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IN PRAKRIT AND SANSKRIT TEXTS 

W1TH SPECIAL REFERENCE TO SILPASASTRAS 

INCLUDING NOTES ON DOHADA 

By GUSTAV ROTH 

On the faces of temples in Bhuvaneshvara, K01:i.araka and elsewhere 
a motif is depicted very frequently, which appeared to me as a garland 
fo its whole composition: a woman under a tree, raising her arm and 
bending down its branch. The movement of the figure with the pronounced 
curve of the right hip,1 the small waist, the movement continued by the 
raised arm, which :flows into the branch of a tree, like a creeper, produces in 
line with the tree, the appearance of a garland as a whole.2 The question 
may be asked about the designation given to these art-motifs by the crafts-
men of ancient times. .. 

The earliest inscribed pieces of this motif appear in Bhii.rhat, belonging 
to the Sunga period, its approximate date being first century B.C. The 
originals can be studied in the Indian Museum at Calcutta. There are 
three 'woman and tree motifs' attached to the pillars of the stone-railings, 
one inscribed as Ciilakokii. Devatii., standing on an elephant, the second 
inscribed as Candii. Yak.hi, standing on a fish-tailed sheep, the third, whose 
inscription only mentions the name of the donor, stands on a horse. They 
are thus denoted as belonging to the class of minor deities. But no other 
specific term appears in these inscriptions. The same negative result is 
obtained regarding the 'woman and tree motif' in Sii.fici and Mathurii.. 

J. Ph. Vogel has already dealt with this subject in his interesting 
article: 'The Woman and Tree or sal,ablw:njika in Indian Literature and 
Art' .8 In his article this motif is denoted as sal,abhanjika. His inter­
pretation is mainly based on the 53rd story of the Avadiinasatalca,4 in which 
a flower festival, called sal,abhaiijika, celebrated at Sravasti in the Jetavana 

1 Or the left hip, when the left arm is raised. 
2 Heinrich Zimmer, The Art of Indian Asia, Its Mythology and Transformations, 

completed and edited by J. Campbell, Bollingen Series XXXIX, Pantheon Books, 
New York, 1955, Volume One: Text, Volume Two: Plates. See Fig. 33b: Ciilakoka. 
Deva.ta, Fig. 34b: Candii. Yakhi, both from Bhii.rhat, dated on the plates as 'Early first 
ci:~t1:11"Y B.~.•. Fig. 15 denoted as 'bracket figure', 'yaltl}i', or'vrk~kii.' (dryad) from 
Sanci, ascribed to the early first century A.D. on the plate. , Figs. 74a and 76b denoted 
as tree-goddesses from Mathurii., a.scribed to the second century A.D. on the plate. 
Zimmer does not describe these motifs as siflcibhaiijika. 

A. K. Coomaraswamy also does not use this term in his History of Indian and 
Indonesian Art, London, 1927. 

C. Sivarii.mamiirti, however, uses it in Amaravati Sculptures in the Madras Govern­
ment Museum, Bulletin of the Madras Government Museum, New Series-General 
Section, Vol. IV! M~as, 1942, on pages 64, 65 and 79 (78). Cf. new print, Madras, 1956. 

a Acta Orientalia, Vol. VII, 1929, pp. 201-231. 
4. Avadanasataka, century of edifying tales belonging to the Hinayana, ed. by 

J. S. Speyer, Bibl. Buddh. III, St. Petersburg, 1902, pp. 302f. 
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garden donated to Buddh~ by Anathapil;u;Iaka, is mentioned. A girl, be­
holding Lord Buddha, bestrewed hiln with sala-blossoms. Later she 
clilnbed a sala-tree 'to fetch other flowers for home', fell down from the 
tree and died. But as reward for her homage paid to the Lord, she was 
_reboJ:11 among the gr:acious thirty-three gods. Vogel comes to the following 
conclusion: 'The etymological meaning of the term salabliaiijika is, there­
fore, perfectly clear, the first member of the compound indicating the sala 
(or_sala) tree, known to botanists under the appellation of Vatica Robusta, 
while the second member is derived from the verbal root bhaiij or bhaj 
(=_to break)', (op. cit., p. 204). He rejects its interpretation given in the 
lexicons as' a statue of wood ', 5 and says on the basis of other textual evidence 
that the material used is generally stone and not wood. 

But Vogel himself has to admit that in art the trees, under which these 
figures are placed, do not always appear to be Sala trees exclusively (op. cit., 
p. 206). On the contrary; there are many examples of the 'Woman and 
tree motif' in which the Asoka-tree is depicted as well. The following is 
a. list of salabhaiijikii, passages, already quoted in Vogel's article:-

(1) KMikii. to Pii.l)ini VI, 2, 74: 11.ddiil,akapuwabhanjiM, vira>1apuspapraciiyika, 
Biilahhanjika, tiilahhanjika explaining pracarri, kridayiiT!I, (quoted from Pii.i;iini's Gram­
matik, her u. uebers. von 0. Boehtlingk, 2. Auflage, Leipzig, 1887, p. 320). I would 
like to add: Piil)ini ill, 3, 109: samjiiiiyliT!I,; Kiisikii.: uddiil,akapuwabhanjika, siil,a­
bhanjikii, vilahhanjikii (op. cit., p. 125). The scholiast, quoted in Boehtlingk's older 
edition of Pii.i;iini's gra.mmar,6 offers a different text to tho last mentioned pa_ssoge 
and contains a variant reading to siilahhanjika: dluitornvul ttylit sa'l!ljiliiyii7?1, udda~ka- __ 
~ni bhajyante sylim iti 11.ddiil,akapUtJpabhanjika, m ii l a-bhmijika. About views 
on the text of the Kii..sika, the authors of which flourished in the seventh century A.D., 
reference may be mode to Paul Thiemo's Review ofT. Burrow's book 'The Sanskrit 
Language' (London, Faber and Faber, I 955) in the U.S.A. periodical, LANGUAGE, 
Vol. 31, No. 3, July-September, 1955, p. 430.7 

6 Sanskrit-Woerterbuch, 0. Boehtlingk und R. Roth, St. Petersburg, 1852-
1875, 7 vols. (abbrev. PW): (1) Statue (aus dem Holz der Vatica Robusta), (2) Bez. 
eines best. Spiels, 3, Buhldirne. 

A Sanskrit-English Dictionary, Monier Williams (abbrev. MW), new print, Oxfo~d, 
1951: an image or figure mode of S'lil-wood, a kind of game played in the east of India; 
a harlot, courtezan. 

Buddhist Hybrid Sanskrit Dictionary (abbrov. BHSD), Franklin Edgerton, New 
Haven, Yale University Press, 1953, records under Biilahhanjaka, • iM (I) m. or _nt. 
breaking of the Bal-branch, said of tho Bodhisattva's mother in giving birth to ]:11m: 
• kal!l ca ka~Jati, Mv. ii, 18. 9 (prose), (2) f., breaking of Biil-branches, n. of'!' festival; 
Av i. 302.6. BHSD also recor<;ls under parvan 'day of change of the moons ph11Scs 
Blilahhaiijika ruima parvatalJI, pratyupasthiml!l from Av i. 302.6. 

Puia-Sadda-Maha :111avo, P. H. D . T. She th, Calcutta, 1928 (abbrev. PSM), records 
u~der Brilahanjiya and sulahanji: kt.i'!f11a ,idi ki banai hui putli, referring to Supilsa­
naha cnria 43 • 64 

S'abdakalpadr.uma (abbrev. Sbdk.) sillabltanjika siilena bhajyate nirmiyata iti 
kiif!f.h'1di-nirmita-putrilcli (yatlui R rijatarangi1;1ya111 2, 66), ve.'!)JU iti Ja(ii,dhara(1, quoted 
from the edition' Revi sed and published' by B. P. Basu and H. C. Basu, Calcutt~, 1886. 

. From the quotations of PSl\I and Sbdk it appears that not wood alone 1s con­
sidered as proper material for the statues of siilabhaiijikiis. 

6 Pa •ini'B acht Buecher Grammatischer Regeln, herausg. u. er!. von Dr. Otto 
Boehtlingk, Bonn, 1830, p. 172. 

7 'Thero iR no likelihood whatever that the authors of the Kiisikii. (seventh century 
A.D.) knew more th?-n K~tyiiyana or Pataiijali. Burrow's assertion! "I? ~pite of t~e 
enor~ous ~hronolog1cal difference it seems that most of the vast hngu1st1c materml 
contained m this commentary goes to Piinini himself through an accurate and un­
bro_ke n _traditi_on ''., cannot res t,, as an unwary reader may take for grant~d, on °?Y 
serious 11:vest1gat10n . There is not even a semblance. "The Kiisikii Vrtt1 . • • copies 
most of its examples from the Mahiibluislja" (Kielhorn MaluibluiBIJa III, Prefoco 8 
note). _O_n 11 !1umber of 0_?C?-s!?ns, the c~mpilers of th; K<isikii would _have "much 
more v1v1dly 11lustra.ted Pai;im1 s meaning" by quoting the Cii.ndra-Vyakoroi;ia (fifth 
century A.D. ?) "than by the examples which they have actually given" (Kielhorn, 
Ind. ant. 15. 184, 1886). • 
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V. S. Agrawala quotes in his book, India as l.'"noum to Pa11ini (University of Lucknow, 
1953), a passage from Viitsyiiyana's Kuma.siitra referring to desya 1..-r'itjas on p. 166 as 
follows: Sahakiira .. bhaiijika ... pu~1xivaccll.iiyikii, chiitabhaiijika, damanabhaiijika, 
iklJ1,lbhak~ikiJ,8 etc. On page 159 Agrawala also refers to Vogel's article. I could 
not trace the term siilablunijikii in the K,imaBiitra. But, taking note of the above 
mentioned passncres with terms similar to S'cilabhaiijikii, I accept Vogel's statement: 

'Although n~ accounts of these games are available, the compounds by which 
they are indicated clearly show that in each instance the essential thing is the plucking 
of flowers. It is interesting that these games are said to be peculiar to Eastern India, 
as this tallies with tho mention of the srilabhaiijika festival in Buddhist literature 
(op. cit., pp. 203, 204). 

(2) Asvoghoiµi.'s Buddhacarita V._ 52, q?~te~ by_ Vogel f~om Co~el'~ ed~~ion,_p. 4~: 
• Avalambya gavuk~apursvam . anya sayita capambhu,g11agutraya~ft!i virara;a mlambi­

curuhiirii, racitii torm:iasalabhaiijikeva' I 
Vogel translates: 'Another leaning on the side of a window, with her willow form 

bent like a bow, shone as she lay with her beautiful necklace hanging down, like 
a statue in on archway made by art' (op. cit., p. 208). 

He notes that the MS reads torana .. mii.la · instead, whereas • sula · is an emenda­
tion by Prof. Cowel himself. Vogel is ·in favour of Cowel's emendation. 

Often srila · is written as sc7la ·• It is therefore very tempting to adopt Cowel's 
emendation, especially in view of how often B and mare taken for each other. Further 
passages quoted by me from Jaina AMg texts confirm the term torai;a.salabhaiijika 
(cf. p. 96 ofmy article). 

(3) Blii•a 'a HaT§acarita, Bombay, 1897, p. 125, l l.2lff.: Visriimyanti salabhaiijikeva 
sam'ipa .. gata-stambha-bhitt½v ala~Jata. 

(4) The same text: pratibudhyamaniiyus ca candra-scilikii-salabhaiijikli-parijano 
jayasabdam asak;d ajanayat (op. cit., p. 127, I.IO; Engl. transl., p. 108). 

(5) The same text: karatala-prah.ira-prahata-payodharo rurudu?i, prasabha'TJ'I sabhii­
siilabhaiijika?, (op. cit., p. 201, I.I; Engl. transl., p._ 195). 

(6) The same text: Viddhi ma,ri ••• subhafa-bhu;a-jaya-atambha.fJiliisa-salabhaiijikii,ri 
•. . sriya'T!I (op. cit., p. 115, 1.2; Transl., ~P· 7lff.). . 

(7) Kalha1Ja's Rajatarangin'i or Chromcle of the Kmgs of Kashmir, ed. M.A. Stein, 
Bombay, 1892, p. 19: 

alola-kirti-kallola-dugiila-valanoijval<i.m 
babhiira yad-bhuja-stamblw jaya-sri-scilabha,ijikam 

(Gloss.· aiilabhai1jikii1Ji puttalikiirp) Raj. II, 64. 

(8) Bti,:,a'a Kadambar'i.: Utkir,:,a-siilabha1ijika-nivaluma sa'TJ'lnihitagrhadevateneva 
gandhasalilak§alitena kaladhautamayena stambhasa7Jtcayena viriijamiinam •.. {istll.iina­
.mat•t;lapar,i. 

(9) Somadevabhatta's Kath.isaritsugara, ed. by Pt. Durgaprasad and KaEinath 
Pandurang Parah, Bombay, 1889, pp. 656ff. tar. 121, verses 72-186. Here the story 
of the gambler Ti:r;ithakarala is mentioned in which appears tatscilabhaiijikli-rupa­
dhiiri'.•i and a synonym of scilabhailjika in devagrha-stambhiigra-putrik<'i. 

(10) Katlw.s., tar. 123, verses 126-141, narrates the Jove of King Vikramii.ditya, the 
~reat In:onarch of Ujjayini, for the Princess Kaliilgasenii.. of Kalinga. Stambhaputrikli 
1s mentioned here synonymously along with sul.abhaiijikli. 

(II) A story in the Kathiikosa (or Treasury of Stories, tranel. by C. H. Tawney, 
London, 1895), pp. 149, referred to by Vogel mentions Prince Amarodatta who sees 
a very beautiful statue in a temple standing in a garden outside Piitaliputra with the 
consequence that 'he was offiictcd with the arrows of Cupid, and was unable to move 
a _step from the spot'. This image was supposed to be the work of the architect 
Sura~eva from Sopii.ra, who had copied it from Ratnamafijari, the daughter of King 
llfoho.seno of Ujjayini. 

But, from this translated passage, it is uncertain if a Mlabhailjika statue is referred 
to h~re. I would rather prefer to think of a statue like the Co.uri-bearer, Didargonj, 
now 111 tho entro.nc-e hall of the Patna Museum. 

