VICTOR H, MALR

Sériputra Defeats the Six Heterodox
Masters: Oral-Visual Aspects of an
[llustrated Transformation Scroll (P4524)

INTRODUCTION

T his justly celebrated illustrated scroll narrates the contest of super-
natural powers between one of the Buddha's leading disciples. Sari-
putra, and the chief representative of the six heterodox masters, Raudraksa.
The various conjurations of the two protagonists are vividly depicted, as are

| wisil to express my deep gratitude to the Institute fac Research in Huranities (finbun
Kagaku Kenkyijo] of Kyoto University for inviling me to be a Visiling Research Professor
during the vear tgy3: it was ducing my tenure in that position that [ was able to write this
acticle. Thanks are also due to Seishi Karashima for providing me with abundant Sanskrit
resources for the story of the contest of supernatural powers between Sariputra and
Raudriksa and o Noritoshi Aramakt lor pointing out the connection between Sériputra and
the Jetavana Garden among some of the early layers of the Pili canon. Yashiki Matsun
offered useful suggestions for dealing with several dilficult characters among the verses un
the versu of P3¢y and Akira Fujieda freely shared his profound knowledge of the physical
features of Tun-huang manuseripts with me. T am also grateful to the dedicated vesearchers
of the Research Tnstitute for Zen Buddhist Culture and the International Research [nstitute
for Zen Bucldhism, both at Hanazono University. for rekindling my interest in transtormation
texts, Seminars and conversations with Yoshitaka Iriya were, as always, stimulating and
inspiring. The kindness of Hubert Durt, Director of Habogivin, and Antonino Farte, Director
of the ltalian Scheot for Oriental Studies in Kyato, must also be acknowledged. I am, above
all, thankful to Tokio Takata for inviting me to Kvaoto in the first place and for making
available ta me his reference collection for the study of Tun-huang language and literature.
[n Shanghai, Ch'ien Wen-chung and Hsi Wen-kan offered stimulating ideas about
Tun-huang literature and, in Ch'eng-tu, William Speidel heiped with the printing of the final
draft. Finaliv, [ am grateful ta Stephen F. Teiser and an anonymous reader of this journal lor
many excellent suggestions. Without all of their assistance, this article would not be what it
is. | alone, however, am responsible for all errors and inadequacies.

A substantially different version of this article will be published as a chapter of a book
presenting the major iltustrated manuscripts from Tun-huang preserved in the Pelliot
collection of the Biblicthéque Nationale {Paris). The book is being edited by Jean-Pierre
Drége who kindly invited me to take another look at P52 after having studied w off and on
for nearly two decades. Had he not done so, I may never have discavered that the final
scene was torn off, that the verses on the verso were added after the scroll was painted, and
that the upside-down inscription at the beginning of the verso not only has relevance for
dating the verses, but alse includes information that is valuable for understanding other
crucial aspects of the scroll’s history. Therefore, 1 offer my deepest thanks to Dr. Drége,
withoul whose encouragement this article would not have been written.



VICTOR H MAITR

the king and his entourage who witness them. The present article describes
each of the scenes on the scroll as well as the execution and the overall
compaosition of the painting. It further discusses the textual sources for the
narrative and examines artistic parallels of the pictures.

Of all the manuscripts found at Tun-huang, Pelliot no. 524 is argua-

bly the most important for the study of the oral-visual background of Chin-
ese popular literature because it is the only one which includes paintings on
the recto and corresponding verses on the verso. Since the verses are similar
(with one very significant exception) — but far from identical — to the verse
portions of the written transformation text {pren-wen “£730) which relates
the same story, Py50 has enabled researchers to affirm a link between
pictures and texts in the transformation genre that could only be surmised
indirectly from other evidence. Illustrated texts are frequently encountered
in the subsequent prosimetric tradition of fiction and the performing arts in
China. Thus the existence of Py324 is of inestimable value in understan-
ding the development of that tradition right from its apparent beginnings.
Because P.y 52 is universally recognized for its tremendous significance
as a unique specimen of a T'ang dynasty storyteller’s illustrated scroll, it has
frequently been studied by competent art historians. There is no point in
repeating their observations here.' Instead, the present article focuses on

