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Abstract

Music, as a therapy, is more than often effectively administered across the globe. Interestingly, the roots of the music
therapy are found in the Uttaramandra-gana or Gatha-gana which is a part of the ASvamedharite. In order to perform
the Asvamedha rite, the king needs to transfer the authority to a priest for a year. Without his sceptre or the rod of
authority, he might undergo psychological stress. During this period, two musicians would pour out self-composed
strains of valour to the accompaniment of an arched harp. This would keep the king motivated and confident until the
period is over. From that perspective, it can be postulated that Uttaramandra is the basis of Indian music therapy. Since
this process helps to evoke positive emotions, we have tried to develop an outline of a fourfold therapeutic model of
Indian music therapy for this modern era with a connection to the Vedic lineage with reference to the rasa theory of

Indian aesthetic, Ayurvedic principles, and ancient accounts of Indian musicology.
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Introduction

There was a quest for distinguishing inherent evidence in the Vedas, which may serve in establishing music as a
therapeutic technique. Kallinatha (ca. 1400 AD.) at 1.1.30 in his commentary on Sangitaratnakara (SR), referred to an
excerpt of Vedic prose as evidence that dharma, the first object of human pursuit purusartha), could be achieved through
music. The line is “brahmanau vinagathinau gayatah ... brahmano'nyo gayet i.e., “two brahmanas, who are experts in
singing with ving, should sing... another brahmana should sing.” Kallinatha says that these words are occurring in
Asvamedha-prakarana, i.e., the section on Asvamedha, the rite of horse sacrifice. Accounts ofAsvamedha rite are in the
Brahmana texts, related to the Yajur-Vedas, both black and white. It is found that the quotation by Kallinatha is from a

context, called Uttaramandra-gana or Gatha-gana.
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For one year, when the sacrificial horse is set free to meander, abrahmana and the royal personage, who takes a vow to
perform the rite of horse sacrifice, sing self-composed strains. The compositions known as gathas are sung every day in
the morning and evening, to be relieved from overpowering ennui and despair triggered by the suspension of opulence
and kingship. It is said that a votary of ASvamedha loses his empire and kingship as he has to transfer his power to an
adhvaryu, a priest. Now it is very enigmatic to think how listening to some particular musical pieces can subdue the sense

of loss.

Analyzing the astronomical aspects of Satapatha Brahmana (SB), Prof. Subhash Kak (2004, pp. 53-55) concludes that
the probable time frame of Asvamedha is almost 3@ to 4" millennium BCE. Hence, the analysis of an event of that time is

more hypothetical. Still, with the help of established related theories, we get a constructive logic out of it.

We investigated the aspects of the Gatha-gana event, i.e., the form of music, the importance of particular musicians and
their instruments, the timing of renditions philosophically and historically. The history of Indian music and the theories of
ancient Indian musicology, viz., the history of vina, the concept of marcchana, etc., helped us a lot. Indic aesthetic
theories and Ayurvedic concepts also play a critical role in decoding the inherent science of that event. In the end, we
concluded that the essential purpose of the Gatha-gana event is to prevent a king’s psychological condition with music,
which led us to propose an outline of a hypothetical model of Indian music therapy that has an association with the Vedic

heritage too.

Essence from two Brahmanas

Both in two forms of the Yajur-Veda, black (Sukla) and white (krsna), ritualistic music of ASvamedha is mentioned. In the
Taittiriya Brahmana (TB) of the black Yajur-Veda, the topic of this paper is placed in the fourteenthanuvaka of the ninth
prapathaka of the third kanda. In the SB of the whiteYajur-Veda, the same is in the fifthbrahmana of the first adhyaya of
the thirteenth kanda. As the Kanva branch of SBhas almost the same linest!], we shall not mention that. Here is the gist

of them.

Taittiriya Brahmana, 3.9.14

According to the Asvamedhic rules, when a king takes the vow?! to perform the same, he is not treated like a king until
the completion. He has no right in his realm too.[3! The kingship is transferred to the adhvaryu, one of the priests 4!
Hence, the king is far from his royal treatment for a year, which indicates that $r7, prosperity, is gone off from the king[®! In
this condition, as the real king regain his $ri, which herself (as $riis a noun in the feminine gender) is his kingship and
realm, the Veda prescribes to sing songs with ving, by one brdhmana and one royal personage (rajanya, a synonym for

ksatriya).[®]
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In ASvamedha, when the sacrificial horse is set free to roam for a year, several daily rituals are ordered to perform. Two of
them are Savitri Isti(sacrificial ceremony to the Sun God) and Sayamdhrti (sacrificial ritual of evening time). A brahmana
should sing with a vina in the morning at the last part ofsavitri isti, i.e., svistakrt-homa.l”’l While the sayamadhrti8! is
performed, a royal personage should sing with a vinain the evening. Both have to sing three self-composed songs each,

a total of six songs.[®]
Subjects of songs of abrahmana should be related to istapdrta, the performance of pious or charitable deeds, by which

he endows the king with brahmanic qualities,['% and the subject of the royal personage is war, by which he blesses the

king to sustain his heroic virtues.[11]

Satapatha Brahmana, 13.1.5

From the narrative aspect, passages of thisBrahmana carry the same account as described above. Of these, quite a few

points have a particular significance in this paper:

1. Apparently, the form of the songs is known as Gatha.

2. The name of 13.1.5 in SB is itself called Gathagana (chapter of Gatha song).
3. Songs should be tuned in Uttaramandra mircchana 2]

4. The mentioned singers should compose Gathas (a genre of composition) by themselves[13]

In this context, it becomes imperative to discuss the concept of the mind and mental health from the Indian perspective.

Indic Perspective of Mind and Mental Health

Fundamentally, since ancient times, Indian physicians have classified diseases into two kinds: sariraka (conditions related
to the constitution) and manasika (conditions associated with the psyche). AggravatedRajas (passion) and Tamas
(inertia/stolidity) are the two fundamental causes of psychological disorders, whereas the qualities of Sattva are to bring

back homeostasis. As Caraka (Sharma, 2014) says:

vayuh pittam kaphascoktah sariro dosasangrahah|/

manasah punaruddisto rajasca tama eva cajf¥l

Vayu, Pitta, and Kapha are, in short, somatic dosas, and Rajas and Tamas are the psychic ones (p. 8).