In 
( 12) Si1J1hiisannd1:iitri1J'l,8ikd (Albrect Weber, Ueber die Sif!lhiisanodvatrimsikii, 

~- Stud., Vol. XV, Lr.ipzig, 1878, pp. 185-453) mentions a throne decoratecl with 
thi~ty-two female images of goldJ>resented by Indra to Vikramiiditya who had decided 
a dispute between the Apsnrases Urvasi and Riimbhii in favour of Urvosi. The thirty. 
two female figures are alternatively designated as .folabha,1jika, pv.trika and 1mttalikci. 

8 ~he _?dition 'The Kiimasutra' _by Sri V~tsyii.yona Muni ~ith the Commentary 
,fayumangala of Yo.sod.hara ed. by Sri Gosvam1 Damodar Siistr1, the Koshi Sanskrit 
~cries, No. 2!l, 1929, reads _ikl}ubha1ijikli instead with the commentary: ik~bhmijika 
1,k§ukhaiu;Lama11iJ,ana111 _(op. mt.,_ ~• 4, 42, p. 48). Agrawala does not give the exact 
reference to his quotation, but it 1s most likely that he has this passage in mind. 
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(13} The play Prabodhacandrodaya by ~i:inmisra. (c. eleventh century A.D.).9 

In the second act of this play Mithyii.dmi is called by King Mahiimoha. When she 
asked for what reason she had been called, he replies: Priye Bmaryate Ba hi viimoru yo 
bliaved dhrdayi'id bahilJ, mac-citta-bhittau bhavati liiilabhaitjiva rajate. 

'Here again the simile of the liiilabhaitjika is used on account of its inseparability 
from the object on which it is carved• (Vogel, op. cit., p. 216). 

These are the li{Uabhaitjika-references collected by Vogel from Sanskrit works. 
Most of them belong to an earlier period of about seventh century A.D. to eleventh 
century A.D. · 

(14} S'iilabhaitjika is also mentioned in Riijasekhara's drama Viddha-siilabhaitjika 
(ninth century A.D.).9 In the first act after verse 37 we read: Vidii{laka?i (Btambhelii'ila­
bliaitjikiirp, vilokya) : iyarp, pi Bii jjeva . . In the second ~ct wc find the following interesting 
observation of ViduF,aka on t?e hero1_n~ ~f th~ play J~_st after verse 19: Sivit:,,' ava(anu) 
dittha ** dolatia-dolitti ca viddha-sancarida-salabhait;wtta,:tef)a tthal' antare pari11adii,. 
gerJrf,ua-kheli'IJ.i kaa-kavva-~andha-r~ana ~,z jjeva esa tu~ i'ilak~hi~ tu_ha citta"f ak~hivadi ••• 

Translation: 'The girl perceived 1n a dream 1s swmgmg 1n a swmg, 1n another 
place she appears transformed into the pose of a branch bending lady pierced and 
transportable as well, she is playing at ball, she is composing poetry, she is that captures 
your mind g!1z~d at by _you.• . . . . 

Two pamtmgs which appear like a free 1llustrat10n of this passage are housed in 
the National Museum, R~trapati-Bhavan, New Del11i, registered under (I) No. 
56.48-4A and 4B and (2) No. 66.48-3A and 3B (Figs. 7a-7d). 

A survey of these references clearly shows that the term siiuiblw:njika 
is frequently mentioned in connection with stambha (pillar) and bhitti (wall). 

· But there is not one example among the sauiblw:njika references, quoted 
in Vogel's article, which contains a clear description of what a sauiblianjika 
looks like. 

Neither the abundant occurrences of siiuibhanjiya in Prakrit works of 
the Jaina Svetambara canon nor the passages in the Skt. Silpasastras and 
Vastusastras have been dealt with in his article. 

The Jaina Svetambara text Rayapase7J.aijja (abbrev. Ray.), the 2nd 
Uvanga in the canon, contains a detailed description of a sal,abhanjia in 
Ray., pp. 164--166 (edition of Pt. Becaradas Jivraj Dosi, samv. 1894). The 
passage reads: 

Tesi 7J.a1!l- diira7J.a1[l, ubhao pase duliao nisihiyae solasa solasa sauiblianjiyii­
parivii<!,io pannattao, tao ?ta1[l, sal,abhanjiyao)lO lilafthiyao supait(liiyao s1ial,a1[1,­
kiyao nii1Jli,viha-raya-vw:;a1J,ao nii?1amalla-pi?1addhiio mut(hi-gijjlia-su-majjhao 
amelaga-jamal,a-juyala-va(#ya-abbhunnaya-pi?1a-raiya-sa1Jithiya-pivara-pao­
liariio rattavangiio asiya-kesio miu-visaya-pw:;attha-l,akkha1J,a-sa1[1,velliy' agga­
siraylio isi1[1, a s o y a -vara-payava-samuUhiyao v a m a-h a t t h a-g g a h i y' 
a g g a-s a l ii o isi7Ji addh' acchi-ka<J,akkha-ciUhie7J,a1Ji11 ) lusamii7J.io viva cak­
klwlloya7J.a-l,esehi ya anna-m-anna1[l, khijjamariio viva pu<J,havi-pari7J.iimao 
sasaya-bhiivam 1wagayiio candiit1atiao canda-vilasi'!l,io cand' addha-sama­
nirj,alao candiihiya-soma-da1J1,Sa7J.iio ukka viva ujjovemariao vijju-glia?za-miriya­
sii,ra-dippanta-teya-ahiyyara-sannilcasao singaragara-caru-vesao pasiiiyao java 
ciUhanti. 

This is how I would translate the passage: 'On both sides of each of 
the doors, on the double flankers, 12 rows of 16 branch bending females 

9 Viddhalicilabhaf!jika of Rii.jaseklinra ed. by Sri Jiviinanda. Bhattiiciirya, Calcutta., 
1883, p. 36.** Correction suggested by me.••• Op. cit., p. 69, IO. L. H. Gray 
translates this pnssage in J.A.O.S., Vol. 27, 1906, on p. 37 as follows: 'The girl seen in 
a dream, swinging in a swing, transformed into a statue pierced and portable, playing 
at ball and writing poetry, she is thnt charms you even if you gaze at her.' 

Vogel mentions the ViddhaB<ilabhaitjilca (op. cit., p. 216), but he does not give the 
text reference. 

10 t{io bis scila • Vec;lha metre of 4 gai:ins. 
u addh' bis ci(thie,:utrti Ve9ha of 4 gni:ias. 
12 Com.: te{lU1!1, dvlirci~t!rti P;°at'!f.elcarp, ubhayofi piirsvayor ekaikana½edhiki-bliiivena, 

dvidhcito dviprakuriiyti1µ, ne:~edhik-iJarJI,, nailJedhik~ n4idanasthanarJ1, (op. cit., p. 161 
referring to the passage with canda~•a-kala8a-pariva{1Io). 
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on each side are arranged; well supported these branch bending females 
stand sportively, well adorned, with dresses of different colours, covered 
with different garlands; they have beautiful waists, which cBn be grasped 
by the length of a hand's grip, and breasts which are plump, fashioned, 
swollen, raised and round like a couple of diadems worn on top of the head, 
who have impassioned sideglances and dark hair, their hair is covered at 
the top with tender, spotless, auspicious symbols. 

Their bodies are leisurely inclined against Asoka-trees and they seize 
the prominent parts of the branches with the left hand18 (Fig. 3, branch 
of an Asoka -tree with its flower and see Figs. 1 and 5a-5c). 

They, who seem to captivate (the senses of gods and men) with the 
gestures of their sideglances, having turned their eyes aside, and who seem 
to exhaust themselves on account of embraces with their looks, whose 
features resemble the maturity of the earth, who have entered into eternal 
existence, who have faces like the moon, they, who are shining like a moon, 
who have foreheads like a half-moon with an appearance even more pleasing 
than that of the moon, they, who are shining like a meteor, with a splendour 
even more than the shining glow of the sun and the light-particles of the 
lightning clouds, whose dresses are beautiful, because they are like an 
abode of ornaments, they, who are gracious ....... till ..... stand'. 

This passage clearly refers to the Asoka-tree against which the sala­
bhaiijias are inclined, and not t9 a Sal-tree. But of even greater impor­
tance for the interpretation appears to me the description of the character­
istic pose of a salabhaiijiii: vama-hattha-ggahiy' agga-s al ii o,18 'by whom 
the prominent parts of the branches are seized with the left hand'. Salao­
' branches' at the end of the Prakritic compound has been clearly brought 
to bear upon sala-bhaiijiii ! 

It is evident from this that siil in the sense of Sal-tree has become 
obsolete with regard to the term salabhaiijiii in the Ardhamagadhi text 
(AMg.) and that the first member of this compound is understood now in 
the sense of 'branch'. I would therefore suggest the following verbal 
translation of the term salabhaiijiii: 'Carving of a female bending down the 
branch of a tree'. 

Vogel refers to the synonymous term sal.astri (op. cit., p. 207) occurring 
in Bharata's Natyasiistra II, 83-84: salastribhir ala1J1,krtfi,1J, and translates 
'The woman of the scila-tree'. The meaning however obtained from the 
description of a salabhanjiii in the above-mentioned AMg. passage makes 
the translation 'woman with the branch of a tree' more likely. This inter­
pretation does not exclude the possibility that authors might have had also 
in mind the sal-tree, when mentioning our term. 

A question here might well be asked regarding the age of our term. 
An indication for its considerable antiquity lies in the fact that this term 
appears in several places of the Jain Svetii.mbara canon in an archaic type 

. ~ understand nuihiya as a fortification guarding the flanks of the gates of Stiriyabha 's 
V1mano.. • 

_ 13 Mo.I3:ro.gii:_i's _Sans_!crit Co~entary explains: ,O<J,asa foef,aia Aulabhanjikii-pari­
put,aya!t 1!1'aJ1w~tal,i, tiiica_aulabhaiiJika lila¥ii lalitiinga-niveia-rupaya ethitu?i liliiethital,t and 
~at-manak aioka-vara-!_)adape eamupaethitalJ,-iiBritalJ, i,ad-aiokavarapadapaeamupaethit<ih 
tatlw viimahas:e7:a gr~it3-m agra_1'!1- aaliiyiilJ,-siikhiiyalJ, arthiid aiokapudapaB'!Ja yakubhiB ~ 
vamahasta-grhitagra-sala!1 (op. mt., p. 165). 

Sula in the meaning of sakhii is frequent in the Pmkrits, for instance in sula­
g~r~gii-h_ouses made from br~nches-o. bo:Ver of branches (Ray. No. 114). Monier 
Williams gives among the meanmgs of 8kt. iala also the meaning' a large branch,. 
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of a metre, called Ve<;l.ha, which leads us, according to Herrmann Jacobi's 
investigations, up to the first century B.C.14 

Let me quote the following examples: a7Jega-khambha-saya-sa7J1,niviU­
ha1J1, lil,a-Uhiya-siilabhaiijiyiiya1J1, (Ray., op. cit., p. 76),16 which represents 
two Ve<;l.has of four ga:r.rns each: 

v_vJ_v vjv_vl--1--lv v-Jv_vl--JI 
These two Ve<;l.has a.1:e placed in a Var:r;i.aka (description) of a yana­

vimana, which Suriyabha wants to be conjured up immediately, beginning 
with khippam eva bho deva'J},U .. and ending with siggl1,0,-gamar.ia1J1, nama 
ja7Javimar.ia1J1,16 viuvvahi. 

Translation of the two Ve<;l.has: '(The self moving car), which is placed 
on several hundred pillars and where the branch bending girls stand in a 
sportive pose'. 

Another passage reads with reference to a malU1,1J1, piccM-gharaya1J1,17 
(a big entertainnlent pavilion) in the middle of a jri1J,a-vima1J,a1J1, as follows: 
abbhuggaya-sukaya-vara-veiya-torar.ia-vara-raiya-salabhaii jiyaya1J1, (Ray., op. 
cit., p. 94). 

This Ve<;l.ha, as printed in the edition of Pt. Becii.radas, appears to be 
disturbed from the point of view of this metre. I therefore would suggest, 
instead, the following reading: abbhuggaya-va(ya)1·a18-veiya-sukaya-tora7Ja­
vara-raiya-salabhaiijiyaya'T{I, (Ve<;l.ha of nine gaJ)as). 

--Iv v v vJv-vl-v vlv-vJv v v vjv '-'-lv-vJ--11 
Translation: '(An entertainment pavilion) with high vajra railings, 

well constructed gateways, and branch ben_ding women most artistically 
arranged (on them, i.e. on the gateways)'. 

The last part of the Vec;lha .. tora7Ja-vara-raiya-salabhanjiyaya'T{I, with 
raiya = Skt. racit,a reminds us at once of a similar expression in Asvagho~a's 
Buddhacarit,a V. 52 at the end .. racita tora1},fl,8iflabhanjikeva quoted by me 
on p. 93 of this article. Our .AMg. passage confirms Cowel's genius in 
emending mal,a· into sal,a· in the Budd,hacarit,a passage. 

In the Vam.akas referring to the description of the gates the following 
Ve<;l..ha is included: na7Ja-ma1Ji-raya7Ja-val,a-rilvaya-lilal/hiya-salabhanjiyaya* 
(Ray., op. cit., p. 159). 

Translation: '(The gates were decorated) with different precious stones, 
silver, and carvings of leogriffs and branch bending women in a sportive 
pose.' 

The frequent occurrence of the term salabhanjiii, in the archaic V ec;lha­
metre of AMg. texts permits us to attribute to it a considerable degree of 
antiquity, which may take us to the last two centuries of the pre-Christian 
era. 

In this context turning back to Pa1Jini, VI, 2, 74: praca1J1, lcrirµi,ya7J1, 
and to the explaining Kasika: uddalaka-p~pabhanjika, vira'l)ap'l.l§papra­
cayika, sc"ilabhaiijika, tiilabhanjika. 

14 H. Jacobi, lndische Hypermetra und hypermetrische Texte, Ind. Studien, Vol. 17, 
pp. 390ff. R egarding its antiquity see pp. 405, 406. W. Schubring, Worte Mahii.virns. 

15 The same passage in Nilyii.dhmnmakahiio 1 (abbrev. Nay.) in N. V. Vaidya's 
edition, Poona, ]940! P· 22._ Cf. J~c., op. cit., p. 440. 

16 Com.: yunarupm!i valumarupam vinuinam yanavimanam. 
l 7 Com. : mahat pre~ugrha-1na7J4,apam. . . 
1s vayara = VC!_}ra is expected before veiya = vedikii, this is confirmed by the 

parallel pas sage Nny. I: abb!utggaya-sukaya.vaira-veiya-tora,:ia-va.ra-raiya-siilabhaiijiya. 
s1'8ilittha-visif/ha-laffha . . (Vaidya, p. 22). 

