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The Oldest Painting of the Udayana Legend

Monika Zin

Two of the six pre-Christian Ajanta caves, caitya caves Nos. IX and X were decorated
with paintings on their walls, ceilings and pillars. The caves date from the last two
centuries B.C.. At some point during the second phase of building activity in Ajanta
in the fifth century A.D., artists redecorated the caves of the earlier period. However,
some of the ofiginal paintings were left untouched and have survived to this day.
These old murals are panels representing narratives. While the narrations in Cave IX
are depicted In a few and sometimes in just one single picture, the panels in Cave X
present each story in a number of different scenes. '

Most of the early wall paintings in this cave were copied in the 19th century when
they were in a much better state of preservation than today.! On the basis of these
copies, researchers were able to identify one of the stories on the right-hand wall of
Cave X as Saddantajitaka as early as the 19th century.? The other one, the Syama-
jataka, was identified in the first half of this century.?

! The first copies of the paintings were made in the first half of the 19th century by Major R. GILL,
but were lost in the fire of the Crystal Palace in London in 1866. Prior to this, however, some copper
engravings had been made on the basis of GILL's copies and published in: J. BURGESS' Report in:
Archeological Survey of Western India, Bombay 1881. In the 1880s, the group of students around J.
GRIFFITHS of the Bombay Jemsejit Jijibai School of At made several copies in oil-colours, which were
systematically despatched to the Victoria and Albert Museum in London. As the “Reports” of the years
1872-85 of Mr. GRIFFITHS to the Government of Bombay prove (India Office, X63), the copies were
made as a second-best solution when it turned out to be impossible to separate the paintings from the
walls. — The right-hand fank wall of Cave X is copied in six oil-paintings No. 10 A-F, a part of which
is kept in the storeroom of the Indian Section of the V & A Museum. The photographs of these copies
are kept in ibid. (under the Nos. 19-1885, 32, 33, 34-1885 and 72-1887) and in the India Office in
London (VoL 70, Nos. 5963-5966 and Vol. 71, Nes. 5997-6003). — In J. GRIFFITHS' The Paintings in
the Buddhist Cave-Temples of Ajanta, London 1896-97, there is only one sketch of the colour copies
10 A-D (Vol. 1, PL. 41).

2 This story was first recognised by J. BURGESS in: Report on the Buddhist Cave Temples and
their Inscriptions = Arch@ological Survey of Western India, London 1883, p. 67.

3 The Syima story in Cave X was first described and identified by A. FOUCHER in his Lettre
d'Ajanta, first published in the English translation in: Jowrnal of the Hyderabad Archaeological
Society, 5, 1919-20, p. 501T., and later appearing in: Jowrnal Asiatique 1921, p. 2011f.
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The interpretation of the paintings on the left wall was more difficult as these were
already in an advanced state of deterioration by the 19th century. The copies® made of
these paintings are imprecise and portray only the upper parts of most figures. More-
over, the painting was initially falsely interpreted: in one of the most distinctive scenes
Y AZDANI mistook the upper part of a wheel for a stiipa and labelled the scene “the
royal party worshipping a stupa”.’ This interpretation was widely accepted. It was
only in 1981 that SCHLINGLOFE® identified the supposed stiipa as the “Wheel of Law”
and the entire painting as a representation of highlights from the Buddha's life in eight
scenes, beginning with the descent of the Bodhisatva from the Tusita heaven and
ending with the arrival and departure of the seven kings for the distribution of the
Buddha's relics.

To the right of this last scene further fragments of carly paintings are visible,
which cover about a third of Cave X's apsis and which up to now were never
identified.” These paintings had apparently deteriorated considerably by the 19th
century, since they were never copied or even mentioned in relevant literature.

Despite the poor state of preservation, even the un-
" trained eye can make out details such as faces, trees and
§ objects in the dim patches of pigments. As can be ex-

i " pected, these details prove that the style of the pictures in

)

e

< the apsis is the same as that of the paintings on both side
@ \ \ walls.® This may be demonstrated, for example, by the ty-
, h\\& , pical women's hair-styles, with an oblong piece of cloth
- E 7 above the forehead covering the ears and the hair and then

Fig. 1 falling down to the woman's back (fig. 1). A comparable

4 Nothing remains of Major GILL's copy of the wall paintings (cf. fn. 1) but a copper engraving
based on it, which was published in: [llustrated London News 1849. A reproduction of the copper
engraving is illustrated in: BURGESS, 1883 (op.cit., fn. 2), p. 67. GRIFFITHS' pupils made six oil copies
of the left wall, which were despatched to the V & A Museum as No. 10 G-L. The photographs of
these are kept ibid. (under Nos. 73, 74, 75-1887 ~ the others baving been destroyed) and in India
Office (Vol. 71, Nos. 6004-6011, Vol. 73, Nos. 6057-6059).