Mental Health was a widely known concept in Ancient India
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In the As§vamedhika-parvan of the Mahabharata, Krsna observes that Yudhisthira has become restless, due to mental
upheaval. He is in distress for the near extinction of his foes, who were his own kith and kin, including his beloved
grandfather Bhisma; it further intensifies because of the financial crisis in the realm. In such a depressing state of
Yudhisthira, Krsna advises him to curb his feeble impulses and regain his composure. He motivates Yudhisthira to

identify the real antagonists residing in his body:

naiva te nisthitam karma naiva te Satravo jitah |

katham Satrum $arirastham atmano na'vabudhyase? 1%

“Your job is not yet over. Your foes are yet to be triumphed. How come did not you realize the real enemies

dwelling in your mind?”
Then, Krsna narrates a story of Vrira and Indra related to the context of Yudhisthira, and metaphorically suggests rooting
out the mental problems. In the narrative, Indra rigorously tries to search for Vrtra in the five gross elements without any

fruition, but eventually finds Vrtra hiding in his own body.

Metaphorically speaking, the demon Vrtra represents the human mind. Indeed, the actual sentence is mohah

samabhavan-mahan, i.e., Indra was in a quandary['8] Quandary or perplexity (moha) is a type of tamas,['”] and tamas is
said to be one of the root causes of mental disorders. Therefore, it is impossible to realize by the one who is in a

perplexed condition due to the influence of tamas.
However, all matter that exists in this universe is the product of five gross elements only. It is also established that the
mind is a matter in nature. When the mind is perplexed, it fails to trace its inherent root cause; this is when buddhi

(intellectual faculty)!'8l intervenes and tries to mend the flaw:

tato vrtram Sarira-stham jaghana bharatarsabha |

Satakratur-adrsyena vajrenetiha nah srutam [f19

“O the great among Bharatas, thus we hear in this context: then Indra had killed Vrtra, who was in his constitution,

with his invisible vajra.”
Here the suggestive word adrsya, meaning invisible, is noteworthy. The weapon, invisible vajra, using which Indra
destroys his enemy, is nothing but budadhi. Accordingly, Krsna emphatically suggested Yudhisthira to achieve victory over
his mind by employing budahi.[20]

The relevance of buddhi in the medical context
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Caraka (4.1.22-23)[21] defines the role of buddhiin his compendium (Sharma, 2014), “The sense-object is received by
sense organs along with mind. Then the mind analyses it in forms of merits or demerits and forwards it to Buddhi
(intellect) which produces decisive knowledge by which one proceeds to speak or to do something with full knowledge (p.
399).” To perceive the exact knowledge and analytical thinking, the purest state of mind, buddhi is essential.

Hence, Suséruta (3.1.18)[22] considers buddhi to be one of the characteristics ofsattva quality. He says (Bhishagratna,
1911), “An absence of all killing or hostile propensities, a judicious regimen of diet, forbearance, truthfulness, piety, a
belief in God, spiritual knowledge, intellect, a good retentive memory, comprehension, and the doing of good deeds
irrespective of consequences, are the qualities which grace the mind of a person of a Sattvika temperament (p. 120).” This
is a direct indication that buddhi as sattva can subdue the rajas and tamas, the causes of mental disorders. In the

upcoming sections, this aspect will help us in contextual understanding.

Be it the Mahabharata or ancient Indian medical literature, the importance of mental health has always found prominence.

Analysis of Gatha-gana from a therapeutic perspective

Integral cause and effect relation of applying music

So far, it is observed that a king who is a votary of ASvamedha is not treated as a king by the Veda as the realm no longer
belongs to him during the period of the sacrifice. Hence, such a mental condition of the king demands a thorough
study. ASvamedha is an expensive and majestic yajfia and most kings will not muster the courage to perform. In the words

of Prof. Kak (2004):

The Asvamedha is performed by a consecrated king, who is assisted by his four wives, the Mahisi (the senior
queen), the Vavata (the favorite), the Parivrkta, and the Palagali. The Mahisi is addressed by the Brahmin, the
Vavata by the Udgatr, the Parivrkta by the Hotr, and the Palagali by the ksattr. These four queens are served by
hundred daughters each of the rajas, the rajanyas, the sutas and the gramanis, and the ksattrs and the

samagrahitrs, respectively.

Since one would not expect every king, desirous of performing this rite, to have four wives, this number is merely
emphasizing the four-fold classification of the world that forms the basis of this rite. This classification indicates
that all the classes of subjects are equal participants in it. The description is normative and it is clear that

modifications to it could be made (pp. 30-31).

Hence, as a votary of ASvamedha, a king, despite being a man of great prowess and habituated to a grandiloquent

ambience, finds himself in an abyss of depression for not having his regular life.
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In order to prevent such a mental condition and to bring solace, the Veda refers to singing songs withving, though there

exist several other means to boost the morale of the votary.

One may ask if the rendition merely serves entertainment. Scriptures do not validate such a postulation since music as a
tool of mere entertainment is prohibited in most of the Hindu texts.[23] Music is considered a journey from physical
consciousness to spiritual consciousness with the objective to reach the ultimate realization.[24! So, the scope of music
does not remain limited to entertainment as people conceive today. Nevertheless, music for entertainment purposes is

exaggerated as follows:

yo vittalobhena sukhena vapi hathena va gayati gitamatram|

sa vartate varsasahasram i$apurogamah sarvaganagranisah/f?°!

“Even if one who sings for the desire of wealth, or for entertainment itself, one becomes the leader of the leaders

of all the divine groups of the great Lord for thousand years.”

In this context, music is preferred to address two basic problems: (i) the temporary absence of kingship and (ii) the
temporary suspension of his realm. Vina is considered to be the embodiment of prosperity[261 When one becomes
wealthy, vingis played to him 271 Hence, listening to ving, played by a brahmana and a royal personage, maintains the

mental state of the king.