* - -Iv...; v v]v -vJ-v vll--1 v v-lv -vl--11 (Regarding this metre cf. 
L . Alsdorf, 'Der Vo~lha. in d er Vasudeva.hi1:](;li', Festschrift Fr. Weller, Asiatica, Leipzig, 
1954, pp. 1-11.) 
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Thieme's remarks: 'There is no likelihood whatever that the authors of the 
Kiisikii. (seventh century A.D.) knew more than Kiityiiyan~ _or _Pataiijali ', ( quot~d by me, 
Noto 7 p. 92), is not applicable here, us the text of Pataii.Jali does not contain any of 
tho ab~ve-mentioned terms of the Kiisikii. witntbe exception of ~pabhaiijika, occur­
ring in the Mabiibh~a.10 

In view of our reference material on sal.ahhaiijiii, it seems to me likely 
that Panini himself could have had in mind some of the terms mentioned 
in the Kasika with regard to games in Eastern India. 

There are more passages in Ray., in which sal.ahhaiijiii is also mentioned 
along "ith vala-ruvayii. vala (Skt. vyala) may be understood here as' leogriff ', 
which is very frequently depicted on fac;ades of temples beside sal.ahhaiijikas, 
e.g. in Khajurao (cf. p. 101)_-- I am not certain about the meaning of vala. 

One day Siiriyabha goes to a temple (Siddhiiyatana) to worship the 
Jina images (Ray., op. cit., pp. 254ff.). He reaches the centre of the temple 
and pays his respects to the centre: Siddhayatanassa bahu-majjha-desa­
bhaya'f!I, loma-hatthe1}0,rp, pamajjai. S. continues to go to the Southern 
gate to pay his respects in the following way: diira-ce4,io20 ya sal.ahhaiijiyao 
ya viilaruvae ya lomahattluie1}0,1J1, pamajjai (Ray., op. cit., p. 259). 

Translation: 'He passed his whisk over the carvings of female 
gatekeepers, branch bending women, and the figures ofleogriffs' (1). 

I had often the opportunity to watch this habit of worship in the Jaina­
temples of India, which clearly shows that the figures of sal.ahhaiijias, 
diiraceq,is, etc., are not intended to fulfil a decorative purpose only but that 
they are fully included in the act of worship in line with the Jina images ! 
So we read for instance: lomahatthayarp, gi1_1,hai gi1_1,hittii, ji1}0,-paif,imii1}0,1J1, 
lomahattluie1}0,rp, pamajjai (Ray., op. cit., p. 254): 

Translation: 'He (Suriyabha) takes a. whisk and passes it over the 
Jina images'. 

We learn from this that the temple as a whole with Jina images, along 
with the carvings of branch bending women, female doorkeepers and other 
decorative motifs is conceived as a complete unit in the act of worship. 
For further references of diiraceq,io, sal.ahhaiijiyao and viira-ruvae in a muha­
ma1_1,if,ava = front pavilion S. Ray., op. cit., p. 260. And also compare 
pass~ges in Ray., op. cit., p. 262: tora?t_~ y_a ti-sovii1}0,-pa4,iruvae sal.ahhaiijiyiio 
Yf!, vala:ruvae ya loma-hatthae'IJ,O,rp, pam~,JJai.2~ Translation: 'He passes with 
his whisk over the gateways, beautiful With their three steps over the 
branch bending women and the figures of leogriffs' (1). ' 

The far more frequent occurrence of the term sal.ahhaiijia in the Jaina­
Ardhamagadhi (abbrev. AMg.) texts than in any other branch of ancient 
Indian literature, leads us to the conclusion that the Ardhamagad.hi 
sp~~re of East India is the homeplace of sal.ahhaiijiii in the wider sense of its 
ongmal meaning, namely: carving of a woman bending down the branch of 
a tree.22 This is corroborated by what we have learned from the Kasika to 
Piitiini VI, 2, 74 with regard to the designations of games in Eastern India! 

_Vogel, referring to the figures of females seizing the branch of a blos­
so~ tree, especially frequent on the railing pillars of Mathura, raises the 

b
qhaue~~~o~: 'May we not assume that to these pillar-figures the term eala­

n;i!ca was applied 1' (op. cit., p. 206). With the . abundant reference 
matenal on stµahhaiijiii obt!),inable from canonical Jaina AMg. texts, I 
would not hesitate to answer in the full affirmative especially with regard 

19 I wa:3 introduced into Patafijali's Mahiibha{!ya through the kindness of Prof. 
Dr. Paul Thieme, under whom I was a student in Breslau. 

20 Com. explains: dvara-siikhe--'door-posts'. 
21 Cf. the following passage also : N andiipttkkharit.ti1'[1 puratthimillie,:iam ti-eovana• 

paiJ,iruvaelJ,a1'[1 paccoruhai hattha-pae pakkhiilei (Riiy., op. cit., p. 268). · · 
22 I could not trace this term for instance in the works of Kiilidii.sa. 

7 
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to the images which are connected wit-h the famous Jaina Stiipa at Kankali 
Tila. The meaning of siil,abhanjia obtained from the AMg. literature 
justifies us to apply this term to these woman-tree carvings irrespective 
if the woman is depicted seizing the branch of a Sal-tree, an Asoka-tree, or 
another tree. 

Summing up our subject, the following historical development of the 
term sal,abhaiijia appears to be evident now. Originally siil,abhaiijikii 
denoted an auspicious game in Eastern India recorded in the Kasika to 
Pa:rµni VI, 2, 74 along with the other terms uddulakapu~palJhaiijikii, vira~a­
pus§papraciiyikii and tii,l,abhaiijikii and siilalJhaiijika mentioned alone as a 
game in the 53rd story of the Avadanasataka; referred to by Vogel at the 
beginning of his article. 

What we will have to presume as the background of these games seems 
to be indicated by the well-known story of the future Buddha's birth in 
the Lumbini Grove near Kapilavatthu, mentioned in the Nidanakatha of 
the Jatakas. According to this tradition Maya expressed her wish to play 
a Sala-Grove game (Siilavanakilarµ, kilitukiimata) on the way to her native 
place Devadaha. She went to a siil-tree intending to get hold of one of 
its branches. The branch bent down itself. Maya stretched out her hand 
and took hold of it, after which the labour pains came upon her. The 
attendants drew a screen23 around Maya and retired.24 

It is most significant that Maya standing in this pose, which is familiar 
to us as the pose of a siil,abhaiijiii, delivers her child. 

This seems to me evidence enough that the siil,abhafijiii game, played 
when the Sal-trees were in their full blossoming time, was interwoven 
with the desires and hopes of young women to have children, as pure, 
beautiful and gay as the blossoms of the Sal-tree. From the point of view 

23 How the motif of the screen round l\fii.ya has also exercised its influence on 
the iconography of later mediaeval Birth of Christ representations by the German 
artist Meister Franke and the Italian Fra Filippo Lippi has been made evident in 
Friedrich \V'eller's article: Buddhistische Einfluesse auf die christliche Kup.st des 
europaeischen Mittelalters.-Wiener Zeitschrift fuer die Kunde des Morgenlandes, 
Bd. 50 (1943-44), S. 65-146. 

24. ••• dvinna1!'- pana nagarana7Ji antare ubhayanagarava8inii1!'- pi .Lumbinivana1]1 
1u'Ima mangalasiilavanam auhi • .•• 

deviya ta,,,, dieva siilavanakila1]1 kilituka,nata udapiidi amacca devi1]1 gahetva sala­
vanal?l pavisinsu. Sa mangalasalamula1]1 uantva siilasakhii.yaT'fl, ga'(lhitukama ahcsi 
salasakhi.i BUBedita-vettaggam viya onamitva deviya haUhapatham upagacchi sa hauha11i 
pas~r~tva sdkham aggahesi tavad eva c' assu kaminaja-vata calinsu ath' assa sa11i1Ji pari­
kkhipi,tvu inahiijano parikkami (quoted from Jii.taka~thakathii., Vol. I, ed. by Bhikl}u 
Dharm_Ra~it, Bhii.ratiya Jiiii.napi~ba, Kashi, 1951, p. 41). 

It is clear that this narration refers to the Siilabhaiijika game, though this term is 
not verbally used in this passage. But it appears in a parallel passage of the Mahii.vastu 
(Mhvst) ~ p. 18, 1.7-9 in Senart's edition: Sarv~fiT'fl, Bodhisattvaniim mata pratipur'(IB 
das~ 17K!~~ prajiiyati, Subhutina Siikyena pr~taT'fl, rajiio; agacchatu devi iha praja­
Y¥Yati, ~a~a 1!"atibodhayati: agam¥1Jati siilabhaiijaka1]1 ca kan,yati (F. Edgerton 
refers to it m his Buddhist Hybrid Sanskrit Dictionary, see Note 5, p. 92 of my article). 

In the corresponding Aryii.s neither Aiilabh.aiijika nor the Seil-tree are mentioned. 
·we read: 

A_vagiihJ!a_ ta7!'- vanavara7Ji Maya sakhisamvrta jinajanetri 
~ara!i !:"tarathe devi ainaravadhu yatha ratividhijM 
Sa ~art~ ~a11ata Pilaki}a-Aakha7Ji bhujiiya avalambya 
praviJif!lbhita salila tasya yaJavato jananakiile I 

(l\Ihvst, II, p. 19, I.I 7, 18, quoted from Le Mahii.ve.stu, Text Sanskrit, poublie pour 
la premiere fois par~- Sena.rt, To!ll':: deuxuieme, Paris, 1890). 

According to this passage Maya performs the game by bending down the branch 
of a Pl~e.-tree I 

Here also the performanc_e of the A~labhaiijika pose appears not to be bound 
necessarily to the Scil-tree. This observation runs para,llel with what we have already 

7B 
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of her own fertility it must have been considered as very auspicious for a 
young woman to c~tch hold of the br~n?h of s~ch a tree,_ whi?h stands 
in the full splendour of its blossoms. It is-interesting to note m this context 
that the Sal-tree is called an auspicious one (ma:iigala-sala-vana'Tfl, and 
mangala-sala-miilam) in the text of the Nidiinakathii. 

Once I was invited to a children's garden-party at my neighbour's 
house in Patna. It happened soon after Christmas and the occasion was 
the birthday of his second eldest daughter. This is the season when Patna 
earns its reputation as kusumapura-'town of flowers' and people there 
compete among themselves to have the most beautiful flowers in th~ir 
gardens. The children started various games, in which I was myself m­
volved. In one game Isa w several children chasing a girl and trying to catch 
her till she reached a tree and touched its trunk. Immediately the others 
gave up chasing her, the girl advanced a little, bent one of its branches 
and looked around with so much joy over her little triumph in her eyes 
that I could not help but think of the sauibhaiijia pose I Probably in 
order to crown her victory she plucked a blossom from the branch and 
fixed it in her hair. Playfully she clapped her hands and forgot to hold 
the branch of the tree. This became a signal for her playmates to surround 
her and to carry her away as a prisoner. In this game the tree renders 
protection to those who touch it. 

When I inquired about the name of this game, no sauibhaiijika turned 
out. The children simply called this game coriya nuki. * This incident 
made it clear to me how the sauibhaiijia pose in Indian sculpture could 
have only come into existence. Artists of Ancient India must have watched 
and studied the graceful poses of young women when plucking flowers in 
their Sauibhaiijikii, or U <l.dalaka~haiijika games, and, enthusiastic 
about it, transformed it into the fixed artistic pose of a female seizing the 
branch of a tree.25 

We have learned from our Prakrit sources that the term sauibhaiijia 
was applied to carvings of women seizing branches without heeding what 
trees they came from. This practice made the stil-tree obsolete (cf. pp. 94, 95). 

This AMg. passage, occurring in Ray., makes it also clear why just 
sauibhanjia attained a general use and not perchance the other terms 
ud,d,fjlakap~pabhaiijika, viranap'U,§papracayika, and tiiuibhanjika also referred 
to in the Kasikii with regard to games in Eastern India: sala can mean 
both 'branch of a tree' and 'Sal-tree'. So the term sauibhaiijia was more 

noticed in the description of a siilabhanjikii in the AMg.-text Rii.yapase1_1aijja (cf. p. 94). 
where. the_ Asoka-tree is mentioned. Comparing the Mhvst-prose siilabhanjaka,p, 
ca ~~ati to Pilak!Jasiikhiim avalambya in the Aryii.-metre I would not be inclined to 
see m this a contradiction between metre and prose with siilabhanjaka,p, in the sense of 
'game of the branch bending pose', not taking siil,a here in the sense of siil-branch. 
_ * _T~us ~he game is called by Maithili speaking children. In Bengal I heai:u 

luko cur, which would correspond to • hide and seek• but is used in a wider sense m 
games. 1 ' 

25 How much the graceful pose of a woman raising her arm for any other purpose 
also appealed to the a~sth_etic sentiments of people in India is disclosed i~ ~ old Hindi 
sto.~za of the_ great Hmd1 poet Bihari, who prays to a beauty to remam m the pose 
which she s~r1kes. when she wants to take something from a daheri,--a vessel hanging 
from a. roofm which curd is placed-and not to lower her raised arm. It reads: 

Ahe dalieTJ'lfi jini dharai, 
· jini tu lehi uttari I 

Nike hai chimke chue 
aisi hi rahi nari I 604 I 

Quoted from Bihari, Satasai-bodhini, prakiisak: Sahitya.-Seva-Sadan-Bulanala, Kaehi 
samv. 1944, p. 274. 
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suitable for denoting in general the carving of a woman bending down 
the branch of a tree than all the other terms mentioned in the Kiisika or 
in the Kamasiitra (cf. p. 95 of this article). 

Vogel has not touched upon this point in his article, as the abundant 
reference material on sii.labhanjiii, available in the .AMg. texts, was not at 
his hand. 

As far as Buddhist literature is concerned I am not able to add more 
material than that mentioned in the previous pages. I did not come 
across the term salabhaiijia in the Jata,kas, in the Laliwvista,ra, the edited 
Gilgit Manuscripts, the Avadanakalpalata, the Pali Vinayapifalca and in 
the not yet edited Bhi~'l},iprakin_iaka. This rare occurrence is in striking 
contrast to the frequency of the term salabliaiijia in the Jaina Prakrit texts. 