' The reader is urged (o consult their valuable works, a few of which [ list here. Nicole
Vandier-Nicolas, trans. and comm., Sdriputra ef les Siv Maitres d Errenr, Facsimilé du Manuscrit
Chinois 4524 de la Bibliuiheque Nalionale, Mission Peiliot en Asie Centrale, Série in-Quar-
to. V (Paris: Imprimerie Nationale, 195.4). Akivama Terukazu FEiLA 01, Heian Jidai
seizokuga nu kenkyn (Seculer Painting in Early Medigeval Japan} A-Z W (4L (5 B 5T 5 (T okyo:
Yoshikawa kdbunkan, rgfiy). Akivama, “Henbun to etoki no kenkyt (Plen-wen chinois ot
£toki japonais — la peinture et [a predication)” 4 W L AhlE DTS secy, + ol idem, Heian
Jidal sezoku-pa no fenfiyd, pp. 45%7- 154 (French summary, pp. jo-4ul, part 12 *Perio-bon goma-
hen {Ratakusha 1sei hen} gakan 0 Tonka hekiga {La rouleau illusiré du ‘Combat magique
de Cariputra et de Raudriksa’ (Pelliot ;_f,z_&l et son rapport avec les [:eintml'es murales des
groties de Touen-houang)” ~ U W& ng i i pp-

48y 2z part «: “Tonkd ni okeru henbun to eiga {Le Piev-wen et la peinwure dans 'art de
Touen-howang)”™ FUEGZ T B %50 L ag PP 427~ 54 Akiyama, “Rétakusha tosei hen
hakubyé funbon {Pelliot Tibétain 1293} to Tonkd hekiga (“The Connections between the
Seroll of Ink Line Drawings of “The Magic Competiton Between Sariputra and Raudriksa’
and the Wall-paintings at Tun-huang)”™ 4 16 % B4 4% By B oA iPelliot Tibétain 1ugys) L
Yot ek, Tokyo Dargaku Bungatuby Bunka Kaoryd Kenkya Shisetsu Kenkyi Kiy [ Reports of the
Tokye University Faculty of Arts Facility for Research on Cutlural Exchangd JUst 1 g [
7 i FF e il 3% B 7 A 2.4 (1978} ppl 1-28; English summary by Margaret Miller
Kanada, pp. +7-2%. Akiyama, "Tonks-bon goma-hen (Rétakusha tosei hen) gakan ni tsuite
(A Scroll-painting, Ilusteating the Pien-wen, about the Magic Competition between Sdriputra
and Raudcaksa; Brought back by Paul Pelliot from Tun-huang™ Toil R BRI S (2T ¥ 1
2598 R &, Bijutsu henkya (Journal of Art Studies) i it 32 187 July, 1056, pp. 145
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the relationship between the verses recorded on the verso of P4524 and
those recorded in the manuscripts of the “Transformation Text on the
Subduing of Demons™ as well as in other types of contemporary written
materials and in the cartouches on various genres of painting from the
Tun-huang area. It also examines in detail an enigmatic inscription on the
verso that offers a key to understanding the early history of the scroll. In this
essay, [ attempt to prove that the verses on the verso of P4324 must have
been written afier its sixth (and last) scene was torn off. The evidence
presented here indicates that the painting and the verses were not executed
simultaneously, but that the illustrations are primary and the text secon-

dary.