Nonetheless, the cause-and-effect relationship in terms of ving playing and subsequent reinstatement of homeostasis is
not the purport of the Veda as it has a poetic nature. The engagement ensures that the king remains mentally fit to regain
his suspended realm and kingship. So, music ensures his mental fithess and gives him the confidence to realise his

ultimate goal (see Figure 1).

Music —-------- » Mental Health —-----—--- » Confidence —------- -» Achievement

Figure 1. Music as a tool to achieve goals

Significance of two singers

Initially, the Veda suggests that two brahmana should sing with vinas before the king. Immediately it refutes this idea
because only brahmana cannot tune according to the mental state of a king since he never prefers the equation of wealth

and keeps himself devoted to teaching and devout austerities.[28]
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Thereafter, in this context, the SB suggests that two royal personages should sing withvinas before the king [2°]

Wealth is the most important factor for any king 1301 Brahmanas, who are intellectual by nature cannot inspire the proper
temperament of the king, but can only guide him in administration. Hence, it is decided that royal personages are suitable

in that situation.

Notwithstanding, Veda refutes this statement too. A king should acquire wealth for the welfare of his subjects with the
proper guidance from the brahmanas who are wise and erudite. A king who is endowed with wisdom, supremacy, and

wealth, should become a bridge between the learned and the authority.

In order to reconcile the situation, the Veda finally ordains to employ abrahmana and a rgjanya who sing with vinas

before a king.[31]

Gatha: An Ancient Poetic Genre

The concept of our previous point, i.e., the significance of two singers, makes an idealistic sense rather than a proper
practical one. It is to be comprehended here how the singing performances of a brahmana and a rgjanya help to stabilize
a king’s mental condition. The point here is that the self-written lyrics by the singers, expressing the qualities of valour and
authority resuscitate the confidence levels of the king and hence, his mental condition becomes stable throughout the

ritualistic process.

Unequivocally, the Veda dictates that a brahmana should sing the songs related toistapdria implying the performance of
pious or charitable deeds, and the royal personage should sing the tracks related to battles and advance. While the
sacrificial horse unleashed to roam across states, the brdhmana and the royal personage would sing three songs each

with vinas in the morning and during the first half of the night, respectively.

The brahmana sings the glories of kings’ charity, sacrifices, pious deeds, etcl®2 The royal personage would sing the
glories of the king in such a way that he recalls all his powerful authority and victorious deeds as he will resume the
kingship after the Asvamedha’s completion. Since the king is the only saviour and protector of the subjects, he should

control his depressing mind with discretion (buddhi) to keep himself motivated and focussed[33]

It was mentioned that the genre of these songs is Gatha. Etymologically, Gatha means something which is sung.[341 The

word Gath4 is generally used in three senses:

1. Name of a metre 3]

2. Various independent poetic verses written in Prakrta or in Apabhramsa languages, for instance, Gaha-sattasai
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(Sanskrit: Gathasaptasati), etc.
3. Various independent poetic verses, which form primarily express the sense of:
1. Legendary stories (like kings, a great poet, an author, or an erudite scholar - this form is more relevant to the
present context)

2. A universal truth that is originated from one’s full wisdom

From the Vedic to the mediaeval period, the form ofgatha is significant in terms of its attractive style. For instance, a
famous verse in the Mahabharata — ‘na jatu kamanam upabhogena etc., has been referred to as gatha in several
Puranas.3®l It is a gatha that expressed a universal truth blessed upon by King Yayati as the pearls of wisdom.Jataka
stories were also sung in the gatha form. In the Atthakatha, one of the famous commentaries of theTipitaka, stories
related to Jataka Gathas were finely expressed.[371 Not limited to Indian literature, the forms of gatha were popular in the
Avesta, wherein gatha means a hymn. The Avesta accounts for 17 gathas which are believed to be composed by the
Zarathustra himself. This collection is also called the Gatha. In the words of Jatindra Mohan Chatterji (1967), “The Gatha

is the cream of the Avesta (p. iv).”

However, we can see that the tradition of gatha is old enough, and it has always been connected with music from its
etymology. In the context of Asvamedha, Satapatha contains several gathas related to the legends, mostly of the Bharata
dynasty, who performed the Asvamedha rite viz. King Bharata, the son of King Dusyanta and Sakuntala, King
Janamejaya, the son of King Pariksit, and others. These gathas are in 13.5.4 of SB, subjects of which are not related to
our present contextual gathas as the descriptions are of the concluding ceremony ofAsvamedha, not of
Asvamedhicpreambulatory. In 13.4.4 of SB, there is an account which declares that when theAsvamedha rite comes to a
conclusion, which means the king regains his realm and kingship with victory and the main sacrifice ceremony is over, a
group of singers sing the king’s glory with their vinas. Since this part is not associated with our present context, and there

is no example of our present contextual gathas, we shall not go far with it.

Perfection regarding the application

The Veda only says that day is a symbol of brahmana and night is of ksatriya.I38] Sayana elaborates on the philosophical

aspect behind this:

tatra ujjvalatvad agrimabhavatvat ca brahmanasya ripam ahah | andhakaravrtatvat coradibhayayuktatvat ca

raksayam adhikrtasya ksatrasya svardpam ratrih |

“As the day time is bright and comes first, it reflectsbrahmana, whereas night is overspread by darkness and there

is a fear of bandits and thieves, ksatriya is a symbol of night.”
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The Vedic injunction and words of Sayana indicate the time of singing leads to perfection in its application. Here,
the brahmana’s singing of gathasincreases the sattvikas quotient, whereas the singings of royal personage evoke the

rajasika quotient, predominantly.

Having discussed the above, it becomes necessary to state the exact timing of recitals and a subsequent connection with

medical aspects of the whole process.

Time of rendering the daily recitals

In Katyayana-srautasatra, five different Vedic rituals must be performed daily in a year[3®! Out of these five, the Savitri
Isti (sacrifice to savitr), the Dhrti Homa, and the Uttaramandra-gana are relevant to the present context. Thesavitri isti is
performed thrice in a day — in the morning, at noon, and in the afternoon as elaborated in 3.8.12 of SB (in ed. Upadhyaya,
1970). Sayana makes it clear that the svistakrt sacrifice, related to the savitri isti, a brahmana should render

the gathas.[401 Svistakrt sacrifice is a generic term for a sacrifice that is meant to worshipAgni at the end of any important
sacrifice. In other words, three svistakrts related to three savitri istis should be performed in day time only. As it is
understood that the brahmana’srenditions should occur in the daytime only, but it is not clear whether it is morning, noon,
or afternoon. To solve this, we could take resort to a popular Mimamsa maxim, ‘prathamatikrame

manabhavah/karanabhavah’ i.e., there is no cause to skip the first. Hence, the rendition should take place in the morning.