I would venture to explain this in the following way: We have noted 
that the pose, in which Maya delivers her child, the future Buddha, standing 
and seizing the branch of a tree, is the same pose which is characteristic 
for a salabhaiijika. This motif had taken on a more and more worldly 
character in sculpture as well as in Prakrit texts, in which we found sala­
bhaiijiii several times mentioned next to vala (Skt. vyiila) in the passages 
quoted by me last. This might have caused Buddhist writers to be more 
reserved in using this term, which may have appeared to them as too much 
permeated with worldly flavour. Buddhists must have been far more 
sensitive on this point than any other community in India, as it is the 
pose in which the mother of the Bodhisattva had borne him.26 

When Buddhist writers felt shy about mentioning the term salabhaiijiii, 
frequently used in Jaina texts, too often, this certainly does not· exclude 
the use of the woman-tree motif in Buddhist art as the bracket figures in 
Safici show. But, in many cases, wherever this motif in Buddhist art 
appears, we have to think of the possibility of its alluding to the delivery­
motif of Maya at Lumbini. And even if no Sal-tree can be identified, 
this possibility cannot be easily excluded as we also found the Pla~a-tree 
mentioned in connection with the birth of the Bodhisattva in the text of 
the Mahavastu. The same tree is mentioned in a parallel passage of the 
Lalita,vistara.27 

With regard to tora'l},ll8alabliaiijika in Asvagho~'s Budd,hacarita V. 52 
Cowel's emendation of· miila · into · sala · is fully confirmed now by other 
manuscript material used in E. H. Johnston's edition of Buddhacarita, 
Part I, Calcutta, 1935. The reading · mala · is not mentioned in his foot­
notes, but ho quotes the text of the Tibetan translation: tora?J.asalablw:njika 
appears to be translated as rta-babs-la sulabl1,0,1ijika, so printed in Johnston's 

26 Cf. Vogel's remarks comparing the style of figures in Bhiirhat and Mathura 
(op. cit., p. 224): 

'There cannot be the slightest doubt that these pillar-figures (referring to l\'lathurii.) 
a.re derived from the images decorating the tora~as of Bharhat. But how for removed 
in style are they from those solemn gatekeepers. The Mathurii. figures have a singular 
lac~ ?f dist_in_ction in their aggressive nudity, as l\lr. V. A. Smith puts it. They 
exh~b1t_ lasciviousness combined with grossness. Whilst Candii. and Cu]akokfi and 
their sisters have the appearance of heavenly nymphs their unworthy descendants 
are m ere courtesans, exhibiting their opulent charms and gaudy jewellery.' 

I, myself, had a chance to see the originals in the l\{athura l\luseum. I felt that 
the figures are nearer to earth indeed and display more human artfulness and worldly 
affinities, but _I ~o not ~hink that Vogel's sharp formulation is justified here. His 
note however 1s mterestmg, as a. Buddhist writer might have felt the same wa~. 

27 Atha sa Pla~vrkf/o Bod~isattv08'1Ja tejo 'nubhiivenavanamya pra~1amati_ ~a. 
Atha May<Uevi gagaiiat,alagateva tndyudd~ti,r,, dak,ina,r,, biihUT(& prasiirya Plak{!asakh.aT(& 
grhitva salilam gagai1awlarp, prek{lamatia vijrmbham<ina sthitiibhut (Lalitavistara her. v. 
Dr. S. Lefmann, Halle, a.S., 1902, p. 83, _l.3-7). 
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footnote.* rta-babs-la represents tora~ia followed by siUabhanjikii which 
seems to be merely transliterated into Ti~etan, if I understand Johnston_'s 
note correctly. Friedrich Weller's text -JS unfortunately not at hand m 
order to enable me to checkthe Tibetan reading. 

A few remarks mav be added about what the Sanskrit Silpa and Vastu-
sastras tell us regarding our term. 

I could not trace the term siiuiblmnjikii in the following texts available 
to me: 

(1) Variihamihira's Brhatsa'Tfl,hitii in the corresponding chapters 56 
and 58. 

(2) Miinasiira, edited by P. K. Acharya, 193?. . . 
(3) Silparatna by Srikumar, ed. by Ga:Q.apat1 Sastn, Part 1, Trivan­

drum, 1922; Part 2, Trivandrum, 1929. 

The tern~ sauibhanjikii is however traceable in the Sanskrit text 
SamarangaI).a-siitradhara by King Bhojadeva, ed. by T. Ga:Q.apati Sastri, 
Vol. I, No. XXXII, Gaekwad's Oriental Series (abbrev. Samar.). Date 
probably eleventh century A.D. Cf. editor's intr., p. 2 in Vol. 1. 

Samar. Il, 68, 99, p. 216, reads: 
dviire kii,ryau pratiharau bhallikii tora~1iis tathii 
stambhayos ca variilau2B dva1" siilablmnjikaya saha. 

Translation: 'At the entrance two doorkeepers have to be placed and also auspi­
cious gateways have to be erected; and two leogriffs28 at the two pillars with a 
woman seizing the branch of a tree' (cf. viila in a similar context on pp. 96, 97). 

This passage reminds us again of the tora'I_ULSiil,ablmii.jikii, mentioned in 
Buddhacar. V. 52 and in Riiy. referred to on pp. 93, 96 and 97 of this article. 

Samar. IT, pp. 69, 70: 

Ratideham atlUL brumalJ, prasiida?p, sumanorama'Tfl, 
apsaroga~iasa71ikir~ia1Ji kiimadevasya mandira?p, 
a-§(abltiigikrte ~etre samabhiige samiiyate 
dvipada?p, kar11akufaTJ1, syad viirimiirgasamanvitam 
alindasya caturbhagii vistariiyam atali samiili 
bhiigiki bahyabhittis tu setJa?p, garbha'Tfl, prakalpayet 
madhye cat1t,§kikii kilryii yatra stambhii}J, suAobhanii"/J, 
nekaralcii trivaktrm'.s ca haste sarvailJ, sapatrakailJ,(?} 
pallavair nilgabandhais ca salabhmijibhir anvitaZi, 

_Translation: 'W"l are going to _mention now the very attractive lofty building 
Ratideha {structure for amorous onJoyment29), the tomplo of the Goel of Love which 
is crowded with troops of nymphs. ' 

On a b11;ildi~g ground, which is divided into eight parts30 with the same arrange­
ment regardmg its length, the tower of the corner equipped with a water-channel 
covers two padas, four parts are attributed to the terrace with the same arrangement 

* Op. cit., p. 52. 
28_ I conjecture_ the meaning to be ' leogriff ' and suggest' to read viriilau instead 

of varalau_of t~e pr1~te?. text. C.f: ~on~er Williams! virala, m. = viljala, a cat, w . 
. In Onssa leogriff 1s ?ailed birala-inniha accordmg to Pt. Sadiisbir Rath Sharma, 

Puri, whose message~~ kin?-1:r conveyed to me _throu~h ~y friend Mr. David Seyfort 
Ruegg. {Cf. AMg. birala=bi4,ala noted by R. P1schel m ms Pkt.-Grammar §241) 

29 The German ~o~d 'Bau-k o ~ r p e r' wo11:1,<I: be ~earer to -deha here.' • 
so The whole bwldmg_ ground 1:1 usuall~ divided mto bhiigae and padae (portions 

and plots) before construction, to which the different parts of a building or a town are 
attributed. 
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regarding its width, one part is occupied by the outside wall and tho remaining portions 
by the inner apartment, in the middle of which a set of four beautiful pillars is erected. 
They are decorated with snakes as festoons and with carvings of women bending the 
branch of a tree, with all kinds of blossoms and leaves in their hands and there are 
Nekarakns (?) with three faces.' 

Samar. II, 59, 85-86, p. 123: 

G-rharajam atha bruma"IJ, sa syat Kailasasannibha"IJ, 
vitaizJcanirgamadharaniryuhai'/.1, sarvato vrta'/.1, 
valabhya bhiqito mailhye gavab;advarasamyuta];, 
kapotastambhaparyanta'IJ, salablianjivirajita'IJ, 

Translation: 'Now we are going to mention "the king among buildings" which 
resembles the Kailiisn-mountain. It is enclosed nil round by lakes, outle ts, steeples 
a~d turrets decorated with a pinnacle in the middle and equipped with doors and 
wmdows. There are Kapota-pillars in its circuit resplendent with Cl\,l"Vings of women 
bending down the branch of a tree.' 

Another passage is traceable in the Sanskrit text Aparajitaprccha of 
Bhuvanadeva, ed. by P.A. Mankad, Gaekwad's Oriental Series, No. CXV, 
Oriental Institute, Baroda, 1950 (abbrev. Apar.). The editor thinks the date 
of this text between the twelfth and the first half of the thirteenth century 
A.D. (op. cit., p. xii). 

A.par. 86, 23, p. 216, reads: 
Tatha candrakalamekamrjak§oblia(?)31 salabhanjikii 
chadyakapotakala1J1, tu nirgata ma<f.a,-malika. 

I cannot give a satisfactory translation of this passage. But one thing 
seems to be clear, that we meet here with another synonym of the woman­
tree motif, mentioned together with salabhanjikii, with ma<f.a,-malikii ! 

Ma<f.a,-malika is not included in Acharya's Dictionary on the Manasara. 
Sabd.alcalpadrumarecords ma<f.a-vrk§avise~a. Thus the translation would 

be : 'Carving of a woman who performs a garland in line with the Ma,4a-tree.' 
But there is also another possibility of interpretation. 

During my study of the Buddhist Sanskrit texts from Tibet Bhiks~­
prakin;taka and B~uprakir.I.J.aka82 I came across the following sequence 
of terms on the latter: Praha?ia-salayam va (hall of religious exercise), 
Upa.sthana-salayam va (hall of meetings), ma?zif,ala-maef,e vii (circular as­
sembly hall),83 (10 B, patra 5, pankti 6; in pankti 5 of the same patra 
appears also agnisalayam va (fire-hall), the figures refer to the order of the 
manuscript leaves in the photos). 

_ In R. L. Turner's 'D_ictionary of the Nepali Language', London, 1931, 
maro has been recorded with the meaning of'circuit', 'circle', which corres­
ponds to mii4,a in maruf,ala-1na<f.a and ma<f.a,-malikii. 

Accordingly the verbal translation of mad.a-malikii could also be: 
'Carving of a woman who performs a garland in line with the circuit of 
a tree.' 

31 Question mark added by the editor. 
. a2 T_he photographs of thi_s manusc_ript ~ad been taken by Rahula Sankrtyayana 
lll. the Salu-monast~ry near S1-ga -rts~ m Tibet the negatives of which belong to the 
Bihar Research Soernty, Patna. Durmg my studies in Patna I was introduced to 
this text by the kindness of Dr. A. S. _Altelmr, DirectoroftheK. P. Jayaswallnstitute, 
who made the photos of the mnnuscr11;t available to me for edition. 

• ~3 All these terms with the except10n of agnisal,a are already recorded in Edgerton's 
D10t1onary. PTSD also records: maIJi;l.ala-ma[a (sometimes 111.i/a) a circular hall with 
a 'peaked roof, a pavilion'. · 
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This interpretation is supporti9d by another ~assage in ano~her Silpa 
text called Silpaprakas with which I am concluding the quotations from 
Vastu- and Silpasastras.S4 . 

The passage reads: · · 
Tricche<l,a-nimne sirarµ, ca piirsva-dr§ya manorame 
tad urdhve <1,akhina-danda diilanu.siiritii tathii /420/ 
<l,akhi1,1.a-tribhuja(rµ,)-bdhu dsrite <l;a,khi~-bhuje _ . _ 
katyordhve piirsvav adhe ca niibhi-madhya-st'!},alii_nvitii /421/ 
viima-biihu kirµ,cit nimne puna'/J, <l,a,7,1.<J,a-rekhiikrti 
<l,iilagra-sparsita-mudrii viima-dese susobhane /422/ 
<l,akhi1,1.a-pa<1,a tad parsve <1,a,1,1.<!,iikiire manoliare 
<l,akhina-tribhuja-biihu-lambini </, ii l a - m ii l i k ii /423/ 

Let me attempt a. translation, coIIiinencing with the last line. 'J?iilamiilika is a 
figure who is attached in a free swinging pose with her arm (to the branch of a. tree) 
to the right triangle.' 

Under the divisor dividing the whole surface into three portions attractively 
the head is in profile (line 1). Above it is the right forearm conforming to the branch 
of the tree (line 2), (or) as well the right arm resting on one side of the right triangle 

~ 3' This passage, containing the most detailed description of our subject mentioned 
in_ oilpasastras, is from an unpublished Sanskrit palm-leaf manuscript in Oriya script: 
S'ilpaprakiisa by Rii.ma Mahii.pii.tra Uda.gatha, which has been made accessible to 
me through the kindness of my friend Pt. Sadii.shir Rath Sharma, Raghuna.nda Library, 
Puri. The manuscript is registered in this Library under No. 134. The Silpaprakii.sa. 
w~s completed in the 4th year of Rii.ja Birabarma according to the colophon. From 
this I cannot conclude any definite ·date. The manuscript itself is a. copy probably 
written in the sixteenth century A.D • 

. It is also worth while taking note of .the language used in the Silpaprakas passage. 
This work has obviously not been written by a. disciple of the great P8.l,lini, but by 
workmen. It is the language of the guild of artisans. Note Pra.kritic dakhi(1a instead 
of Skt. da~r,a, preference of ending -e in adhe corresponding to urdlwe, sira?p, for siras, 
licences regarding gender, e.g. dakhir_iadar.u)a ,µiliinusiirir_i'i. 

My esteemed friend, Dr. A. N. Upadhye, Rajaram College, Kolhapur, was so good 
a.a to send me his opinion about {lala-malikd in his letter dated 1st May, 1958. He 
wiites: 'In_ my hU;?~le oi:iinio~, <!,al:'-11!'ilikil is just a ver~al and ideological equi­
valent of sii-la-bhan3ikd. Like sala, ¢ala 1s recorded as a Desi word meaning a branch 
and is current in some of the modern Indian languages; and mcilika < mallika • ~ 
to go back to the root malla < mard • < mrd "to crush (in the fist)" and thus "bend 
down". The Skt. mardikiL • from mrd has its analogy in nartika from nrt. In the 
light of these details, which can be easily verified, like Aiilabhanjikil which you translate 
"a. female figure bending down the branch of a tree", {lala-miilika also would mean 
"a. female figure crushing in the fist or bending the branch of a tree". The S'ilpa­
prakasa, as you have noted, hos much Prakritic in vocabulary; and that would only 
confirm my above suggestion. If you find any gaps in my reasoning, I would like to 
add the necessary links. I would be happy to hear from you your reactions on the 
point under discussion.' 