PLOT

This animated, colorful scroll portrays the contest of supernatural
powers between Saripulra,? one of the Buddha's closest disciples who is
renowned for his magical abilities, and Raudriksa, the chief of the six
“heretical” masters. Sariputra {She-li-fu & | according to the Modern
Standard Mandarin pronunciation of the sinographic ranscription of his
name), who is actually more famous for his praja (*wisdom™) than for his
magic, is often paired with another favorite disciple of the Buddha,
Maudgalyayana (Mu-lien {4 in sinographic transcription), who is pos-
sessed of even greater supernatural powers. To a certain extent, all Bud-
dhist saints are possessed of magical powers, and these frequently prove

(43-77h 1 pl 12 illus., English summary. Akivama, *Tonkd ni okeru henbun to kaiga —
Futatabi Ratakusha osei-hen (gdma-hen) o chishin ni - {Pien-wen and Paintings at Tun-
huang ... again with special relerence to the *Magic competition between Sariputra and Rau-
draksa [Chiang-mo-piea{’)" ZIC 8 S5 L B A8 4 - BEOUEY YRS (R 33
LA —, Bijutsu kenkpii 211 (July, tg6o), pp- 1-28, with 16 phetos and English summary.
For updated references ta Chinese and Japanese scholacship on the contest of supernatural
powers, see [ean-Frangois Jarrige and Akiyama Terukazu, eds., with Jacques Giés, Saifki Biju-
tsti: Grime Bijutusukan Periv Korehushon (Les arts de Udsie Central: Collection Pelliot du Musee Guimet)
(R AR R e T I - D P (Tokyo: Kodansha, 1gy3} 2. pp. 446-97.

* Sariputra had long been the subject of performing arts in Indian-influenced Central
Asian literature. E.g., fragments of Sdriputra-prakarana |Exposition of Sariputra], a Sanskrit
drama about the conversion of Sariputra and Maudgalyayana to Buddhism conmposed by the
great zd-c. Buddhist poet, Asvaghosa, were recovered from the Tarim Basin. Sce Heincich
Liders, “Das Se‘lriputraprakarana, ein Drama des Asvaghasa,” Sitzungzberichte dev Preussischen
Akademie der Wissenschafien 17 (1g171), pp. - 411, with » ppl. Tun-huang was sitated at the
extreme western edge of the Chinese empire, on the interface between China and Central
Asia. It was in this geographical and cultural <ontext that staries about Sariputra entered
Chinese literature and art.
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efficacious in gaining converts.® It is curious, particularly in the context of
the story under discussion, that Sariputra and Maudgalyayana were them-
selves both Brahmanical students before being converted o Buddhism. The
conflict between the newly emerging Buddhism and varicus Beahmanical,
Jain, and other sects in India during the second half of the first millenmnium

BCr is a fact of history. As the Buddhists jockeyed for the favor of kings,

ministers, and wealthy merchants, friction with other schools and sects {in

particular those that were already solidly entrenched in Indian sociely) was

unavoidable. The story of the building of the famous monastery garden

{vihdra) of Prince Jeta is a skillful literary rendition of this historical conflict.

The contest of supernatural powers between Sariputra and Raudriksa is

the climax of the legend of the founding of Jetavana. A summary of that

legend will enable the reader to understand more clearly the context and

significance of the various scenes depicted on the seroli.

Summary of the Jetavana legend

Sudatta, a leading statesman of the ancient Indian kingdom of
Sravasti, does not believe in the three jewels of Buddhism. He has an
unmarried son far whom he has dispatched an emissary (o find a
suitable match in anather country. The emissary comes Lo a place
where he finds Ananda, a disciple of the Buddha, begging for food.
Just at that moment, a beautjful girl darts out of the house where
Ananda is begging and bows respectfully to him. The emissary inquires
of the neighbors and is informed that she is the daughter of the Prime
Minister, Humi.

Later, when Sudatta himself returns to arrange the marriage, he
realizes through his acquaintance with Humi, who is a devout believer,
the sublime power of the Buddha. The Buddha has his disciple, Sari-
putra, return to Sravasti with Sudatta. Hijs instructions are to construct
a vihdra there so that the Buddha might come Lo preach the law.