From the 3.8.12 of TB, it becomes clear thatdhrti homa has to be performed in the evening. Sayana clarifies that the

rendition of a royal personage should occur, during sayamdhrti ritualistic performance.[‘“]

According to Ayurveda, day and night have a clear impact on human constitution. The impact of the rendition of music on

one’s psyche could be connected with the medical principle. But, the music of ASvamedha needs to be discussed first.

Uttaramandra-gana: Music Unheard

There are seven standard/pure notes, aka suddha svaras on the ancient 22 sruti-scale: 1. Sadja (Sa), 2. Rsabha (Ri), 3.

Gandhara (Ga), 4. Madhyama(Ma), 5. Paficama (Pa), 6. Dhaivata (Dha), and 7. Nisada (Ni) (See Figure 2)[42]
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(2016, pp. 93-106)

With these seven standard notes, the basic scale of ancient Indian music is created, known as$adja—gra'ma.[431
According to ancient Indian musical texts, Uttaramandra is the first marcchana of sadja-grama. It has seven marcchanas:
(1) Uttaramandra, (2) Rajani, (3) Uttarayata, (4) Suddhasadja, (5) Matsarikrta, (6) Asvakranta, and (7) Abhirudgata (see

Figure 3).144]

R. K. Shringy aptly described the concept of midrcchana in his note on SR 1.4.9 (trans. 1978, p. 167-168):

The concept of mdrcchana is quite important in this system of music, and should therefore be understood quite

adequately.

The word ‘mdrcchand’ is derived by Matanga from the Sanskrit root mircch’ — to faint or to increase. Thus he
defined murcchana as: ‘murcchyate yena rago hi murcchana ityabhisanjnita’ i.e., “That by which theraga develop
is called mdrcchana.” Basically, it is the movement, ascending as well as descending of the seven notes which is
called mircchana in the text. However, ‘SI491 quoting Matariga in his support makes it clear that it is in fact the
seven notes arranged in reqgular order of ascent and descent which stand to be called mdrcchana i.e., in other
words, the action of ascent and descent, that is, the tonal movement is not to be called mircchana, as it is said by

Matanga:

“The unite of seven notes in regular order of ascent and descent is known to be the referent of the word

murcchana by the experts of the subject.”

Having known the above, it becomes contextual to quote the perfect meaning ofmdrcchana that was nicely defined by

Nanyabhtpala (ca. 900 AD.)!6] —

tatra yena eva svarena tu ucchrayah gitanam ugrahah pravartate, tenaiva svarena yada apohah samaptih api
bhavati, tada sa-ri-ga-ma-pa-dha-ni-sa iti svarasannivese sati| evam nisada-svarenaiva udgrahasamaptau
krtayam ni-sa-ri-ga-ma-pa-dha-niti sannivese| tatha dha-ni-sa-ri-ga-ma-pa-dha iti, pa-dha-ni-sa-ri-ga-ma-pa iti,
ma-pa-dha-ni-sa-ri-ga-ma iti, ga-ma-pa-dha-ni-sa-ri-ga iti, ri-ga-ma-pa-dha-ni-sa-ri iti sannivese kramadetah

sadjagramikah sapta mircchana jayante Mircchanah jayante/

Mdrechana happens when from one svara (musical note) ascending (ucchraya/ugraha) starts (also in the case of
musical rendition), and it stops (apoha/samapti) at the same note (in the case of musical rendition too). For
instance, (from sadja) if the arrangement of notes is like sa-ri-ga-ma-pa-dha-ni-(sa), (fromnisada) ni-sa-ri-ga-ma-

pa-dha-(ni), (from dhaivata) dha-ni-sa-ri-ga-ma-pa-(dha), (from paficama) pa-dha-ni-sa-ri-ga-ma-(pa), (from
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madhyama) ma-pa-dha-ni-sa-ri-ga-(ma), (fromgandhara) ga-ma-pa-dha-ni-sa-ri-(ga), and (fromrsabha) ri-ga-ma-

pa-dha-ni-sa-(ri), — these are called the seven midrcchanas of sadja-grama.

Though the descent of notes is not observed in the words of Nanyabhipala, the seriatim movement from each note with
the other six notes are there, which is the heart of constructing a marcchana (see Figure 3). In the present context, the

word Uttaramandra-géana is related to Uttaramandra in which the gathas are sung.

with next 6 notes
note ascent—

Uttaramandrd Sa  Ri Ga Ma Pa Dha Ni
Rajani N1 Sa Ri Ga Ma Pa Dha
Uttarayata Dha N1 Sa Ri Ga Ma Pa
Suddhasadia Pa Dha Ni Sa Ri Ga Ma
Matsarikrta Ma Pa Dha Ni Sa Ri Ga
Asvakranta Ga Ma Pa Dha Ni Sa Ri
Abhirudgata Ri  Ga Ma _Pa Dha Ni Sa

Aot RS ————————

Figure 3. Sadja-grama’s marcchanas and their names

In Abhinavabharati, the renowned commentary on Natyasastra (NS), the able commentator Abhinavagupta (ca. 940-1015
AD.) states that mircchanas are unlike jatis which have a performance component related to Gandharva form of music47]
Gandharva tradition has been lost for thousands of years. Hence, one can only hypothetically identify atis:

miircchanah tavat jajjati-(jati?)-grahabhasavat na prayogopayoginyahl4€!

“Like jati, graha and bhasa, murcchanas cannot not be performed.”

mircchananam yadyapi iha agame nasti upayogah, tathapi drstasamakriyayam va sphuta eva upayogah#!

“Though in the present digest (NS) and its usability, there is no practical use ofmurcchanas, they are performed in

the Sama Vedarendition, as is seen.”