This ingenious etymological explanation goes with what Pt. S. R. Sharma, 
who kindly introduced me into the S'ilpaprakiis in Puri, told me, when I asked him 
a.bout the meaning of t/,iila-miilikii, though he did not give such a detailed explanation. 

I, however, continue to stand by my translation of {lala-malikii-'Carving of a. 
female who performs a. garland in line with the branch of a. tree' on account of the 
following reasons: miilika itself is well established in Sanskrit in the sense of• garland­
maker ', •gardener•, cf. in modern Indian languages 'miili '. From this a feminine form 
m,iilikd can easily be accepted. Malika is also recorded in dictionaries in the sense of 
'garland', cf. Monier Willia.ms, PW, Apte, etc. I would also like to refer to the famous 
passage in th~ ~_st act of Kali~s?' 's Abhijiliinasiikuntalam wher.3 4-n_asuyii. ment~ons the 
creeper t;io-malia (Skt. nava-malika) under the name of var.ia-:J0B1,t1i (Skt. vana-3yotsna) 
the self-selecting bride of the mango-tree. Sii.kuntalii. remarks upon that: The unio~ 
of this couple-the creeper and the tree--has taken place at a wonderful moment the 
Vanjyotsnii. is in its youth with its new blossoms and the mango-tree appears ~ be 
capable of enjoyment on account of his tender sprouts. 

If we only replace nava-miilikd by • miililca-'the female performer of a garland' 
of our S'ilpaprakiis, the striking resemblance of the underlying concept of the two 
passages becomes apparent. There are also examples among the bas-reliefs in Bharha.t 
where a. siilabhanjika-{lalamalikii appears under a. mango-tree I 
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(i.e. the right arm can alternatively· also hang down not touching the branch of the 
tree (line 3), the spot above the hip and below the flank is linked (in one horizontal 
line) to the centre of the navel (line 4), the left arm goes somewhat downwards having 
the form of a datz4a-line (i.e. vertical, line 5), (or alternatively) the pose of touching 
the tip of the branch can also take place in the left beautiful region ( of the picture 
surface, line 6), (i.e. alternatively the left hand can also be depicted as seizing the 
branch of a tree), the right leg is given in profile in the lovely form of the da!?{la-line 
(i.e. vertical, line 7).' 

Based on this description I would translate 4,a,UL-miilika as follows: 
'Carving of a female who performs a garland in line with the branch of 
a tree.' 

This passage has made it clear that we are permitted to understand 
both the terms mii4fi,miilikii, and ¢fi,ULmiilikii as synonyms of siilabhafijika. 

Both the terms mikf,a · and q,a,la · are of greatest interest to us as they 
convey something else than siilabhafijikii does: an aesthetic impression of 
the woman-tree pose! Siilabhafijikii, only denotes the act of bending down 
the branch of a tree, mfirf,amiilika and q,a,ULmiilika show how the people of 
India looked at it. They must have been struck by the complete artistic 
unity which this motif could attain in the hands of great masters. 

It has become clear now that the garland is the underlying aesthetic 
concept of this motif executed by the graceful pose of a woman flowing into 
a tree. 

· Are Salabhafijikas still alive in India? Yes, we met one at a children's 
garden-party in Patna though she did not know she was one. 

Wherever, in an fudian village, a tree, overful with joy of life, displays 
its splendour of blossoms, women will be overwhelmed with emotion and 
surround such a tree to bend down its branches, to pluck their blossoms 
for a piljii and to put some in their beautiful hair so performing Aiilabhafijikii, 
every day. 

The patient observer of this graceful natural play may feel tempted 
to do as Bihari did and exclaim: 'Stay, beautiful image, forever with your 
tender arm raised into the green foliage of the tree.' 

Playfully she will smile back: 'Here is your Aiilabhafijika, but I do not 
care so much about my designation as you do!' 

~he description of the Silpaprakas does not refer to any human being 
or anunal as support on which a siilabhafijika-4,a,lamiilika would be standing 
as we _can see on older examples as for instance Ciilakoka Deva ta in Bharhat 
standing on an elephant (Coomar., op. cit., Pl. XI, 39, other example ibidem, 
Pl. XX, 75, from the Mathura side). 

In this respect, the description of the Silpaprakas goes with what we 
can see on the fa9ades of temples in Bhuvaneshvara and Konarak (tenth­
twelfth ce~t~ies A.D.). Herc, mostly, decorated pe~~~tals appear instead. 
The description of u siilahhafijia given in Rayapase:r;taiJJa (quoted by me on 
pp. 94, 95) do~s n?t mention any specific type of supp?rt except the general 
remark: supaitthiyiio-'weII fixed' or 'well supported . 

At the beginning of this article the Bharhat figures of Ciilakokii. Deva ta 
and Canda Yakhi (cf. Figs. 1 and 2) are mentioned as the earliest available 
sculptures depicting the Woman and Tree Motif of the siilnhhafijika type. 
In his article on Dohada or the Woman and Tree Motif 85 K. Rama Pisharoti 
sees a dohada motif represented in these images. He says: 

86 Journal of the Indian Society of Oriental Art, Vol. Ill, No. 2, Dec. 1935, 
pp. 110-124. 

Doliada means a pregnancy desire. of a woman for particular objects, e.g. tho 
longing to sleep on a bed of flo}Vers; which th_e mother of Malli-kumari the 19th Jaina 
Tirthakara had (cf. Malli-Jfiata, 8th ch~pter in Nii.yiidhammakahiio, No. 31, 32 of 
my edition). Mallinat:\Ia's commentary on Eiilidlif!a'a Meghadiita II, 18 (raktciBokaa • •.• 
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doluzdaccluzdmaniisyii.?i) observes: Stfi,iiii1?1 sparsut priyangu vikasati,-by the touch of 
women the Priyruigu creeper puts forth blossoms, bal.-ula?i sidhugaiuf.u11asekat­
Bo.kulo. through the sprinkling of a mouthful of liquor, pudughiitad asoka.s-----Asoka 
through the kick of their foot, tilaka-kurabakim vik§aiuilingancibhyii71i-Tilo.ka and 
Kuro.bo.ko. through their glance and embrace, - manduro narmavukyiid--l\'l~diira through 
their pleasure talk, pa/u-mrdu-hasaru'ic campak1r-Campaka through t~1eu- smo.rt ~~d 
tender laughing, vaktra-vutiic cut1r-Ciita through the breath of their mouth, gitan 
namerur vikasati,-Nameru puts forth blossoms through their songs, ca puro nart.aniit 
kaT1J,ikara{1r-and Karnikiira through their dancing in front of it. 

The idea, indicated in tho above quoted stanza, that plo.nts an<!- t_rees put for.th 
blossoms through direct or indirect contact with women is not hm1ted to Indio.. 
Honore de Bo.Izac undertook to translo.te rare parchments containing an ancient e~cle­
siastical trial of the year A.D. 12_71, conducted at Tours, from mediaeva~ Fre~ch mto 
French. This trial was published among his Les Cent Contes D~olat~ques m 1~37 
under the title The Succubus included in the second ten talcs. In this trial a l\foorish 
womo.n was accused by the Inquisition to be obsessed of a diabolic spirit. Ono of the 
witnesses against her, a day labourer, confessed to the ecclesiastical judge and swore 
to have seen by tho windows of the dwellings of the Moorish woman green buds of all 
kinds in the winter, growing as if by magic, especially roses in a time of_ frost and 
other things for which there was need of greo.t heat; but of this ho was m no way 
astonished, seeing tho.t tho said foreigner threw out so much heat that when she walked 
in the evening by tho side of his wall ho found on the morrow his salad grown; and 
on certo.in occasions she had, by tho touching of her petticoo.ts, caused the trees to 
put forth loaves and hastened the buds (quoted from Droll Stories by Honore de 
Bo.lzo.c, Jaico Publishing House, Bombay, New York, Calcutta, 1949, p. 248). Another 
interesting occurrence outside the Indian sphere is recorded in the Koran, sura 
XIX, 16-21, with reference to the no.tivity of Christ. Here Maria is reported to have 
withdrawn with the child conceived from the spirit to a remote place in despair. 
Thero the birthpangs surprised her by the trunk of a palm-tree. She heard a voice 
saying that she should not worry, as the Lord had set a rivulet below her and that 
she should shake the palm-tree from which dates fresh and ripe would foll down. 
For reference cf. 'The Holy Quran Text •; Translation and Commentary by Abdullah 
Yusuf Ali, Lahore, 1938, Vol. II, pp. 771-773, and A. J. Arberry, 'The Koran Inter­
preted', in two volumes, London, George Allon, 1955, Vol. I, p. 331. 

The motif of the rivulet reminds of the streams of water which came up from a 
fountain on the occasion of tho birth of the Bodhisattva. Vipasyin, mentioned in 
Mahiivastu I. 220. 19-221. 2 and in tho llfaliavadiinasutra 5f, cf. E. Waldschmidt, 
Das Mahii~adiinasutra, Teil II, Akademie Verlag Berlin, 1956, p. 92, note 3. 

TJie rivulet ?an even be traced in a Ge~an mediaeval painting which depicts 
tho Birth of Christ by the master of the Polling tablets (about 1444) with the first 
identifiable Gorman landscape painting, exhibited in the Haus der Kunst, Muenchen. 

The Commentator Al-Bo.i<;lii.wi (A.D. 1225-1260) gives an explanation which is of 
interest in tho context of this article. Aft~r he comments upon Mary finding herself 
under a palm-tree when the labour pains came upon her, he writes: 

'The palm-tree was dry (kiinat nakhla yiibusutu) and without a crown foliage 
(la ra's, verbal: "without head") and it had no fruit (lehii va la (amar), and it was the 
ti.Ina of winter (va kiina al-vaqt ~itii.'), then she shook it (tho pnlm-tree) (fa-hazzathii) 
then God created for it a crown-foliage, blossoms and fresh dates and so ehe w~ 
comforted (fa-ga'la al-lllah lehii ra's va khi½a va rotaba' va tasliyatehii).' 

Prof. K. M. Muitra, Curator of Islamic Manuscripts, Asiatic Society of Bengal, 
Calcutta, kindly helped me to trace this po.ssage. 

These passages show that the Arabic tradition hos preserved the motif of the 
birth of the Lord under a tree in connection with the fertilizing of a tree through the 
touch of tho mother, called doh.ada in India. 

With the above-mentioned material at hand it is near to assume that Indian 
motifs have been reflected hero. 

For reference cf. Beidawii Commentariu.9 in Coranum ex Codd. Parsiensibus 
Dresdensibus et Lipsiensibus, editit H. O. Fleischer, Vol. II, p. 579, I. 22, 23, Lipsia~ 
1848 and Mary in Islam by V. Courtois, S.J., St. Xavier's- 'College, The Oriental 
Institute, Islamic Section, 30, Pai:,k Street, Calcutta, 1954, pp. 20-22. 

Dr. _N. Klt;in reminded me of an old German mediaeval song on Maria called the 
Jugenheimer Liederblatt. According to this song Maria went through a fo~est full of 
thorns, wh7re there had not been leaves for seven years. She carried her little child 
without pams under her heart. When she had carried the child in her through the 
forest roses sprang up on the thorns ! 

Reference : per Zupfgeigen~ausl, e Leipzig, 1922, p. 98. 
This song gives us another ms 1i\Cl\f aftlt)t · a child animates plants 

and nature by her presence. ~~ ~~~ flfft ,, e appearance of new 
. ,~ ,- ...... _ <,;(".A·. 

~ r ISZ'J~' <"b \ ~ ( Aco. No...... r.. "'\ cP · ;;, --,_ q, K);;: 
~ \ Date ............••..•• .../ t-, .: 
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'Yaksi Candra, Bhii.rhi1t, stands with her right foot planted firm on a fish-tailed 
horse,36 her left leg and arm entwine the stem of a tree, while with her right hand 
she lowers a bough. Here is a clear instance of the Latvii.ve~ilro type of Alingana­
dohada, and the tree must presumably be Kuravaka.36a Equally typical of the same 
kind of Dohada is the figure of Ciilakoka Devatii.' (op. cit., p. 115). 

In his note 1, p. 119, he refers to Vogel's article on Woman and Tree orS'iilahhanjika 
and remarks: 'We do not agree with him when he would characterize every combina­
tion of woman and tree as a Sii.labhaiijikii. and say this decorative motif, ..• From 
his citations it is clear that the earliest positive reference to Siilabhaiijikii. occurs in 
Bru;ia, a contemporary of HariµL of Kanauj. We believe, a clear distinction can be 
made between pratiy<itana and siilahhanjikii.' 

Who carefully goes through Vogel's article will see that there is no 
such intention. Pisharoti did not notice Vogel's quotation of Asvagho~ 's 
Buddhacarita V. 52, a work belonging to first century A.D., in which Cowel's 
emendation of tora~ia-miilabhafijikii into · salabhafijika has been fully con­
firmed later by further manuscript material from Nepal (seep. 100) and by 
Prakrit passages (see pp. 96, 97). 

Pisharoti continues: 'Thus the citations he has given do not tend to make clear 
the origin of the term siilahhanjika and we would preferably accept the meaning of 
the term as given in lexicons, namely a female figure. The interpretation of the term 
siila as referring to the material of which it is made need not be necessarily wrong 
when it is remembered that the Bhii.rhi1t, Siiiici, and l'tfathurii railings are stone copies 
of. original wooden ones. And this leads to tho conclusion that original figures were 
made of wood, probably of the Sii.l tree. This characterization of all woman and 
tree figures as Sii.labhaiijikii. is a little too far-fetched. For in the first place the woman 
and tree combination figures as decoration on pillars and brackets, as well as on door 
jambs. In the second place we have no specific literary reference which connects 
woman and tree as S'iilabhailjikii. If indeed the woman and tree at Bhiirhi1t, Siiiici, 
etc., represent Sii.labhaiiji~ii, in th? ori_ginal sense of th~ t~~• the tree should have 
been depicted as Siil, part10ularly 1n view _of the Buddhisbo importance of the place 
and the Buddhistic associations of the Sal tree, but, unfortunately, some of these 
are Asoka and others mango. And, lastly, such an identification does not help us 
e:i..--pla.in their activity. Hence we interpret these as Dohada figures; or, following 
the terminology of Sanskritic writers, "'.:e may .?a_!l them Dohada-siilabhanjikii on the 
model of such expressions as tora,;ia-salabhan3ika, stambha-Aiilabhail.jikii or siila-siila-
bhanjika' (op. cit., Note 1, p. 119). . 

