rhythmic strumming technique Tihai

The second section within the raga
structure

Khali A silent beat / rest Tivra

Jhor

The parent scale from which Rag
Deshevolvea 7

Komal Flat Vilabit Ia .

Khammaj that Vibhagas
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