From these historical viewpoints, the following are the problems and possible solutions to analyse the present context:

1. We are dealing with a form of music that is quite ancient. Even in the tradition of NS, no textual evidence is found for

murcchana to be a tool of rendition.
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2. In spite of Abhinavagupta’s mention of the performance ofmdrcchanas in the context of the Sama Veda, no clear
textual evidence is found about its rendition till now. Interestingly, he refers to a puranic verse that means,
“Three gathas with uttaramandra®®, which could be hardly tressed in thepuranas.

3. Though the Gandharva and Desi forms are derived from the SaGma Veda, it is most likely implied that the theory of

Indian music has its roots in the foundational concepts of NS.
Before we go to discuss theuttaramandra, let us give a brief note on the arched harp of ancient India, calledvina.

A Brief Note on Vina: Arched Harp of Ancient India

Historically, from time immemorial, the musical instrument vina has been misinterpreted only as a lute. Ananda
Coomaraswamy (1930) was probably the first scholar who identified vina to be some type of arched harplsﬂ With a
minute observation in the Suttapitaka, which is a part of the Tipitaka, explicit mentions seven-stringed vina (Pali: Sttatanti,
Sanskrit: Saptatantri: which is related to the Citra vinal32)) that is tuned in good mircchana in the context of the Guttila
Jataka story (the location is previously mentioned). Harp is the only possible instrument in which each string could be
adjusted in a particular note, with no exception to tuning the marcchanas. From the above, it can be inferred that the
rendition of gathas along with avinain Asvamedha is a good indication of arched harps’ usage while referring to an

exact marcchana, Uttaramandra[33]

Rasa Evocation from Uttaramandra: Its Psyco-cognitive Effect

In Indian music, from the ancient time till now, the theory ofvadin (sonant), samvadin (consonant), vivadin (dissonant),
and anuvadin (assonant) is much significant. Fundamentally, a specific scale of rendition can be a heptatonic, hexatonic,
pentatonic, or mixed in nature, and obviously with a vadin, and a samvadin note. For instance, in Darbari raga, ‘Ri’ is
vadin, and ‘Pa’ is samvadin. In this raga the most predominant note that occurs is ‘Ri’, and its correspondingsamvadin
note is ‘Pa’. It means that a sonant note is the dominant one or the king note of that particular rendition. A consonant note
is like a minister who follows the kinglike dominant note.[54] Though this practice is not very strict nowadays, musicians
followed these characteristics thoroughly in the ancient music system. If we observe the notation of Sadji and Arsabhi jati
in SR, we will find that ‘Sa’ occurs 37 times as a vadin note in Sadji, and in Arsabhi, ‘Ri’ comes 29 times as avadin note,

which is more than any other notes.[3°!

Bharata says two notes with a difference of 9 or 13srutis, become samvadins with each other 98] For instance, if ‘Sa’ is
vadin, then ‘Ma’ is one samvadin as the distance of srutis is nine between them, and ‘Pa’ is the othersamvadin of ‘Sa’ as
the distance is 13 in the scale (see Figure 2). When two notes are placed between 2 srutis, they are called vivadins, ‘Ri’
and ‘Ga’ for instance (see Figure 2). When vadin, samvadin, and vivadin are fixed, all remaining notes are called
anuvadins. Now the question is how we can decide thevadin note in our present framework. According to Bharata,vadin

note is common to the starting (graha), the resting (apanyasa), or the ending (nyasa) note of a rendition in generall®’]

In this context, it is observed that Uttaramandra mircchana starts with ‘Sa’ and it does mean that the vadin as the
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dominant note in the rendition of gathas should be ‘Sa’ only.

In the 291" chapter of NS, Bharata says that the vadin is the cause of rasa evocation in any rendition. For instance, in
Sadji, ‘Sa’ being a vadin evokes rasas such as vira (heroic), adbhuta (marvellous), or raudra (furious). A verse in NS is

given below as an example of the heroic sentiment rendered in Sadiji:

sadji tvath-arsabhi caiva sva-svaramsa-parigrahat|

vira-raudradbhutesvete prayojye gana-yoktrbhih /%8

“‘Sadji and Arsabhi, both are named after theamsa note (vadin). Hence, singers should use these for the

manifestation of rasas like vira,adbhuta, and raudra.”

In the present ASvamedha context, gathas should be composed conveying the vira rasa. Here, one may ask, how

a brahmana, unlike a royal personage, could compose gathas that evoked vira rasa. Here, we need to understand that the
rasas are the effect of some stable emotions known assthayi-bhavas. For instance, rati, love, is a stable emotion in all
human beings. Aesthetically it is experienced as erotic emotion, srrigara rasa is evoked by artistic or poetic works. Due to
the stability in feelings, rasas could be experienced. For vira rasa, energy, i.e., utsaha, is the stable emotion. Thus, a
composition that is coupled with energy would produce vira rasa. Earlier, it was already explained that the content of

the gathas ofbrahmana, consisted of courageous words to glorify the good deeds of a king to inspire him to get

the vira rasa.

Medical aspect of the timing of rendition

Everything that exists in this world is made of five gross elements, known asparica mahabhitas.[®®! These elements are
represented by the three somatic humors, known as tridosas. Every human constitution may either belong to vata or pitta
or kapha phenotypes, conceptually known as tridosas. Vata (air) is the combination of the space and air elements,pitta
(bile) is the combination of fire and water, and kapha (phlegm) is the combination of the water and earth elements (Lad,

1985, pp. 29-35). These tridosas are dhatus in a state of equilibrium anddosas in a state of aggravation.[6°]

According to Ayurvedic principles, predomination ofdosas is seen during the day and night times[®1l Suppose, we divide
both day (ahan, in compound ahna) and night (ratra) into three parts, i.e., first (pdrva) of a day/night
(parvahnalpdrvaratra), middle (madhya) of a day/night (madhyahna/madhyaratra), and end (apara) of a day/night
(aparahnalapararatra), kapha, pitta, and vata occupy the time periods respectively (see Figure 4). A day is of 15muhdrtas
and so a night too. A muhdrta is set to be 48 minutes approximately (Gupta, 2010, p. 5). Hence, the first half of a day
means approximately 4 hours, i.e., five muhdrtas from sunrise and so on. The same is applicable to the night periods, and
calculation should begin from the time of sunset. Therefore, the time of renditions of gathas twice a day would fall in the

kapha predominant time, i.e., first parts of day and night.
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Aparahna Piurvaratra