The aforesaid gives the view which Pisharoti holds in connection with 
the Bhii.rhat figures. He is righ~ when he states that images originally 
were carved in wood. Where his remark 'We have no specific literary 
reference which connects woman and tree as ealabhafijika' is concerned, 
he is only right so far as no such reference has been given in Vogel's article. 
On p. 94 of this paper a literary reference has been quoted from the Jaina 
Svetambara text RayapaseJJ,aijja, which connects a woman with the Asoka. 
tree as siilabhafijika I On pages 98-100 (specially see Note 24) of my 
article I have pointed out that also in the Buddhist sphere the birth of 
the future Buddha is not always necessarily connected with the Sal-tree 

Udumbara buds when tho Bodhisa.ttva. wa.s born and of their unfolding when his boy­
hood commenced (cf. Note 40, p. 109). 

About relations between Arabic and European poetry compare S. Singer Arabische 
und europaische Poesie im Mittel.alter (Abhandl. d. preUBB. Akad. d. Wiss.,' phil.-hist. 
KI. 13), 1918. 

36 Candii. Yak.hi does not stand on a fish-tailed horse, but on a fish-tailed animal 
with a head whic~ loo_ks ~e that of a sheep. 

sea The botanical 1dent1ficntion of the Bhiirhat trees is difficult. If Candii. Yakhi 
is really depicted un~er a Kurabaka tree seems to me uncertain. A. Cunningham 
in his book 'l'lie Stupa ?f Bhar?iut, London, 1879, mentions on p. 132, No. 3, an 
inscription of another : 0 hef r:~dmg: Bhagavato Vesab!iuno Bod/iisiilo-' The Sal Bodhi 
tree of the Budd!1~ V1~vabhu a~d gives tho photo of the tree on Plate XXIX. 2. 
Comparing the or1gmal ID the Indian Museum in Calcutta with the Candi Yakhi tree 
and with what I have been .made atiquainted under the designation of Sal-trees in 
India, I cannot come to a definite result. 
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and that in the Mahavastu and . in the Lalitavistara the Pl.ak§a-tree is 
mentioned instead. This shows that we cannot draw any conclusions on 
that ground. · · 

We have noted that Pisharoti sees a Latave1;1tika type of .Aliilgana-
dohada in the Bharhat image inscribed as Canda Yakhi. 

It may be tempting to think of the poss!bility that here a dohada 
motif may also be indicated in view of the Bhar~at ~gures u_nder flowery 
trees and with the Meghadiita passage on dohada m ~d. Did th:e cra~­
men intend to underline the magic power of these deities by showmg their 
dohada performance which causes the tree to put forth ~lossoms 1 There 
is one difficulty to answer this question in the full a:ffirmatr~e. Th~ woma~ 
and tree representations on the Bharhat railings are depicted with th:eir 
right arms raised (some smaller representations raise their left arms) bend.!°g 
down the branch of a tree, an act which is expressed by the t~rm sal.a­
bhaiijiya, determined in this article as 'carving of a feI?ale bending down 
the branch of a tree'. Pisharoti has given a valuable list o~ dohada refer­
ences on pages 119-124 of his article. There is no mention of a lady 
who raises her arm to seize the branch of a tree while performing dohada. 
On the other hand there is not one siilabhaiijika passage quoted ~y J. ogel 
and not one added by me from Jaina Prakrit sources and Sanskrit .::;ilpa­
sastras which has dohada in the context. This rather suggests to see 
different things in siilabhaiijika and dohada with different meanings under­
lying them. The only thing in common is the tree with which both are 
evoked. In the case of the sifiabhaiijika pose the tree appears to be the 
giver, fertilizing and occasionally even decorating a woman. C. Sivarama­
miirti published an interesting piece of Amaravati sculpture depicting a 
lady in siilabha1ijika pose under a kalpa-vrk§a----<lesire.-granting tree recei~g 
ornaments from it (op. cit., Pl. LXI, Fig. 2) which he rightly connects with 
Meghaduta II, 12. Doluula represents just the opposite: fertilization given 
to a tree by the touch of a woman. Cf. Mallinii.tha's remark on dohada in 
Megh, II, 18: dokadatfl, vrlc§iidinii,.n prasava karattatfl, sa1f1,8kara dravyam. 
Pisharoti remarks: 'The Dohada rite, however, performed for the sake 
of the tree, is not a fertility rite, but one of fertilization, so that the tree 
may have fl.3~e:5 in abundance' (op._ cit., p. 119, Note 1). The explanation 
for sauibkanJiya, a woman who seizes the branch of a tree with her 
hand, obtained from Ray., enables us better now to distinguish what 
we should understand as siilabhaiijika and what should be placed under 
the category of dohada. On this ground the woman and tree carvings in 
Bharhat are nearer to what we have learned to understand as siilabhanjika. 

The reader may ask, have we an indication that this term was in use, 
when the stone railings of Bhii.rhat were erected 1 On p. 96 of this 
article I have shown that siilabhanjiya can be traced in a very archaic 
metre of the Jaina Pkt. texts, which leads us into the pre-Christian era 
according to H. Jacobi's investigations. We may therefore assume that 
this term was known at the time of the construction of the Bharhat Stiipa.87 

a7 N. G. Majumdar remarks in A Guide to the Sculpture., in the Indian Museum 
Part I, Delhi, 1937, as follows: ' 

'Chandra and ~ula!'oka bend by ~1:1,eir right hand one of the boughs of a tree, 
evidently to break it (as m the S'alabhan3ikd play), and the ir left arm is thrown around 
the trunk and left leg around the stem . ..11: his N~te 1 on p. 20 Majwndar also refers 
to the (pp. 22, 23) gam~s Salw:kilrabhanlikii (plucking mango fruits), P~vacchilyika 
(plucking fi?wers) mentioned m the_ ~amasutra. He furil!er observes: 'Mii.yiideVi, 
the Buddha s mother, went t~ Lumbm1 to ta~e part in the Sii.labhail.jikii. play (Mahii.­
vastu, TI, 18, 19) and was delivered of the child as she was holding on to the branch 
of a Sala tree.' 
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The motif of branch-bending females is repeated in one of the bas­
reliefs on a pillar of the railing-piece which contains the life-size figure of 
an unnamed Woman and Tree representation noted in Majumdar's Guide 
on p. 25, No. 30. The two bas-relief figures emerging from a medallion in 
the middle of the pillar stand on lotus-buds and are carv~d on th~ left and 
on the right edge of the pillar. In o?e of t~e figures the nght le~ IS thrown 
round the stem while the left hand IS bending down a bough with a lotus­
flower (Fig. 4b). We may a~sume P.~r~ that an aling'!na-<lohaila motif has 
been incorporated into the salabhanJika pose though It could also be mter­
preted as an attitude of simply holding on _or pl~yf~y clinging !o the tre?· 
This point appears to be s~mewhat modified_ m F!g. 4a. This figure IS 
just hanging aside the tree, nght leg and the raISed nght arm thrown round 
the stem. Her right hand is just holding on to the lower part of a lotus 
stalk the blossom of which has not yet opened. The left arm is hanging 
down straight in the <l,a~uJ,areklliikrti line,38 i.e. vertically. Th.is figure does 
not appear in the typical salabhaiijika pose-bending down a bough, as the 
figure in Fig. 4b does; I therefore would like to see a sparsa-<loliada representa­
tion in it. It is probable that the artist wanted to indicate here that the 
closed lotus-bud is just going to unfold, animated by the touch of tho lady's 
hand like the fully opened lotus-flower above it I 

The life-size figure of Canda Yakhi (Fig. 2), claimed for alingana-<loliada 
by Pisharoti, makes it clear that the bough of the tree is bent down in 
order to pluck the buds or the flowers. Canda Yakhi not only raises 
her right arm, seizing a clearly marked branch of the tree, but, while lier 
left arm is thrown round the stem, thumb and forefinger of the left hand 
take graceful hold of a tender stalk ending with leaves and flowers be­
longing to the same tree. Other freshly plucked flowers with their leaves 
are delicately fixed in the hair near her right ear. No artist could ex­
press himself more distinctly than the creator of this magnificent work. 
He lets her take part in one of the flower-games mentioned in the Avadana­
sataka, the Kasika and in the Kamasutra. She is thus a true representa­
tion of a salabhaiijika-irrespective of how we would classify the tree. My 
friend, 1\Ir. Sen Gupta of the Indian Museum of Calcutta, to whose kind 
help I am deeply indebted, sees a Kunda-(Yasmin)-tree in it. 39 If there is a 
Sal-tree depicted or not is irrelevant in the matter as the poses of the 
Cfilakoka Devata and Canda Yakhi images are in full concordance with the 
textual evidence regarding salabhaiijika. We should also not forget that all 
these woman and tree figures in Bharhat are included in the iconographic 
program of a Buddhist Stupa. Remembering that this pose is exactly the 
same, in which Maya Devi gives birth to the Bodhisattva, the symbolic cohe­
rence between both becomes evident. 40 They display their branch bending 

as This tenn is used in the Si!paprakiisa, quoted by me on p. 103. 
39 Cf. Note 36a, p. 106. 

• ·10 There is no mention of any dohada-pregnancy desire with regard t.o Miiyiidevi 
m the texts of the Nidiinakathil, Mahilvastu, and the Lalitavistara. The Chinese 
version, Ta-p~n-ching, to the Mahilvad<inasutra 4g. 1, narrating the life of one of the 
former Buddhas, Vipasyin, stresses that his mother was free from desires: 'His mother's 
heart was pure, it had no thoughts of passion. She had abandoned all lascivious 
dos ires, no one could influence her and she was not intimate; she did not inflame the 
fire of lust. The mothers of all Buddhas are always pure.' 

Translat?d from the German rendering in E. Waldschmidt's Das Mahiivadiina­
sutra, Sanskrit,_ verglichen mit dem Pali nebst einer Analyse der in ohinesischer Ueber­
setzung ueberl!eferten Parallel-versionen, auf Grund von Turfan Handschriften her­
ausgegeben, Teil II, Textbearbeitung, Akademie-Verlag, Berlin, 1956, p. 87, Note 3 
(Abbrev. MA V). 

This is in contrast with parallel e:•entsin the history ofthe Jaina Tirthalmra Arhat. 
1\Ialli. Dohala awakes, after the t.htrd month of pregnancy has been completed in 
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gestures in sympathy with the auspicio~ event of the Bodhisat~va's "J:>irth ! 
This fine interrelationship is of greater lllportance from the viewpomt of 
the Stii.pa with its railings as a whole than merely_ bringing these figures 
in connection with the siilabhaiijikli-flower-game and its pose only. 

In a Buddhist Stii.pa such siilabhaiijikli representations do not~ a 
decorative purpose only but clearly allude to the happy events m the 
Lumbini Grove. 

The Bharhat figures contain still i;nore of interest to us. They dis­
close that the oldest representations of Salabhaiijikli which have come down 
to us depict devatas and Yakhis, superhuman beings, which are closely 
associated with trees! That Yaksas had also their residence on trees has 
been pointed out by Dr. Jitendra.Nath Banerjea in Development of Hindu 
Icorwgraphy, 2nd rev. ed., University of Calcutta, 1956, p. 341. He men­
tions an early archaeological evidence of a tree spirit whose face is drawn 
on a tree trunk from the Amaravati sculptures (op. cit., Pl. VIII, Fig. 5). 
He further remarks: 'Another fragmentary sculpture (op. cit., Pl. XIII, 
Fig. 2) finally settles this point; it shows the head and upper part of a 
big-eyed YaID?a beneath some sort of a structure with the top portion of a 
tree and probably a heap of coins arranged in cylindrical form in the back­
ground. The inscription in Brahmi script of the second or first century B.C. 
gives the identity of the YaID?a as Candra Mukha, the dweller of the 
Vakula (tree).' Dr. Banerjea approves of Sivaramamii.rti's reading: 
Yakho Oada-mukho vaku(la)nivi1si as correct. 

Prabhii.vati, the mother of her (8th chapter of Nii.yiidhammakahii.o, No. 31 of my 
edition). 

This goes well with an e:iqilanation of dohada in Su.sruta I, 322 referring to 
the development of _the garblia (embryo): caturthe (musi) earvangapratyangavibhiigalJ 
pravyaktataro bliavati I garbhahrdayapravyaktabhiiviJ.c cetaniidhiitur abhivyakto bhavati I 
kaemiit I tatBtluinatviit I uumiiid garbluzs caturthe mii8y abhiprayam indriyiirtl1£BU karoti I 
dvihrdayam ca niiri~ dauhridin"im iicabjate II · 

Translation: 'In the fourth month a. division of limbs and subordinate limbs be­
comes more distinct. On account of the development of the heart of the embryo the 
organ of conscience appears. Why ? Because its place is in the heart. The garbha 
therefore has a. desire for the objects of senses in the fourth month. And a woman 
with two_ hoart5: in h~r is ca!,led dauhr_idini' (quoted by H. Lueders in Zwei indiBche 
Etymologien, Philolog1ca Indica, Goettmgen, 1940, pp. 45, 46). According to L. Mind. 
dohaf,a was derived from Sk. * dvaihrda. 

Lueders quotes two more parallel references, Bluivaprakiisa I, 71 and Mallinatha 
to Raghuv. ID, 1 which give the same e:i..-planation as Susruta. · 

A question may well be asked why a woman is thought to be able to cause a tree 
to put forth blossoms by her touch and not a man. The woman could not be under­
stood here acting procreative like a man in this connection. The idea underlying 
seems to be, as Lueders' etymology of dohada and Mallinii.tha's definition, quoted 
p. 107, make it mo~t likel:f, that ~he powerful _magic life substance with which a 
woman is loaded while bearing a child may flow mto a tree through her touch, while 
she is filled with a pregnancy desire, thus animating the tree. 

In E. Waldschmidt's Daa MahaparinirvatiasiUra III, p. 469, 70, Tibetisch­
chinesisoher Sondertext IV (Tibetan-Chinese special text IV) the flourishing and fading 
away of Udwnbara-blossoms is described as running parallel to the birth of the Bodhi­
sattva (new buds appear), to his boyhood (the buds begin to unfold), to his exit into 
a forest (the flowers grow bigger), his entering into ascetism• (flowers begin to fade 
away), to his giving up ascetism, regaining his strength and reaching perfect enlighten­
ment (th~ flowers of the Ud~b?-ra-tree flourish a.gain), _to his turning the wheel of 
Dharma m Bane.ras (full flour1shmg of the flowers), to his death (fading away of the 
flowers). 