5 G. YAZDANI, Ajanta, Oxford 1930-55, Vol. 3, Text, p. 27.

¢ p. SCHLINGLOFF, Die #lteste Malerei des Buddhalebens, in: Gedenksschrift fir L. Alsdorf,
Wiesbaden 1981, p. 181-98; transl. in: Studies in the Ajanta Paintings, Delhi 1987, p. 1-13.

7 SCHLINGLOFF, 1981 {op.cit.), p. 193-94, & Studies (op.cit.), p. 9, has expressed the opinion that
the story of Viévantara, i.e. the second-last birth of the Bodhisatva, could perhaps have been painted
between the scenes of the life of the Buddha and the Jatakas.

® There is no substance to YAZDANT's strange claim that the paintings on the left wall originate
from the second century B.C. (op.cit., fn. 5, p. 24), and that those on the right wall are from the third
or fourth century A.D. (p. 31).
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representation in the painting on the left
wall (fig. 2)° reveals other details of this
head-dress, such as the pattern of the
material, strands of hair and earrings. But
the main features of the head decoration
are undoubtedly the same.

Further objects discernible in the frag-
x ments of the paintings disclose the same
AR features as found in similar representa-

%Q\E tions in other, better preserved, early parts, In particular, two pieces
%,,:: of furniture are relatively well preserved, namely an armchair and
‘ a wicker stool (fig. 3).

In ancient representations an armchair in this form is the king's
throne and the wicker stool the queen's seat; in our painting, however, these seats are
unoccupied. This detail shows that our pictures are most unusual. In comparable
representations in early Ajanta murals (fig. 4'° & fig. 5'1) as well as in contemporary

Fig. 2

Fig. 4 Fig. 5

? Detail from GRIFFITHS' copy No. 101 (LS. 74-1887; LO. Vol. 71, Nos. 6006-6007). Hlustrated
in: YAZDANI, 1930-1955 (op.cit., fn. 5), Vol. 3, P1. 24a, P1. 26, P1. 27a-b.

1 Detail from GRIFFITHS' copy No. 10A (LS. 33-1885; LO., Vol. 70, No. 5963); cf. GRIFFITHS
1896-97 (op.cit., fn. 1), Vol. 1, PL. 41.
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Fig. 6

reliefs in Sanchi (fig. 6)!? and Amaravati (fig. 7)'3, the two seats are occupied by the
royal couple. ’

In our paintings (fig. 8) the king, a man of youthful appearance, can be seen stand-
ing before the throne in an unusual position; he has his right arm raised horizontally
to his shoulders and has clenched his fist below his cheek. Having stretched out his
left hand, he is holding a vertical object, the top of which is bent towards his body.

As small and as dim as these outlines may be, there can be no doubt regarding
their interpretation: the king has risen from his throne, drawn his bow and is about to
shoot an arrow. His target can be found to the right of this scene, where one can
recognise the heads of several women turned towards the archer. At least seven female
heads are discernible, only three of which are in a relatively good state of preserva-
tion. One can no longer ascertain whether the first woman, who is standing near the
wicker stool, was separate from the group or whether more women were painted in the
space inbetween. But, as shocking as it may be, one thing is clear: the king is aiming
his arrow at the women.

12 ganchi I, West Gate, middle architrave, rear side, on the extreme left. [llustrated in: J.
MARSHALL/A. FOUCHER, The Monuments of Sanchi, Calcutta 1940, Vol. 2, PL 63.

13 Amaravati, British Museun, 44. Nlustrated in: R. KNOX, Amaravati, Buddhist Sculptures from
the Great Stupa, London 1992, PL. 61. — Other examples from the British Museum: ibid. P1. 41, 62,
and from the Madras Museum in: C. SIVARAMAMURTI, Amaravati Sculptures in the Madras Govern-
ment Museum, Madras 1942 (Bulletin of the Madras Government Museum, New Series - General
Section, Vol.IV), P1. 252, 32.1,36.1, 50.2.
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Fig. 8

One could deduce that the fact that the wicker stool is unoccupied indicates that
the queen is among this group of women. And indeed, the theory that it is precisely
the queen at whom the king is aiming is supported by two Amaravati reliefs.