5 Muhiirtas = 4 hrs. 5 Muhitirtas = 4 hrs.

Madhyahna Madhyaratra
Night

5 Muliirtas = 4 hrs 5 Muhtivtas = 4 hrs.

Apararatra V

5 Muhiirtas = 4 hrs. 5 Mithiirtas = 4 hrs.

Sunrise
Figure 4. Predomination of humours in 24 hours according to Vagbhata (K=Kapha, P=Pitta,
V=Vata)

A king, who is rajasika in nature and endowed with qualities like heroism, boldness etc.[82] would never allow the
aggravation or the depletion of kapha that would affect his rgjasika nature. In case of aggravation, it would create health
problems such as excessive weight, weak bones, etc. (Lad, 1985, p. 33-35). Furthermore, kapha which is inherent with
tamas, may cause the king to experience mental distress. The king’s natural quality,rajas, is connected to vata and

pitta (Sastri, 2009, p. 37). In order to prevent thekapha aggravation, one has to balance the vata or pitta. Interestingly,
sattvaand rajas are connected with pitta. Accordingly, the king should be facilitated to listen to the songs centering around

the theme of his good deeds, sung by a brahmana, and the songs glorifying his valour sung by a rajanya.

Gathas sung by a brahmana predominantly focuses on sattva quality, but not without evoking the quality ofrajas. The
songs of a royal personage primarily promote only rajas. So, in such a condition, one may ask howrajas as a dosa of
mind can protect one’s mental health. According to the rasatheory, unless the sattva is invoked, no rasa could be

manifested.[83] Hence, in this context, rajas is dependent on sattva.
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Neither we are in support of theAsvamedha sacrifice, nor against it. But we undoubtedly benefited from the information
related to the gatha-ganain uttaramandra that could be established as the basis of the music therapy considering the
musicological, aesthetic, and Ayurvedic parameters. Inherent potential found in gatha-gana in uttaramandra leads us to
model a holistic approach to Indian music therapy rooted in the Vedic heritage. The crux of this whole discussion is about

the mental health of an individual who comes out of his/her daily routine (See Figure 5).

Everyday Life
AN
/ N

Disengagement Music Therapy

Pavehological Distrass

Figure 5. Music as a therapy implied in Vedic
Wisdom

This ancient Vedic model of music therapy is safe and non-invasive in the entire process explained. An individual’s daily

life activity must at least benefit him/her if not the society.

Out of the identified and discussed Vedic wisdom (see Figure 5), we suggest a hypothetical model (see Figure 6) of

Fourfold Vedic Music Therapy (FVMT) as follows:

1. Identification: The first step is to identify the predominant somatic humour of the subject/s. This step would help a
researcher/therapist to select the suitable scale which should have a connection with the somatic humour, as seen in

the present gatha-gana context. If somatic humour correlated as dhatu rather than dosa then the advice is to take care

of it (in the case of a king). Otherwise, it is advised to cure the dosa.l64]
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2. Composition: It means music composition is devoid of lyrics and percussion instruments. From the therapy part, we
exclude lyrics because gatha-like eulogistic compositions in this era have little or no impact. We exclude percussion
since it is not at all relevant in the present context. Pure music is the fundamental approach to making an impact on
one’s psyche, adding percussion instruments to the therapeutic model would invite a total distraction. As part of the
‘care’ approach, the dominant note, vadin, should be chosen according to dosapredominance and connected to an
aesthetic emotion and as part of the ‘cure’ approach, the dominant note, vadin, should be chosen in accordance with
dosa aggravation and be connected to an aesthetic emotion.

3. Execution: Compositions should be executed with the help of well-versed musicians. Without their involvement, the
practical application will not fetch the result as it is linked to the evocation of aesthetic emotions. A rendition that is not
aesthetically executed cannot accomplish the desired objective.

4. Effect: The practical application rests on the choice of perfect timing and place in relation to aesthetic emotions and

the predominance of the bodily humour.

Fourfold Vedic Music Therapy

N T

[dentification Composilion Execution Effect
Ay
\\\
* played by
Predominant Somatic Humour To care To cure Well-versed Musician Time Place

Fa

Acsthetic Emotion

Figure 6. An Outline of the FVMT model

Music therapy has its impact based on cultural and social standards (WFMT, 2011), the two most important factors.
Therefore, the FVMT model proposed here bears a holistic approach exclusive to the Indian subcontinent. In terms of the
modern music therapy, the proposed model belongs to the receptive method. However, this approach needs further

discussion.
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Conclusion

Of late, because of the COVID-19 situation, people have faced the compulsion to move away from their regular regimen.
Due to this, people were reportedly under stress during the forced lockdown period (Xiong et al., 2020; Anand et al., 2021;
Oppenauer et al., 2021). Psychological distress was also developed due to social distancing, that even led to reported

deaths (Kim & Jung, 2021). Disengagement from the daily routine is the root cause of these disastrous consequences.

Besides situations like the current pandemic, problems encountered by adolescents are equally important. Unmonitored
adolescence could increase the risk of sexual harassment, unhealthy family bonds, and criminal activities, which would
lead to an unhealthy society. One’s manifestation mostly depends on this stage only (Sawyer et al., 2012). Therefore,

there is a greater scope to imply the FVMT model pragmatically.

In this paper, the analysis of the Uttaramandra-gana of ASvamedha reveals that the ritual is basically a therapeutic
approach of music, and the deduced inner science of music as a therapeutic technique, with the help of

murcchana concept, Rasa theory, tridosa theory etc., paves the way in developing the FVMT model.