Most significantly the fiouris~ing of the Udumbara-tree_ is not reported here as 
caused by the touch of the Bodhis.attva or Bu~dha respectively, who is a male, or 
by being ne~r the tree! ! ~ould like to ~all this process the 'wireless' influx of the 
Bodhisattva sand Buddha ~ hfe substance mto the tree due to his supernatural powers 
resulting in parallel events m a tree. 
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We may add from literary sources a passage in the Jain.a text Vasu­
devahb;i.<;li quoted in Dr. U. P. Sh~h's artic!e. Y~k{Ja Worsl~iP, i71: __ Early 
Jaina Literature41: Bharahe Ma,gaha-Jarw,vae Sali-ggame Ma1J,oram UJJa1J,a1J7, I 
tattha Sumano nama jakkho, tassa asoya-payava-sa1J7,Biya sila Sumarµi,, 
tattha nam ja"na puyanti. 42 

Translation: 'In Bharata, in the Magadha region, in the Sall-village 
is a park called Manorama; there resides a Ya~a Sumana by name, his 
stone (platform) Sumana ~ loca~ed under an_Asoka-t:ee, there the p_eople 
pay their homage.' ~ ~immer s book (op. cit., II, Fig. 90) !a~a Sakya­
vardhana is depicted s1ttmg on a stone slab under a tree eyemg the newly 
born Bodhisattva. 

In our case Ya~is and Devatas, female spirits and goddesses, are 
associated with trees in the pose of a salabhaiijika. They are represented 
here in their good mood through this branch-bending gesture by taking 
part in auspicious games with the trees. And there is really no other pose 
than this one which could more clearly express the unity of a tree with 
its deity. Seals have also been found in Mohenjodaro, which depict a tree 
deity between two stems. But I did not see any example among them in 
which the figure raises her arm in order to seize the branch of a tree. With 
the association of women with trees we reach common human archaic ground. 
In P. Ovidi Nasonis Metanorphoseon I. 452-567 the metamorphose of the 
nymph Daphne into a tree is narrated when she ran away before Phoebus 
in order to escape the touch of the lover. We read in Met. I. 550, 551: __ 

Infrondem crines, in ramos bracchia crescunt; 
Pes modo tam velox pigris radicibus liaeret. 

Translation: 'Her hair grows into the foliage and her arms into the 
branches of a tree; and her foot now, once so quick, stick in inert roots.' 

Compare also the sad story of Oinyras and Myrrha who was 
transformed into a tree together with the not yet born child she was 
carrying. 43 

4.1 Journal of the Oriental Institute, Baroda, 1954, Vol. III, Parts 1-4, pp. 54-71. 
4.2 Quoted from V asudevahi,:,r)i-pratliamakliar:11J.a,p,, ed. by Bhii.vno.go.ra-sthii. Srijo.ina­

Atmiinandoeobhii, 1930, p. 85. 
43 Vincent A. Smith in A History of Fine Am in India and Ceylon, Oxford, 1911, 

p. 382, refers to two ivory figures, conventionally known o.s 'Bacchus', discovered in 
the pulpit of the cathedral in Aachen {Germany) and observes regarding these figures: 
• En.ch represents a nude young man facing, standing with the right leg straight and 
the left leg crossed over it. The body is supported by the left arm which is twined 
round tho stem of a. vine overtopping and surrounding the youth with its foliage. 
His right hand ie raised to the crown of hie head {op. cit., Pl. LXXXVI, Fig. 4). The 
poso i,i procieoly tho same as that of tho ,voman and Tree motif in Indian Art and 
the resemblance between the Mathura and Aachen figures is so close that in my judge­
ment, it cannot be accidental, both must have a common origin, which should be 
thought in Syria or Asia Minor from whioh Egyptian Hellenistic Art drew its inspira­
tion. The motif is variously treated in Egypt, and, at least in one case, a. woman 
takes the place of the youth. There is no difficulty in believing in the transference 
of Alexandrinean ideas to India either before or after the Christian era. From .A§oka 's 
time for several centuries intercourse between parts of Egypt o.nd India was conti­
nuous.' 

In the course of this paper it has become evident that the branch-bending Woman 
and Tree motif can be f~~ and satisfactorily enough explained from Indian sources. 
The history of this root1f ~n sculpture corroborated by literary evidences permits to 
see a. truly indigenous ~nc1fan decor11;tive and a mythological J:J?-Otif in it. We there­
fore also could put Smiths concluding remarks in the following way: 'There is no 
difficulty in believing in the transference of Indian ideas to Alexandria and Asia Minor 
before and after the Christion era.' 

This is confirmed by the sensational discovery of an Indian ivory statuette in 
Pompeii by Professor Maiuri in October 1938, published in Annual Bibliography of 
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Returning to siilabhaiijikii and doluula the fo~owing 1;11ay also be 
observed. Pisharoti has given some examples which he mterprets as 
dohada.44 He remarks for instance: 'The Ma1;H;lapam of the Ramacandra 
temple at Rajim, C.P., has its pillars beset wif:b them' (Pl. XXIX, op._c!t., 
p. ll8). The pillar-figures on the right hand side of the Ma:i;H;lap~:i:p., ra~1;11~ 
their left arms and bending down the bough represent the salablianJikii 
pose. Among them is o·ne who bends her right leg touching the trunk of 
a tree, which may be interpreted as a 'kick' but also could be a pose in­
cluded in lila-Uhiya-'leisurely inclined against', as we have learned from 
our Prakrit sources. But the pillar-figure on the left of the M~i;i.<;lapa:i:p. 
in the foreground seems to represent iilingana-dohada. The _figure IS ~urned 
towards the pillar, the right arm is slightly raised embracmg the pillar or 
stem, the left arm resting on the hip. From the photo, unfortunately, more 
details cannot be given. . . . 

These examples show that it is difficult to fix doluula motifs_~ _?,rt m 
spite of their frequency in literature. In sculptures the siilabhan3ika pos_e 
'bending down the branch' had become so dominant that the doliada motif 
seemed to have been either absorbed or overshadowed by it as both poses, 
though representing different meanings, dea] with one and the same subject: 
with trees. Under these circumstances it could not be avoided that one 
motif, in our case the siiuibhanjikii, achieved predominance incorporating 
dohada motifs as 'the kick of a tree by a lady's foot'. The possibility 
cannot be overlooked on the other hand that an artist intending to depict 
a dohada motif may have boldly included the Aiiuibhanjikii pose in his 
representation. Pisharoti felt in this direction when he coined the term 
dohada-salabhanjikii, but we will have to be careful in using such a term 
for which there is no evidence in literature yet. 

I would like to conclude with H. Zimmer's remarks on this subject in 
his already quoted book, The Art of Indian Asia, in which he gives a descrip­
tion of a relief depicting the Nativity of the future Buddha from Amaravati, 
approximate date about second century A.D., 1st Vol., pp. 79-81, 2nd Vol., 
Fig. 90.46 

'In the present relief the most striking feature is the posture of the queen. She 
stands in the so-called stilabhanjika position, a classic attitude of tree-goddesses in 
Indian art. Comp11;re for exa.mple the vrl~akas just discussed. Apparently the Hindu 
craftsmen hero agam put to use an ancient pattern for the rendition of a new theme 
for if the nii.ga and yak!;Ja could serve as models for Parsvanii.tha and the Buddha: 
so could the classic postures of tree-goddesses for Queen l\:lii.ya at the moment of the 
nativity. When_ e:ompo.ro_d with the dryads of Saiioi the figure in this relief is oloarly 
of the same trad1t1on. Like an actress or a dancer the blessed mother assumes, with 

Indian Archaeolouy, Volume XIII, for the yeo.r 1038, Kern Institute, Leiden, 1940, 
Plate I, with J. Ph. Vogel's Note on an ivory statuette from Pompeii, pages 1-5. An 
Indian female figure (height 24 centimetres) is shown nude and standing with her 
legs crossed. The right arm is raised with a particular purpose turned behind the 
nook in order to support o. festoon of the rich necklace on her back. It is a unique 
piece of ivory dated A.D. 79 as terminus ante quern when the eruption of Vesuvius took 
place and buried this precious work of art. 

This early appearance clearly shows that Indian images cannot have remained 
unknown during the Hellenistic period and the Roman era in the West. 

Vogel h~wever rejects Smith's suggestion with the concluding remark: 'The 
resemblance m posture between the "Bacchus" of Aachen and the siiJabhaiijikii. of 
Indian art se~ms to us to be mer?lY accidental' (The Woman and Tree ... p. 231). 

'4 ~r. J1t~ndra Nath BanerJeO. was good enough t? draw my attention to K. R. 
Pisharot1's art1cl_e Dohada or the Woman and Tree Motif, for which I would like to 
thank him heartily here. 

,6 The relief co~tains-Top ri~h~: The dream of Queen Maya; Top left: Its inter­
pretation; Bottom right: The Nat1VIty; Bottom left: Presentation before the Yaksa 
Biikya vardhana. · 
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a playful momentary gesture, t~~ at~itude of a tre_e-nymph or of a ~~a~ damsel 
fertilizing a tree magically by seizmg its branches with her hand and g1vmg its trunk 
a gentle kick with her left heel. The same animation that was apparent with the 
nymph is evident here,_ though somewhat subdued by the artist's respect for the dignity 
.of his theme ... (op. cit., pp. 80, 81). 

We agree with Zimmer that the classic postures of tree-goddesses 
have served as modes for the nativity pose of Queen Maya. But when 
he includes dohada motifs by his remark '. . . fertilizing a tree magically 
by seizing its branches with her hand and giving its trunk a gentle kick 
with her left heel' it will be difficult to accept this. We have already 
seen on the previous pages that all the available Buddhist sources on 
Maya's nativity pose neither contain dohada in the context nor indicate 
anything from which we could conclude that an act of fertilization towards 
a tree takes place when Maya seizes the branch of the tree ( cf. Note 
40, p. 108). We remember that according to l\fahavastu II, 18, 19 (cf. 
Note 24 of this article, p. 98) Maya performs salablianjika in the Lumbini 
Grove under a Pla~a-tree I Just the opposite to the meaning of dohada 
must well be understood here in the sense that the tree renders its protec­
tion, life-substance and fertility power in support of the successful 
deliverance of the child. No kind of dohada can be accepted in this 
instance as Maya has expressly and emphatically been declared to be 
free from desires when the Bodhisattva had entered her womb. This is 
~vidently _the reason why we cannot find any tr.aces of dohada in this context 
~ Bud_?hlst sources (cf. Note 40, p. 108, refernng to the Chinese version--Ta­
pen-ching, compare also the Pali version in the Mahapadanasuttanta of the 
Dighanikaya XIV, 1, 19, PTS, Vol. II, p. 13). But by this the reader 
should not get the impression that the term dohada is a stranger in 
Buddhist literature. When the mythological king Gtsug-na nor-bu = 
Ma?J,icwl,a, a former incarnation of the Buddha, was going to be born 
?' do~-desire dohadabhimata1J1, = Tib. sred-pa'i mnon-par 'dod bzin arose 
m. his ~other under the impact of the embryo garbhiinubliii,vena = Tib. 
mnal gyi _mthus to which the king responds with a plenitude of gifts more 
than desired (~mendra's Avadanakalpalata with its Tibetan version 
ed. by Sarat Chandra Das, Reprint Edition, Calcutta, 1940, p. 65, 3rd 
pall a va, verse 17). 
. The_ attitude of Maya Devi in the above-mentioned Amaravati relief 
IS most mstructive: Her left arm is raised and seizes the branch of a tree, 
the left ~ee is bent with her left foot gently touching the stem of a t-ree 
a~d _he~ right arm rests on her right hip. This could be interpreted as a 
padag_hf!,ta <i:ohada motif. Dohaila in the sense of 'fertilizing a tree magically 
by s~izmg _its branches• cannot be accepted in a Buddhist work with its 
particular iconographic topic mentioned above. This instance will therefore 
make us more careful in the interpretation of similar foot postures outside 
~h~ Buddh. Nativity theme when a aalabhanjika-'a branch bending pose'-
18 mvolvedl 

I mY:self have often the impression that these foot postures indicate 
more_a leisurely resting on the stem of a tree than a kick, as in the above­
~ entione~ Amaravati relief. Thus this posture may have simply been 
mcluded m the pose lila-ffhiya, a term familiar to us from the Prakrit des­
cription of a salabhanjiya.46 

40 With regard to the Bhii.rhat image s of Ciilakokii. Devatii. and Candii. Yakhi 
Zimmer's book also follow~ Pisharoti's interpretation verbally. In Description of 
Plates, 1st Vol., p . 401, on Fig. 33b we read: 'Ciilakokii.Devatii. standing on an elephant 
and executing the laliiv~fika (" creeper vine") type of tree embrace. c. first half first 
century B.C.' 
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All the texts quoted in this article with reference to the birth of the 
future Buddha Sakyamuni agree that his birth took place while his mother 
was standing under a tree seizing a bra_nch of it, i.e. in the pose of a 
salabhanjika. Mahavastu II, 20. 9-10 in addition remarks that a mother 
of a Bodhisn,ttva does not bring forth a Bodhisattva while sitting or lying 
as other women do but only while standing. This is confirmed with 
regard to the birth of the Bodhisattva Vipasyin too in MA V 5c. 1 and 
Pali Digh. XIV, 1, 24. PTS, Vol. II, p. 14. The Chinese version T:1-pen:c~ 
also stresses that Vipasyin was born while his mother was stai:ding s~izmg 
the branch of a tree and not while sitting and lying. The same IS mentioned 
in the Ch'i-fo (cf. Waldschmidt, MAV, p. 89, note 1). . . . . 

The only exception which I came across in Buddhist literature IS m 
Asvagho~a's Biuldliacarita I, 8. Here it is narrated that Maya proceeded 
to a couch (sayyarµ, vifii'lwpahitiirp,) · overspread with an awning. There is 
no mention of Maya standing while having her child ! 

Cf. The Bud,d,liacarita, ed. by E. H. Johnston, Calcutta, 1935, Part I, 
Sanskrit Text, p. 1 and Part II, Translation, p. 3, Calcutta, 1936.47 

DESORIPTION OF PLATES 

_ Fig_ .. !. Gulakokii Devatii, Bharhat, inscribed, standing in the pose of a 
salabhan;ikii under an .Asoka-tree. 