These reliefs were carved some 200 years later but show an 1dentical scene with
an archer holding a large bow in his left hand (fig. 9'* & fig. 10'%).

4 Madras Government Museum, ITI A. 27. Nlustrated in: J. BURGESS, The Buddhist Stupas of
Amaravati ..., London 1887, Pl. 12.2; SIVARAMAMURTI, 1942, (op.cit., fo. 13), PL 34.1; V.5.
AGRAWALA, Indian Art, Varanasi 1965, Fig. 215 (tracing); C. SIVARAMAMURTI, Amaravati Mode of
Sculpture, Madras 1976, P1. 29.

15 British Museum, 15. Ttustrated in: J. FERGUSSON, Tree and Serpent Worship, London 1868, PL.

63.1; P. STERN/M. BENISTI, Evolution du style indien d'Amardavati, Paris 1962; KNOX, 1992 (op.cit.,
fin. 13) PL 24.
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The position of his right hand, holding the arrow, is almost identical to the king's
in the Ajanta painting under consideration. One finds to the right of the Amaravati
archer a group of women in different poses; some standing, some seated and others
lying down. Among these figures, one woman is portrayed larger than the others. She
stands, bowing, with her hands joined together in respect, while the other women are
shown with various gestures of horror and supplication.

The characteristic elements of this scene are identical with those of the Ajanta
painting under discussion. Besides the distinctive features, one additional detail is
found both in the reliefs and in Ajanta, namely the unoccupied wicker stool. In the
Amaravati reliefs a vipa is lying on the stool. ;

On the basis of this detail, one of the two reliefs (fig. 9) was correctly interpreted
by LINOSSIER'® as early as 1929. In 1942, SIVARAMAMURTI' applied this interpreta-
tion to the other relief (fig. 10). The reliefs depict the events of a Pali story, recounted
in the Udenavatthu of the Dhammapadatthakatha:'®

During the lifetime of the Buddha the Vatsa king Udena was the ruler of Kosambi.
The king, who was fond of playing the vind, had two wives: One was Magandiya,
who was formerly offered in marriage to the Buddha by her father and who hated the
Buddha for his rejection. The second wife was Samavati, who through her hunchback
maid-servant Khujjuttara became a pious Buddhist lay sister. Of course Magandiya
hated Samavati and tried to slander her to the king as often as possible. One day
Maigandiya asked her uncle Cullamagandiya, who was just as villainous as she was,
to bring her a snake whose venom teeth were neutralised. She hid the snake in the
sound-box of the king's vina. Then, under the pretext of an inauspicious dream that
Samavati would attempt to take the king's life, she led the king to the private apart-
ment of Samavati, where she caused the snake to creep out of the instrument and
accused Samavati of a murderous attack on the king's life. The king, terrified, seized
his bow and aimed a poisoned arrow at his innocent wife. Samavati, however, radiated
the feeling of infinite goodness taught to her by the Buddha, and the arrow reversed
its course in mid-air as if to strike the king's heart.'?

16 p. LINOSSIER, Une légende d'Udena & Amardvatl, in: Revuiee des Arts Asiatiques, Annals du
Musée Guimet, 6, Parig 1929-30, p. 101-02.

7 SIVARAMAMURTL, 1942 (op.cit., fo. 13) p. 203.

8 Dhammapadatthakatha, 1.2, ed. Vol. 1,2, p. 161-231; transl. Pt. 1, p. 247-91: The story of
Magandiya's intrigue and the shooting at Samavati, ed. p. 215-18; transl. p. 285-87.

Y Dhammapadatthakatha, 1.2 (ed. p. 216-17; transl. p. 286): r@jd sahassatthdmam singadhanum
adaya jiyam pothetvd visapitasaram sannahitvd Samavatim dhure katva/ sabba ta patipatiya
thapdpetva/ Samdvatiyd ure saram vissajjesi/ so tassd meltdnubhdvena patinivattitvd agata-
maggbhimulcho va hutva rafifio hadayam pavisanio viya atthdsi/ raja cintesi ... .
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In the relief identified by her, LINOSSIER recognised further details reported in the
text. In the left part of the scene a corpulent man, who should be identified as the
uncle Cullamagandiya, is helping Magandiya to hide the snake. In the right part of
the relief a hunchback girl is standing in front of the queen — the maid-servant named
Khujjuttari in the text.?

Short versions of the same story are to be found in some other texts of later Pali
literature, with slight differences in some details. In the Visuddhimagga Buddhaghosa
tells that the king, ready to shoot at the queen, was so moved by her radiation of
infinite goodness that he could neither shoot his arrow nor lower his bow.2!