Sz‘u‘iputra and Sudatta search diligently for a suitable site but are
unsuccessful until one day they journey to the south of the city and

1 Victer H. Mair, Tang Transformation Texts: A Study of the Buddhist Cantribution to the Rice o
Fernacalar Fietion and Drama in Ching, Harvard-Yenching Tnstitute Monograph Series 5
(Cambridge, Mass.: Harvard U. Counci! ony East Asian Studies, 198}, pp. 52 [ Stanley

[eyarajn Tambiah, The Buddhist Saints of the Forest and the Cult of Amlets: 4 Stiredy in Charisma,
Hagiography, Sectarianism, and Mitlenniol Buddhism {Cambridge: Cam bridge UP., )8
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come upon an extraordinarily pure and quiet location. Unfortunately,
the land belongs to the Heir Apparent to the throne. Prince Jeta.
Sudalta goes to the Heir Apparent and, acting as an agent, asks him Lo
sell the land ta an unspecilied buyer. Prince Jeta is unwilling to part
with such a premium property, but Sudatta tricks him into selling it by
convincing him thal the area is haunted. The Prince agrees to com-
plete the transaction on condition that the buyer cover the entire
ground with gold. Sudatta presents himsell as the buyer_ and, z?.fler ‘a
certain amount of wrangling, so impresses the Crown Prince with his
devotion Lhat the latter actually helps him to decorate the garden.

(Ja their return from the garden, Sudatta and the Prince encoun-
ter the Six (heretical [to the Buddhists| — they are actually Brahmani-
cal) Masters. They are outraged that the Crown Prince ha:, falle‘n und(—,:l
the influence of the Buddhists and complain to the King ol Sudatta’s
rale in what they sec as a plot against the realm. The King has Sudatia
and the Crown Prince brought before him, Sudatta takes fldvanlagelof
the opportunity to praise Lhe Buddha, whereupon the King askAs h%m
whether the Buddha is a match for the Six Masters. Sudatta replies
(hat even the least of the Buddha's disciples can stand up to them.

The King then authorizes a conlest of magical Powers betwee_!n
Siripulra and Raudviksa, the leading representative of the Sl;cl
Masters. to be held in his presence. The _king declures thal Su(‘:latta wi
[orfeit his life if Raudriksa wins. Bul if Sariputra wins, the ng.volws
that he will convert to Buddhism. This sets the stage for the electrifying
contest belween Siu'iputra and Raudraksa. ‘

The day for the conlest is determined and when it arrives the
citizens of the country are called oul to wilne?s the. spect_acl.e.
Alternaling one with the other, each side displays the1r_mag1ca] Skll!s in
a hotly pitched battle. After hal’[ a dozen (N.r.1) of ]‘ll‘S best t:rea.tftmtnsi
are systematically destroyed by Sariputra’s transformational mzfrl es. ah
tions, Raudriksa (inally admits defeail. The s‘lory. ends ha.pp‘l y.wmf
everyone, including the Six Masters, acquiescing in the superiority o

the Buddha's power and, hence, doctrines.*

| Bused on Mair, Fang Fransformation Texts, pp. 18-14.

i |
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SOURCES

The main canonical sources for the building of Jetavana Garden and
the contest of supernatural powers between Sariputra® and Raudriksa are
to be found in scroll 12 of the Mahd-sammata-sitra W 18 575 4 { Taishd
Tripigaka [ 19 1] 3.467¢-0BA), in scroll 8 of the Mulasarvastividavinayasangh-
abhedakavaste FLA G —8 FHBL S A i 295 (Taisho Tripitaka [ 1450]
24.1390-1424), and in scroll 10 of the FHsten-yii ching [ Sittra of the Wise and
the Foolish| %545 ( Taishe Tripitaka [202] 4-4188-4201). (See appendix 3
for details of these Sanskrit precedents.] The accounts of the contest are
increasingly simpler, shorter, and more straightforward as we go backward
in this group of three scriptures. The story is also ta be found in other
Chinese Buddhist canonical texts, such as scroll 3¢ of Fa-yian chu-fin | Pearl
Grove in the Garden of the Dharma| ESHIk R (Taisho Tripitaka [2120
53-54910-5924) and scroll § of Shik-chia p'u | Chronicle of Sakyamuni] FLiE
(Taishd Tripitaka | 2040] 50 B538—65c), but these are all derived {olien expli-
citly and admittedly so) from one or another of the three sources men-
tioned above, usually the Satra of the Wise and the Fuolish {hereafter SWF)
The story is mentioned as well by the famcus Chinese Buddhist pilgrim,
Hsitan-tsang {602-664). in chapter 6 of his travel account where he stales
that he heard it in the course of his travels to Indja."