There is a vast scope for explaining the FVMT model pragmatically. Though the dominant orvadin note is a key to
identifying the aesthetic emotion of music, it also demands an extensive study to explore the exact logic of the evocation
of rasas from pure Indian music. Factors that evoke rasas are well discussed in the doctrine of poetics and dramaturgy,

but there remains a lot to explain in the context of pure music.
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Footnotes

] See Kanva Satapatha Brahmana, 15.1.5
[2] |t must be understood that the main ritual of ASvamedha happens if the ritualistic horse comes back within one year.
For this one year, a king must take Niyama, a vow, where he should declare that he would perform theAsvamedha.

Initiation, Diks4, for the main ritual happens after one year if the horse comes. This is the difference here between an
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initiated king and a king with a vow, a votary.

131 See TB, 3.9.14.1 (in ed. Godbole, 1898)

141 See Vedarthaprakasa, commentary on TB by Sayana, p.1286 (in ed. Godbole, 1898)

I3 ibid p. 1285 (in ed. Godbole, 1898)

[6] See TB, 3.9.14.2 (in ed. Godbole, 1898)

[7] See Vedarthaprakasa of Sayanacarya p.1287 (in ed. Godbole, 1898)

8 ibid

[®] See TB, 3.9.14.4 (in ed. Godbole, 1898)

[10] See TB, 3.9.14.4 (in ed. Godbole, 1898)

11 jpig

[12] 5ee SB, 13.4.2.8 (in ed. Upadhyaya, 1970)

(131 ipid

[14] See Caraka Samhita, 1.1.57

[15] See Mahabharata, 14.11.5 (2072 Samvat)

[16] See Mahabharata, 14.11.18 (2072 Samvat)

171 See Susruta Samhita, 3.1.18 (with the commentary of Dalhana) [here the wordvisaditva is synonymous with
midhata (word from same verbal root \muh), perplexity, according to Dalhana, author of celebrated Nibandha-sarigraha
commentary of Susruta Samhita.]

[18] Knowledge of a subject evokes thus: a matter connects with its sense, sense connects to mind, the mind connects to
atman. Buddhi, exquisitely, is defined as niscayatmakantah-karana-vrtti, a power/force of mind which leads us to gain
accurate (niscaya) understanding. Hence, if the buddhi factor is absent accurate understanding could not be happened.
191 Mahabharata, 14.11.19 (2072 Samvat)

[20] pid, 14.12.11-14

1211 jndriyenendriyartho hi samanaskena grhyate| kalpyate manasa tardhvam gunato dosato'thava|

jayate visaye tatra ya buddhirniscayatmika| vyavasyati taya vaktum kartum va buddhiparvakam||

[22] sattvikastu anréamsyam samvibhagarucita titiksa satyam dharma astikyam jiianambuddhirmedha

smrtirdhrtiranabhisangasca

[23] Music as an activity, influenced by the desires born out ofrajas cannot help us to establish music as a therapy. It is
considered as one of the ten kdmaja-vyasanas i.e., addictions (‘vices’ as translated by Manmatha Nath Dutt, 1909, p. 227)
that originate from desire; see Manusmrti, 7.47. In Bhagavadgita, 3.37 (trans. 2018), Bhagavan says to Arjuna, “This
desire, this anger, born of the quality of rajas, is a great devourer, a great sinner. Know this to be the enemy here.” As we
saw that mental health is related to the stability of sattva, music in relation torajas could not fulfil the goal here.

[24] For details see verses 163cd-168ab of the 29 section and verses 1-6 of the 39 section of the 15t chapter of SR with
the translation and notes of R. K. Shringy (1978).

[25] See Paficamasarasamhita, 2.3 (Singh, 1984, p. 5)

126] &rjya va etad rdpam| yad vina/ TB, 3.9.14.1 (in ed. Godbole, 1898) on which Sayana commentsvina hi riyah

svartpam — a vina is indeed an embodiment of prosperity.
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[27] This line is based on the statement of Sayana which convey the idea of how avina could be an embodiment of
prosperity: Vinayah sriripatvam loke prasiddham. Daridro’pi yada sriyam prapnoti tadanim asya sukhartham gayakair
vina vadyate. — It is a well-known fact that vinais an embodiment of prosperity. When a poor becomes rich, musicians
play vina to please him (as he is prosperous now).

[28] |t s notable that, here, the termBrahmana is used ideally. A group of qualities naturally exist in human beings. Based
on those one becomes brahmana or ksatriya or others. Brahmanic qualities as stated in Bhagavadgita 18.42 (trans.
2018), “The natural duties of the brahmanas are the control of the internal and external organs, austerity, purity,
forgiveness, straightforwardness, knowledge as also wisdom [Knowledge refers to the understanding of subjects
presented by the scriptures; wisdom means making them matters of one's own experience.] and faith.” This is why
Sayana says in his commentary, Brahmano hi tapahsvadhyayadau pravrttah Sriyam palayitum na ksamate — a
brahmana is indeed inadequate to maintain prosperity as he uses to be busy with austerity, self-study etc.

[29] See SB, 13.1.5.3 [yadubhau rajanyau etc.] (in ed. Upadhyaya, 1970)

[30] As Kautilya (1992) says, “In the happiness of his subjects lies his happiness; in their welfare his welfare. He shall not
consider as good only that which pleases him but treat as beneficial to him whatever pleases his subjects. Hence the king
shall be ever active in the management of the economy. The root of wealth is [economic] activity and lack of it [brings]
material distress (p. 149).” (1.9.34-35)

1311 See SB, 13.1.5.4 [brahmano’nyo gayati rajanyo’nyah etc.] (in ed. Upadhyaya, 1970)

[32] 5ee SB, 13.1.5.6 (in ed. Upadhyaya, 1970). Lines go thus,ayajatetyadadaditi brahmano gayati, i.e., “He performed
such and such sacrifices, such and such he gave etc.”

[331 jpid

[34] vgai (to sing) + sthan = Gatha. Sthan is a suffix which transforms a verbal root into nominal form. This is an

unadi suffix and the rule is usi-kusi-gartibhyah sthan (see sdtra number 2.4 of T. R. Chintamani ed., 1992, p. 59). In the
commentary of this aphorism Svetavanavasin says, giyate iti gatha kavyaprabandhah — which is to be sung is

called gatha, stands for poetic composition.