The tale is recounted in the Commentaries to Arnguttaranikaya™ and to Pati-
sambhidamagga® in the same way.

With the exception of this difference, all motifs which could be portrayed in art are
identical with the version of the story as it is told in the Dhammapadatthakatha. All
versions mention the vina, the hunchback servant Khujjuttara and the uncle Culla-
magandiya, hence it is not possible to ascertain the exact literary version on which the
Amaravati reliefs are based. Nonetheless, the basic identification of LINOSSIER is
beyond any doubt: the reliefs represent the story of Udena and Samdvati on the basis
of a version in which a snake hidden in a vina was the motive for the king's outburst
of rage.

The similarity of the Amaravati reliefs to the scene which can be reconstructed
from the fragments of our Ajanta painting confirms their basic identity with the Udena
story beyond any doubt. The question arises to which literary version this old painting
may belong. As we have seen, the reliefs, made more than 200 years after our paint-
ing, are closely connected to the story as told in two different versions in the Pali
commentaries, which were written at least 500 years after Cave X was painted. Above
all, these murals prove that the stories of Udena have a long tradition, the development
of which has yet to be ascertained. The scene depicted in the reliefs and in our paint-
ing represents one of the highlights of the story, which is told in the literary versions

20 An exact description of the reliefs, taking account of LINOSSIER's interpretations, is to be found
in: SIVARAMAMURTI, 1942 {op.cit., fn. 13) p. 2011f.

2 Visuddhimagga X1l (ed. p. 381; iibers. p. 437): Magandiyabrahmanoe attano dhitaya aggama-
hesitthanam patthayamano tassa vindya dsivisam pakkhipdpetva rdjGnam dha/ mahdrdja Samdavati
tam maretukama vindya Gsivisam gahetvd pariharati ti/ vdja tam disva kupito Saméavatim vadhissam?
ti dhanum aropetva visapitam khurappam sannayhi/ Samdvatl saparivara rdjanam mettdya phari/
rajd saram neva khipitum na ovopetum sakkonto vedhamano atthasi/

2 Manorathapiirani, Ekanipdtavappand X1V, 3-4 (ed. p. 443): rajd neva kandam pakkhipitum
ndpanetum sakkoti ...

2 Saddhammappakasini, Patisambhidamaggatthakathd 212.6 (ed. p. 674-75): khurappam neva
khipitum na oropitum sakkoti ...
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in Pali more extensively than it could be portrayed in art. In these versions, a pre-
ceding episode reports another attempt of Magandiya to incite the king against SAma-
vati: she pretended that Samavati had refused to kill and cook birds for the king's
meal, but had done this for the Buddha's meal — in reality the birds prepared for the
Buddha were already killed when they were given to her to cook.?*

The passage of the shooting with the arrow is followed by a last episode with the
tinal success of Magandiya's conspiracy: Samévati perishes in the flames of her palace
together with her 500 ladies-in-waiting.2’

The elaborated story as told in the Pali commentaries consists of a composition of
older motifs, which had been in circulation since ancient times. In the Pali Canon
Magandiya is mentioned in one dialogue of the Suttanipdta®®, an old text, a Sanskrit
parallel of which was discovered in Central Asia.?’ In this dialogue, the Buddha is
explaining to Magandiyd's father why the monks do not take wives, Samavat and
Khujjuttard are mentioned together in the Anguttaranikaya®® with the allusion to the
ability of Samavati to radiate the feeling of infinite goodness and to the intelligence of
her servant Khujjuttara demonstrated in our story by her conversion of her mistress to
Buddhism. The story of the burning of Samavati and her 500 ladies-in-waiting is re-
ported in the Uddna?® King Udena himself, mentioned several times in the
canonical®® and post-canonical Pali literature, appears as one of the heroes of the

24 Dhammapadatthakathd 1,2, ed. p. 213-214; transl. p. 284. The story is also recounted in other
places in Pali commentary literature: Manorathaptirani 1, XIV, 3-4 (ed. p. 441); Saddhammappa-
kasini 212,5 (ed. p. 670).

5 Dhammapadatthakathd 1,2, ed. p. 220-22; transl. p. 288-89. The story is also recounted in
Dhammapdla's commentary on Uddna VII, 10 (ed. p. 383), and in Buddhaghosa's commentary on
Anguttaranikaya I, X1V, 3-4 (ed. p. 444-45),

26 Magandiyasutia, Suttanipata IV, 9 ed. p. 157-159; transl. p. 159.

%7 Cf. R. HOERNLE, The Sutta Nipata in a Sanskrit Version from Eastern Turkestan, in: Journal of
the Royal Asiatic Society, 1916, p. 709-32 (with edition of the ms. and comparison with the Pali version).