Date: c. first century B.C. 
Height: 6' 5". 
Material: Red Sandstone. 
Housed in: Indian Museum, Calcutta. 
(Text references: pages 91, 94, 95, 104, 106, 107.) 

Fig. 2. Ganda Yalchi, Bharhat, inscribed, standing in the pose of a 
salabl,,afijikii under a tree not finally identified. 

Date: c. first century B.C. 
Height: 6' 4". 
Material: Red Sandstone. 
Housed in: Indian Museum, Calcutta. 
(Text references: pages 91, 104, 106, 107, 108.) 

Fig. 3. Bough of an Asoka-tree with a red blossom identified by 
Mrs. Waldschmidt in the Botanical Garden, Calcutta, on 2nd March, 1958. 

(Text references: pages 94, 95.) 

Pig. 4. Salabhafijikas, Bhii.rhat Bas-Relief at Stiipa-Railing. 
Date: first century B.C. 
Height: left figure 12". 

right figure IB". 

T~e so.me intorp~otatio1;1, is given with regard to Candfi Yakhi which he sees on a 
fish-tailed horse a~ P1s?'arot1 does (cf. my Noto 36, p. 106). 

These not~~ m Z1mmer's book reproduce Pishnrot.i 's views and interpretation 
without any cr1t1c and without 1uentioning his nnme. 

8 

4,7 At the end of this article let me express my gratitude to Dr J N B · 
I S t A · t' s · · • . anerJea, 

Genera ccre ary, sia 1c omoty, who kindly encouraged me to write thi art· I 
to my friend ~rof. Deb_idus ~hatterjce, Science College, Patna, who read sthe ~=t 
proofs of a port10n of this artwle and made valunblo suggestions to p of s t· 
P 

. . Offi As" t· S . t d ' r . araswa i, \lbl_1cat1on cer, m IC 001e Y, an to Mr. B. G. Ellis, Manager of the Ba tist 
M~s1on Press, Calcutta, who pei:sonally went through the whole article andpsaw 
to 1t that the photos were well prmted. I thank him heartily for that. 

8 
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Material: Red Sandstone. 
Housed in: Indian Museum, Calcutta. 
(Text references: page 108.) 

REMARKS ON ALLAHABAD scUabhaiijilcti 

[VOL. XXIlI, 

Figs. 5a-5c. Door-jamb 5' l" high, with siilnhluLiijika under Asoka­
tree, l' 7·5" high, standing on a male figure as a vahana from Nagod in 
Vindya Pradesh. (Text references: pages 94, 95.) 

Date: Gupta period, c. sixth century .A,.D. 
Material: Red Sandstone. 
Housed in: Allahabad Museum. 

The figure stands in the classical pose of a siilabhafijikti bending down 
t he branch of an Asoka-tree with her raised right arm while the left arm 
is hanging vertically down, like a real da1J,rj,a-reklliikrti (cf. Silpaprakiis, 
p. 103 of this article). Her right leg rests in a diagonal line on wave-like 
creepers out of which the upper part of a male figure emerges. Her left 
leg taking no weight is leisurely bent touching the back of the supporting 
male figure (Figs. 5b ancl 5c). 
. Over the face of the salabliaiijilc[i a certain melancholy of inner resigna­
tions behind her youthful charms is tenderly spread, which is in concordance 
with the lassitude and somewhat reserved pronunciation of her whole 
appearance. She seems in need of rest and tired of waiting for some­
body. It is most fascinating to observe how the Gupta type of the Buddha 
physiognomy has been transformed into this face, which seems to represent 
the oversaturated mood and the end of the Gupta age. An art.ist however 
does not think consciously on such lines which we believe to discover long 
after his creation. An artist of ancient times wants to represent a particular 
object which is linked with the popular topics current in his time. The 
artist may have tried to depict a Yak:;iini in the pose of a salabluLiijikii who 
has to wait long or with little hope for her Yak:iia husband or lover, a topic 
treated in Kiilidiisa's Mcghadiitam. Or is she a sthali-devata a local tree­
goddess who looks clown on our sufferings of separation and despair with 
compassion, so beautifully <lcscribcd in Kii.lidiisa's Uttaramegha, verse 46? 

marn qkqsa-pra~iihita-bhuja1J1, nirdayiisle§a-hetor 
lnhdltayas te katliarn api maya svapna-sa1[1,darsane§U 
pa.syanti,nci1ri, na klialu bahuso na sthali-devatanii1J1, 
mukta-sthuliis taru-kisalaye§v asru-lesiib, patanti II 

Translation: 'Drops of tears do fall plentifully indeed, as big as pearls, 
on the sprouts of trees (from the eyes) of the local-(tree) deities, who see 
me with my arms stretched forth towards the sky in order to embrace 
you vigorously after I had won you with some difficulties in the visions of 
my dreams.' 

How compassionate a tree-goddess can be who resides in an Asoka­
tree is confirmed b_y another passage in Avadana~atakazµ I, 238, 3-5 where 
a tree-goddess cnes about the Parinirvar;ia of the Samyaksai:µbuddha 
Kasyapa: atlla ya devata tasminn Asoka-vrk§e vyu§ita stt bhagavatab, KMiJa­
pa,sya samyaksa17ibuddhasya parinirva1J,a1J1, srutvii roditu1J1, pravrtta, ta,syii 
rudantya 'sru-bindavo 'sokasya kaye nipatitm.n pravrttali,. 

Translation: 'After the goddess who resided in the Asoka-tree had 
learnt about the ParinirvaQa of the Lord Kasyapa, the perfectly enlightened 
one she commenced crying, and the tear-drops of the weeping one began 
to fall on the body of Asoka.' (Here the name of a monk staying under 
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this tree is indicated, remark of translator.) E. Waldschmidt has already 
referred to this passage in his 'Das l\fahaparinirviil).asiitra' ID, p. 485, 
note 6) to his German translation of the Chinese version in which the Asoka­
tree is also mentioned in the same context.* 

The whole pillar-like door-jamb is conceived as a tree-trunk. Round 
bunches containing little blossoms, which remind us ?f the As?ka bloss?ms 
already noticed in Bharhat appear over the whole pillar and rn the foliage 
above the head of the figti're. They are symmetrically arranged all over 
the trunk placed between palmettes. The little round blossoms growing 
on distinctly marked stalks look indeed like mukta-sthulM 'as big as pearls'· 
described by Kalidas. Do they represent the tear-drops, as big as pea~ls, 
which the tree-goddess sheds for us or for herself? What a concept10n 
Kalida.sic in its nature transformed into stone! In which other way could 
an artist express hims~lf better when he intended to translate the above­
mentioned Kalidasa verse into stone ? Tears could not have been 
represented in a more ingenious way. I am inclined to see_ a tree-godd~ss 
performing salablw:njikii in this figure, who appears to be in distress shedding 
tears which are represented by the round blossoms of the Asoka clusters. 
They can be distinctly reco(J"nized in Fig. 5a. Here in the front below 
the ~upporting male figure bl~ssoms as round and as big like p~a_rls sitting 
on httle stalks, like the Kalida.sic tears of the tree-goddess, are visible. 

In the frame of this door-jamb the salabhanjikii and the figure below 
her_ appear as if they were standing in the niche of a grotto. The erect 
attitude of the upper part of the body of the supporting male who emerges 
from wave-like creepers and his face with half closed eyes suggest that he 
may be the Yaksa who sees his beloved wife in 'the visions of his dreams'. 

A glance at the composition of the Allahabad salabJW,ii,jikii and her 
supporting viiliana shows how masterly the whole is laid out. Behind the 
head of the main figure a kind of a head-cover appears (Fig. 5c). Two heavy 
ear-rings hang down. The round necklace frames the face together with the 
upright slightly bent arm which flows into a curved branch above the 
distinctly curled hair characteristic of the Gupta style. A piece of cloth 
is placed round the shoulders, the right portion of which is hanging down 
in vertically accentuated lines, running parallel to the strictly vertically 
kept arm while the left portion of the cloth is leisurely gliding down the 
left arm arranged in diagonally accentuated lines which point to the right 
hip. At this junction they appear to be diverted into the powerful diagonal 
line of the right leg. But they run parallel on the other hand with the 
lower part of the leisurely bent left leg, a movement continued by the 
left arm of the supporting figure. The movement reaches its end in the 
hand of this figure indicating the lowest spot of the whole composition 
which can be connected in a straight line ,~ith its highest spot: the right 
hand of the salabliaiijikii seizing a branch of the tree! 

. NEPALESE salabliaiijikii 

Fig. 6a represents the front-piece of a carved wcoden fa9ade from a 
temple at the border of NeEal. I could not get any details from which 
place this piece exactly comes. It is housed in the National Museum Raj 
Bhavan, New Dellii. Measurements: 4' xll·l". ' 

* •~as Mahii~arinirvii.l).asutra ', Text in_ Sanskrit und Tibetisch, . verglichen mit 
de:11 Pah~ n?b~t ~mer Uebersetzung der chmesischen Entsprechung im Vinaya der 
M~Iasarvast1-vudms, Auf Grund von Turfon-Handschriften herausgegeben und bear-
be1tet von Ernst Waldschmidt, Tei! III, 1951, Akademie-Verlag Berlin. .-
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Fig. 6b is a detail of it. In the right wing of the fa9ade n~ar a "ind . 
like opening a siilahhaiijika is depicted with a makara as her valiana. I ~w 
this motif frequently in Nepal in places like Bha_tgaon, Pata~ a!-1,d Rati: 
mandu itself, used as bracket-figures on doors and Wllldows. This .piece of art 
is a work of the seventeenth century A.D. most probably.: It IS a stron 
reminder of _Buddhacarita_ V. ~~-= ava~mbya gavii~a-parsva1.n ... Ccipa~ 
vibhugna-ya~tilJ, . .. tora7J,a-salahhanJikeva (Text pp. 93, 96, IOI)_. 

This type of a _siiki!1hanjika ~e~ in a kind of ~ bower 1s remhiiscent 
of a similar concept10n m Kankali Tila near Mathura. Compare one Piece 
designated as Ya~i or Vr~ii, from this place, date c. first century -A.D., 
now housed in the Lucknow Museum (see A. K. Coomaraswamy, Ilistory 
of Indian and Indonesian Art, London, 1927, Plate .XX, 75). 

After a new inquiry from the office of the National Museum at New 
Delhi I learnt that this wooden fa9ade had been acquired fro!11. t~e Schweiger 
Collection in New Delhi in 1952 and that the place of its ongm IS Unknown 
Sometime~ a male figure even appears in the pose of _a sii],a?hanjika, e.g: 
Cintiima1J,i Lokesvara on the west fa9ade of the Machindranath temple in 
Kathmandu city. 

REMA.RKs ON RAJASTHANI siilabliaiijikas 

· Figs. 7ar-7d. Wood-paintings on the wings of a folding door from 
Rajasthan, Marwar, lute eighteenth century A.D. 

Measurements: Left wing (Figs. 7a-7b) 5' 9• x 13·9". 
Right wing (Figs. 7c,7d) 5' 9" xl2". 

Housed in: National Museum, New Delhi. 

Fig. 7a. Removal of a thorn from the lady's foot standing under n 
tree raising her left arm and bending down the branch of the tree. 

Main distribution of colour: background red, tree-trunk brownish red. 
on top: five petalled white blossoms (perhaps Yasmin). The lady's ski~ 
is light brown, hair black, trousers are kept in Indian red with brown. 
coloured regular circlets. 

Fig. 7b. Lady under a tree of the same type with balls or fruits in 
her hands. 

Main ~tribution of colourjng is the same as in Fig. 7a, ~ut the two 
balls or frm~s appear in dark blue, the pair of trousers are also m dark blue 
with yellowISh floral geometrical designs. 

Fig. 7c. Lady under a tree of the same type holding one of its branches 
with her left hand and a stalk with two lotuses in her right hand. 

M0,in d~tribution of colouring is the some. Trousers arc in Indian red 
without designs. Long scarf in dark blue having brown stripes on border 
with white floral designs. 

Fig. 7 d. Lady under a tree of the same type, her right arm raised above 
her head, the left arm hanging down and holding a string with a disc. It 
seems to be a kind of a whirligig or yo-yo. In :Jlengal a similar thing is 
known as ciind-miilii_ where it is attached to the goddess Kali during the 
Piijas as a symbol of purity. 

Main distribution of colouring is the same as in Fig. 7c, but the trousers 
are painted in Indian red having dull yellow floral ornaments. The disc 
has four concentric circles with colours like dull yellow, Indian red, dark 
blue and light yellow and dark blue in the centre. 

'Below each figure a lion is depicted serving as a tutelary animal of 

~'\-\~~~ is~,~ l s~enes from the drama Viddha-salabhaiijika 
~ to on ~et:_~ 1cle. 

~{/'" 400, NolJ..1.?.tJL ~\~ a\. ~>J,u,rov /, C: 
. ~ , Da.te_ ...... , ..... -~,y ,S:. : 



,J ASL& , L'CIII, l!J57. PLATE I 

Fig. I . Gtilakokti D evatci , Bharhot .. F ig . 2. Gamlii_ Y akhi, Bh,,rhn t. 

(P hotographs l 11 ken b}' kind p,· r111issio11 of 1/u /nd iau J\! 1tst'11m, Ca lculltr .) 



J.ASL&S , XX.III, 1957. PLATE IT 

.Fig . 3. Bough of a n Asoka -t ree w ith fl owe r. 

a b 
Fig. ±. B M-re lie f, Bharhat . 

(JJh olo,; ,1,plt,•fl by kfncL pumissr'o11 of tltt I ndian. i\J u.soum, Ca /c1111ti .) 



JASL&S, XXIII, 1957. PLATE III 

Fi gs. 5a- 5b. Allnh nbntl sulabhc11ijik<i. 

(~ltologrttplu:.it by kind pt:rm issio ,, of Allalwbarl .\/ 11sc'11m.) 



J ASL&S, XXIII, 1957. PLATE IV 

Fig . i;c. A ll nhabatl sulablw 1ijikii. 

(Photographed l,y kiiid /irrniissio11 of ,1 1/altabad M 11swm.) 



.TA, 'Ll•• ·, xx1 rr. L!l:i, . PLATE \ 

I• ig . fla. F,H;nd of•~ woorl<'n r.-mple from Nepal. 

Pig. /iii . Detail of t,hf' ooden fa9Rde with 11, .4iilabhmi.iihi motif. 

(Figs. 611 1111,I 6/J cnprri~l,f of National .\f 11s e11111 • .Y,111 /Jr/hi.) 
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