1351 For more details see the Gath3prakarana (Section on Gatha) in the commentary on Vrttaratnakara, 5.12 (ed.

K. Sarma, 1962, p. 140 & pp. 145-147) by Narayana Bhatta (ca. 1545)

[36] See Brahmana-purana, 2.68.96-97; Linga-purana, 1.67.15-17; Brahma-purana, 12.39-40 (in GRETIL database, 2020)
1371 For instance, Guttila (Sanskrit: Guptila, name of a vina maestro, a previous birth of Bodhisattva) Jataka in Tipitaka is
of two verses [this is the 3'd Jataka of 9t Vagga (upahanavagga) of ond Nikaya (dukanikaya) of 15t Jatakapali of
Khuddanikaya of Suttapitakal. Atthakatha elaborates the whole story of Guttila based on those and in middle of the story
it recalls the first verse, sattatantim sumadhuram etc. as “... vatva padhamam gatham aha — sattatantim ...”

[38] See TB, 3.9.14.3 (in ed. Upadhyaya, 1970) piva brahmano gayet| naktam rajanyah| brahmano vai ripam ahah/
ksatrasya ratrih| (Brahmana should sing in day time and royal personage at night. Brahmana is an embodiment of day.
The night is of ksatra (another synonym for royal personage).]

1391 See Katyayana-srautasitra, 20.3.5 (in ed. D. P. Misra, 2015) [vavatasamvesana-savitry-uttaramandragana-
pariplava-dhrtih samvatsaram)

[40] See the commentary of Sayana on TB, 3.9.14.3 (in ed. Godbole, 1898, p. 1287)
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[41] See the commentary of Sayana on TB, 3.9.14.3 (in ed. Godbole, 1898, p. 1287)

[42] See Sarngadeva, trans. 1978, pp. 130-146 to understand the standard and modified/non-pure notes on the ancient
system of 22 Sruti-scale.

[43] The natural ordered scale with standard/pure notes is calledSadja-grama. Suppose, svaras are like living beings and
they live in a village, grama. On the other hand, there is anothergrama, which has some modified/non-pure notes, is called
Madhyama-grama. See SR 1.4.1-3ab (trans. 1978, pp. 160-163).

[44] See Natyasastra, 28.27-28; also see SR 1.4.12-15 (trans. 1978, pp. 169-172)

[45] This initial is used by Shringy for ‘Simhabhipala’, one of the famous commentators of SR.

[961See Bharata-bhasya, 4.46-47 (in ed. C. P. Desai, 1961)

1471 Gandharva was also called Marga. See Tarlekar, 1991; also see Brhaddesi, 1.1.14-16 (trans. 1992, pp. 4-7)

[48] |n the commentary of NS, Abhinavabharati, Chap. 28, p. 29

1491 |bid, p. 30

1501 yttaramandraya tisro gathah, ibid

1511 Also see Becker, 1967; Knight, 1985; Zin, 2004

[521 See NS, 29.118 and 34.14

1531 It is to be noted that Nanyabhtpala (in ed. C. P. Desai, 1961) in 1.84 ofBharatabhasya mentions that vinais of three
in kind: Vakra(bent/arched), Kaurmi (of tortoise) and Alabud (of gourd). The first one i.e. vakra vinais arched harp as we
can find that in the verities of that, given by him, are viparici, citra, and mattakokila which are also mentioned in NS
(29.118 and 34.14) and by Abhinavagupta in his commentary of NS, 28.4. Though the name mattakokila is not properly
mentioned in NS, according to Abhinavagupta the term vainika (maestro of ving) is specifically for him who

plays mattakokila, he mentions that viparici is apdratantrikai.e., which is deficient regarding its strings, but which is vina
is with 21 strings (only where 7 standard notes in all upper, middle and lower octave could be found) and complete in
nature (vina tu ekavimsatitantrikd). In the commentary of 29.112 of NS, Abhinavagupta specifically mentions

that mattakokila is the primary vina because mattakokila is only able to express all notes in lower, middle and upper
octaves (tatra mattakokila pradhanabhata | ekavimsatitantrikatvena anyinadhikam
tristhanasvarasaranajatigitivinasariram ucyate). Hence it makes clear the reason why a player ofviparicr is called
vaiparicika, while vainika i.e., maestro of vingis referred to as a player of mattakokila. It elucidates that the main vina of
NS is mattakokila itself and the explanations of 22 srutisand others are based on that only.

[54] See SR, 1.3.50 (trans. 1978, p. 149)

[55] See Sarngadeva, trans 1978, pp. 300-307

[56] yayoh ca navakatrayodasakam antaram tau anyonyam samvadinay NS (Chap. 28, p. 15)

1571 graha-nyasapanyasah tavat vadina eva prayena grhitah, Abhinavagupta in Abhinavabharati, (in Chap. 28, p. 16)

[58] See NS, 29.2

1591 See Susruta Samhita, 1.17.13; also see Lad, 1985, pp. 22-23

1601 |n the commentary of Caraka Samhita 1.9.4, Cakrapani Datta says that air etc. (vatadayh) i.e., three dosas, rasa etc.
i.e., seven dhatus andrajas etc. i.e., three gunas are dhatus itself (as they collectively one’s constitution if they are not

aggravated) [dhatavo vatadayo rasadayasca tatha rajahprabhrtayascal. Also see Wujastyk, 1998, p. 33
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1611 See Astangahrdaya, 1.1.8ab and its Ayurveda-rasayana commentary of Hemadri

[62] See Bhagavadgita 18.43 (trans. 2018)

1631 It is noted that Bharata says, “The stable emotion itself becomes aesthetic emotion, and the stable emotion should be
presented with the redundancy of sattva by a performer and composer.” See NS, p. 379 [in extra verses after NS, 7.119,
“sthayyeva tu raso bhavet” d part of 39 verse, and “sthayi sattvatirekena prayoktavyah prayoktrbhih,” ab part of 4"
verse].

1641 This care and cure policy is also the prayojana (object) of Ayurvedic doctrine. Says Caraka (Sharma, 2014), “The
object (of Ayurveda) is to protect health of the healthy and to alleviate disorders in the diseased (p. 240).”

(Caraka Samhita, 1.30.26)
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