28 Anguttaranikiya 1, XIX (ed. p. 23; transl. p. 24): etad aggam bhilkhave mama savikinam
updastkdnam pathamam saranam gacchanfinam ... bahussutanam yadidam Khujjutiard /
mettavihdrinam yadidam Samavati / — Whereas Queen Samivati's mettd can clearly be applied to our
story, as it is said everywhere that she radiated her goodness onto the king rd@ianam mettdya phari,
Khujjuttara's cleverness is not as easy to explain. However, in the commentary to ftivuttaka (ed. Vol.
1, p.32) it is said that Khujjuttard had learnt all the siitras of Itivuttaka off by heart, in order to repeat
them to her mistress. Khujjuttard is mentioned in two other places in Arguttaranikaya: Dukkanipata
12,4 (ed. p. 88) and Catukkanipdta 176,4 (ed. Vol. 2, p. 164).

2 Udéna VI, 10 (ed. p. 79; iibers. p. 91): tena kho pana samayena rafifio Udenassa uyyanaga-
tassa antepuram daddham hotl/ pafica itthisatani kdlavkatani hanti Samavatipamukhani/

30 Apart from the already mentioned part from the prose to Udéana VII, 10 (fn. 29), which inci-
dentally is not appropriate to the verse, Udena is mentioned in two places in the Pali Canon. In Culig-
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Brhatkathd,! in the often recounted®? and portrayed®® tale of his adventurous escape
with Vasavadatti, also a familiar topic in the later Buddhist literature,* where it is
commected with old motifs from stories about the doctor Jivaka.3® -

vagga X1, 1.13-14 (ed. p. 290-92; transl. p. 332-84) he asks Ananda angrily, why the monks constantly
need new clothes. Content with the detailed answer, he gives Ananda 500 pieces of clothing. In
Samyuttanikaya XXXV, U1, 3, 127 (ed. Vol. 4, p. 110-12; transl. p. 68-70) the story of Udena's
conversion by Pindola Bhiradvija is told.

31 The lost prose novel in Paigac has been handed down in three summaries in Sanskrit Briat-
kathaslokasamgraha, Brhatkathamafjari, Kathasaritsdgara, in the Jaina-Maharastii prose novel
Vasudevahindi and in the Tamil version Perusikatai, cf. F. LACOTE, Essai sur Gunadya ..., Paris
1908; I.5. SPEYER, Studies about Kathdsaritsdgara, Amsterdam 1908; L. ALSDORF, Eine neue
Version der verlorenen Brhatkathi ..., in: A#ti del XIX Congresso Internationalle degli Orientalisti,
Rome 1935, p. 344-49; The Vasudevahindi ..., in: Bulletin of the School of Oriental Studies, 8,
London 1934-37, p. 319-33; D. NELSON, The Brhatkathi Studies: The Problem of Ur-Text, in;
Journal of Asian Studies, 37, Ann Arbor 1978, p. 663-76; R. VIAYALAKSMY, The Relationship of
Perunkatai to Brhatkatha in: Indo-Iranian Journal, 24, Dordrecht/Boston 1982, p- 27-36. — Udayana
and his wife Vasavadatta, the daughter of the hostile King Pradyota, are the parents of the novel's
hero, Naravihanadatta.

32 Of the many retellings of Udayana's romantic love and escape, only the few most important are
to be named here: two of the so-called “Bhasa™ dramas Pratijiayaugandhardyana and Svapnavdsava-
datta, and an incomplete, anonymous drama Fingvasavadatia; from Jain literature: Avasdyakaciirni
(ed. Ratlam 1919, Vol. 2, p. 160-62) and -£ik4 (E. LEUMANN, Die Avasyaka-Erzihiungen, Leipzig
1897, p. 14-19); Trisastisaldkapurusacarita X, 11, 184-265; Kumarapalapratibodha (ed. Baroda
1921, p. 77-93).

33 Apart from the portrayal of the story in the Udayagiri caves in Orissa (identified by V.S.
AGRAWALA, Vasavadattd and Sikuntald Scenes in the Répigumpha Cave ..., in: Jowrnal of the Indian
Society of Oriental Art, 14, Calcutta 1946), the story is also supported by several small objects,
especially in the terracottas from the Kausambi area, which date back to the time of the birth of
Christ. The terracottas depict an elephant, ridden by several people, one of whom is holding the vina,
cf. 5.C. KALA, Terracotta Figurines from Kausambi, Allahabad 1950, P, 30, 31, 52, 53; K.A. RaI,
Vasavadattd-Udayana-Terracotta Plaque from Kausimbi, in: Journal of the Uttar Pradesh Historical
Society, 18, Lucknow 1945, p. 82-90; The Arts of India and Nepal, Heeramaneck Coliection, Cat.
Boston, 1966, No. 9; A.G. POSTER, From Indian Earth, New York 1986, No. 45,

3 The most detailed version of the story in Pali literature is to be found in Udenavatthu of
Dhammapadatthakathé (ed. p. 191-99; transl. p. 270-74); this version is also contained in Buddha-
ghosa's commentary on Majihimanikdya 85 (ed. Vol. 3, p. 325). The most interesting story of northern
Buddhism is preserved only in the Tibetan version (analys. p. 154-57; iibers. in: A. SCHIEFNER,
Mahakatjagjana und Kénig Tschanda-Pradjota = Mémoirs de I'Académie Imp. des Sc. de St.
Pétersburg, St. Petersburg 1875).

35 vaka too flees from King Pradyota on the cow-elephant Bhadravati ~ this story (most vividly
translated by SCHIEFNER, op.cit., p. 7) is very old, as it already appeared in Mahavagga V11, 1.23-29
{ed.p. Vol. 1, p. 276-79; transl. p. 186-190). — F. LACOTE (La source de la Viasavadatti de Bhasa, in:
Journal Asiatique, 8, Paris 1919, p. 492-525) believes the sources of the Udayana story in the
Brhatkathd to be folk tales, retold as Buddhist narrative elements. Queen Vasavadatta's feigned death
in the flames is, according to him, taken from the Sydmavati story.
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Thus the stories were well known and projected onto the life of the famous ad-
venturer Udena/Udayana®®, whose unrestrained character may have provoked the
motif of the impulsive attack on his wife. According to a story preserved in the
Tibetan bKa'-'gyur Udayana had even shot an arrow at the Buddha®’, and in the story
of the present of the Matargajataka, Udena killed the reverend Pindola Bharadvaja
with ants.*® Thus it seems not at all surprising that one of the Udayana tales in Pali
literature tells of the rash shooting with a poisoned arrow.

The fact that the story of Udayana and Syamévati was well known not only in
the “southern”, but also in the “northern” schools of Buddhism is proved by its
parallel in the Miilasarvastivada-Vinaya, which is preserved in a Tibetan trans-
lation®® and in a mostly verbal adaptation in the collection of tales Divydvadana.
Apart from minor details, the story is identical with the Pali version: the wicked wife
of Udayana, here called Anupama, daughter of Makandika, conspires against
Syamavati with the result that the king hurries into her apartment in order to kill her
with his arrows. However, the queen instructs her companions to radiate the feeling
of infinite goodness with the consequence that the arrows of the king cannot hurt
them. The first arrow falls to the ground halfway to its target, the second reverses its
course in midair and falls at the king's feet; the king is about to shoot a third arrow,

36 Udayanas person entered the narrative at a relatively late stage, undoubtedly due to the grow-
ing popularity of Brhatkatha. This is supported by the fact that several people who play a role in
Udayana's story are initially mentioned in the canonic literature without any connection to him. Apart
from the recently mentioned (fn. 35) Pradyota and his female elephant Bhadravati, one can also
mention Prince Bodhi, already known in the Canon (Cullavagga, V,21, ed. p. 127-29; transl. p. 125-
30; Majihimanifadya 85, ed. Vol. 2, p. 91-97; transl. p. 279-84), who is first taken to be Udena's son in
the commentary (Papaficasiidani, Vol. 3, p. 321-27). The story under discussion here seems to have
gone through the same process, as all of the female figures of the story, Simavati, Khujjuttard and
Magandiya (fn. 26-28) appeared initially in the old texts without any mention of Udena.

37 “Udayana, king of Vadsala, had assembled his army with the intention of conquering the city
of Kanakavati, when, seeing the Blessed One approaching, he exclaimed in anger, “All such
messengers of bad luck must be put to death!” and with that he took a sharp arrow and shot it at the
Blessed One. As it flew through the air these words were heard ... when the king heard these words,
he became submissive to the Blessed One, and with clasped hands he sat down ...”” (Mdo £.337-339:
W.W. ROCKHILL, The Life of the Buddha and the Early History of his Order derived from Tibetan
Works in the Bkah-Hgyur and Bsttan-Hgyur, London 1884, p. 74.).

38 Paccuppannavatthu of Matangajataka (No. 497, ed. Vol. 4, p. 375; transl. p. 235) portrays
Udena as particularly cruel and rash. The king is supposed to have been drunk for seven days. —
Udena had already been associated with Pindola Bhiiradvija in the canonical Pali Iiterature (fn. 30),
just as in Kermasataka (trapsl. p. 22-24), where it is said that Udayana wanted to decapitate the Arhat,
who was forced to produce magical apparations in order to motivate the king to convert.

¥ Ms ¥, analys. of the Tibetan translation, p. 156-57.
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but, reproached by the queen, he checks his aggression.*

In the Miilasarvastivada version the motif of the snake hidden in the sound-box of
the vina is missing; instead, the reason for the king's anger is the fact that Syamavati
refused to kill and cook birds for his meal, whereas she did prepare them for the
Buddha and his community.*! '

The second part of the story, in which Syamavaff and her 500 ladies-in-waiting are
burned in her palace in a fire started by Anupama, is nearly identical with the Pali
version. This part is also reported in the Vinaya of the Sarvastivada school, preserved
in its Chinese translation** and in some Sanskrit fragments from Central Asia.*

In the Udayanavatsardjapariprcchd, a Mahayana Sanskrit text preserved in
Chinese translations,* the king shoots three arrows, which reverse their course and
remain hovering over his head. Even in this version the motif of the snake in the vina
1S missing.

In our painting something appears to be lying on the wicker stool, but this object
is certainly not a vina in the form in which it is represented in the painting on the left

40 Divyavadana XXXVI (ed. p. 530) rdja paryavasthito dhanuh parayitva samprasthitah /
mitramitramadhyamo lokah / aparayd Syamévatyd niveditani devo "tyartham paryavasthito dhanuh
purayitvd dgacchati ksamayeti / taya svopanisad (cj. svaparisad) ukia / bhaginyah sarva yiayam
maitrim samapadyadhvam iti / tak sarva maitrisamapanndh / rajia akarpad dhanub parayivva Sarvah
ksiptah / so ‘rdhamdrge patitah / dvitiyah ksiptah / sa nivartya rdjhah samipe patitah / trttyam kseptum
arabdhah / Syamavati kathayati / deva ma ksepsyasi ma sarvena sarvam bhavisyatiti /

4 Divyavadana XXXV, p. 529-30. — The supposition of KRAMRISCH (Indian Sculpture, Oxford
1933, p. 168) that the Amaravati reliefs portrayed the Divyavadana version is impossible, since the
episode with the vini does not occur there.

42 Vinayavibhanga on Patayantikadharma 28 (Taisho, 1, Bd. 23, p. 124¢-126¢), analys. in V.
ROSEN, Der Vinayavibhariga zum Bhiksupratimoksa der Sarvastivadins, Berlin 1959, p. 208. — L am
most grateful to Prof. Meisig for the information that there are no allusions in the text of Chinese
Tripitaka (Taisho, Vol. 23, p. 120-130 = Patayantika 78-90) to the shooting of arrows.

3 Two Sanskrit manuscripts from Turfan, now in possession of the Staatsbibliothek in Berlin, are
in correspondence with the Chinese translation of the Syamavati story. The first MS (No. 1097) is
very short, as only the corner of a sheet is preserved. This manuscript was identified by E. LODERs.
The second MS (No. 1098) is much more extensive, containing a story which E. WALDSCHMIDT has
published, translated and compared with the other versions (Ein Textbeitrag zur Udayana-Legende,
n: Festschrift Frauwallner, Gottingen 1968, p. 101-25; revised version of the essay: The Burning to
Death of King Udayana's 500 Wives, in: German Scholars on India, 1, Varanasi 1973, p. 366-86).
The differences of the version recounted in the text to M@kandikdvadana are not important, e.g. the
idea of burning Sydmevati comes from Makandhika, not from his daughter Anopama.

a4 Udayanavatsardjapariprechd, preserved as No. 29 in Mahdratnakitasiira, an anthology of
the 41 siitras, compiled by Bodhiruci in 713 A.D. (B. NANIO, 4 Catalogue of the Chinese Translation
of the Buddhist Tripitaka, Oxford 1883, No. 23, p. 16, transl. D.Y. PAUL, Women in Buddhism.
Images of the Feminine in the Mahdayana Tradition, Berkeley 1985, p. 27-30). Mahdramakiita was
often translated into Chinese (NANJIO, No. 38, p. 23; No. 788, p. 183).
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wall of Cave X (fig. 11).*’ The representation
of the unoccupied seat of the queen in our
painting may have been the beginning of a
pictorial tradition, as even in the two Amara-
vati reliefs a wicker stool is represented, in
spite of the fact that the text explicitly states
that the vind with the snake was lying on the
bed.

The motif of the snake hidden in the
instrument may have been a secondary one, as
it is completely absent in the Sanskrit tradi-
tion. Evidently the compilers of the different versions were searching for a satisfying
motive for the king's assault on his wife, and the motive of the slander of the ladies-m-
waiting regarding the killing of birds for the king's meal may have been felt to be
insufficient.

Tt is uncertain whether the Ajanta painting corresponds to the version handed down
in the northern tradition, as we can assume that numerous legends based on the
popular topic had been in circulation since ancient times.*’?

Fig. 11

The popularity of our story is confirmed by its position in Cave X between the
painting of the highlights of the life of the Buddha and the most popular Jatakas,
Besides the life of the Buddha itself, this story must have been regarded as the most
prominent contemporary event in the Buddha's lifetime.

45 Brom the copy by GRIFFITHS' pupils 105: 1. S. of the V & A Museum, No. 7-1887; India Office,
Vol. 71, No. 6006-09; illustrated in: M. SINGH, The Cave Paintings of Ajanta, London 1965, P1. 48.

46 Dhammapadatthakatha, L2 (ed. p. 215-16; transl. p. 285): sappo dvihatiham nirGharo tena
chiddena nikkhamitva passasanto phanam katva sayanapitthe nipajji/

47 The art of Amaravati presents proof that other motifs existed in the Buddhist Udayana story
too. LINOSSIERs interpretation of the Amaravati reliefs (fn. 16), taken on by SIVARAMAMURTI (1942,
op.cit. [fn, 13], p. 2011T) included another relief fragment, that most probably adjoined the medallion
of fig. 9 (Madras Museum IITA, 26, Illustrated in: BURGESS, 1887, op.cit. [fn. 14], PL 9,1; SIVARAMA-
MURTI, 1942, (op.cit.) P1. 35,1). Whereas the upper part of the medallion shows the upper parts of the
bodies of some women and of one man, whose right arm is raised, the lower part of the same (77)
medallion shows some ferale bodies lying down, corresponding exactly to fig. 10. The representation
follows quite exactly the iconographic pattern of Udayana, with the important difference that here the
king is bolding a round object in his hand instead of a bow, and obviously throws this at the woman.
(SIVARAMAMURTI's assumption, ibid., p. 204, that this is the arrow that flew back, is not acceptable).
In all probability, this is 2 portrayal of an Udayana story, whose written form has not been preserved,
which is also proven by the scenes with the fat Cullamigandiya, shown further down.
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Fig. 12

While the fragments of the shooting scene are so characteristic that they confirm
the identification beyond any doubt, the fragments of figures in the other scenes only
allow speculative identification (fig. 12), especially as we must assume that the scenes
are not arranged according to their temporal sequence, but, like in the other paintings
in Cave X, according to spatial units.*®

As the remains of trees indicate, even the other actions, as far as is discernible,
take place in the same royal garden or courtyard as the shooting scene. In the next
scene to the right the king may be seen together with some women. The position of his
arms may indicate that he is asking a question. The following scene to the right shows
the king again, together with his women. This time the king has laid his arms on the
shoulders of two of them. As this gesture is an indication of despair, we may assume
that the king is mourning over the burning of his wife Syamavati and her 500 ladies-
in-waiting. The burning palace and the events in connection with deeds of the king's
cruel co-wife may have been painted on the right-hand side of the picture-sequence;
these scenes, however, are irretrievably lost.

43 As the Jataka representations on the right-hand wall of the cave prove, the paintings, including
the old ones, follow the principle of spatial and not of temporal sequence in their narration of the
stories (cf. D. SCHLINGLOFF, Erzihlung und Bild. Die Darstellungsformen von Handlungsabliufen in
der Buropdischen und Indischen Kunst, in: Beitrdge zur Allgemeinen und Vergleichenden Archdo-
logie, 3, Munich 1981, p. 87-213; transl. Studies (op.cit., fn. 6), p. 227-80), which, when applied to
the painting under consideration, means that the first scene can be positioned beside a scene which
takes place at a completely different time, provided both scenes take place in the same place.
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