Virtually all authorities accept the common claim that the Tun-huang
transformation tale is based on the story in the tenth fascicle of the SWF,
The latter is a well-known collection of Buddhist stories which was com-
piled by Chinese monks from Kansu (the same province in which
Tun-huang is located) in the year 445 out of materials gathered in the
distant Central Asian city of Khotan.” Indeed, the account of the building

® Noritoshi Aramaki recognizes the foundation of the Buddhist samgha under the
leadership of Sariputia fie., Sariputra) already in the Pali sitrgs; “The Development of the
Term ‘Fatimokkha® in Early Buddhism,” Premier Collogue Etienne Lamotte. Bruxelles et Lidge
2{-u7 septemhre 148, Publications de U'Institut Orientaliste de Louvain 12 {Louvain-la-
Neuve: Université Catholique de Louvain Institut Orientaliste and Peeters Press, 1y, 3t
of pp. 4= 40. Tt is most striking that the evidence for this identification is to he found i the
Jetavana group of verse siiras in the Devatasamyutta of the Sagathavagga in the Samwul-
tanikdya. Thus, already in a relatively early stratum of the Pali canon, there is a clase link
between Siriputra and the Jetavana Garden. The contest of supernatural powers was grafted
on to this old Pali account, apparently under Mahiyanist auspices.

" See Thomas Watters, On Yean Ghiwang's Travels in India f.o. Bzgigs ) vols, fLandon:
Royal Asiatic Society, riug—tgog), vol. r, p- 804

* See Mair, “Linguistic and Textual Antecedents of The Sitra of the Wise and the Foolish”
(bibliographical infermation in appendix 3 below) for a detailed account of the ovigins and
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of Jetavana Garden in the SWF and that in the transformation tradition
share certain resemblances {e.g., six scenes [we could also refer to them as
“rounds” or “innings”] in the contest of supernatural powers as opposed t‘o
four scenes in the two other main canonical accounts cited abovel. In Fh:s
essay, however, we shall call into question the conventional expla.natlon
that the transformation tale depicted on P4524 and related m. the
“Transformation |Text| on the Subduing of Demons” is necessarily derived
: SWE.
o ;l;:;t, just taking the contest of supernatural powers by it?e]f. the orfcler
of episodes in the transformation tradition {including both ?vrltten tr.ans or-
mation texts { pien-wen| and the illustrated scroll [Pynzyl]is ver.y different
from that in the SWE To grasp how radically dissimilar the order is, let us set

up a simple tabie for comparison:

Table 1. Comparison of Scene Ordering

S{ENL (HLURRENCE UIJIURFF::TI(.:F.:./IN“[.RT
Il)l;'..‘;{:l-{ll"l'l(lN I S TRANSE, TEXT/ILLUST,
tree vs. wind 1 2
pond vs. elephant .’ 3
mounlain vs. strongman 3 -I
dragen vs. glant bird f 1
buflalo vs. lion {1 :

demon(s] vs. Vaisravana

y reater il e i contents ol the individual scenes.
wotr: See table ¢ fov greater detail concerning the

The most striking discrepancy in the two orders is tha't-ti'.le posftion‘ ocl;
the “tree vs. wind” scene is reversed. As a final s?ene, Sarllputl: é‘v:mt
blowing over Raudraksa's tree {together with tlhe Six ljleretllcs, t! eu. e:;u;
and all of their followers} has far more potential for visual 1mpact\:’nu
transformation tradition than does the final scene in SWE, namely als-rzlt-l-
vana’s intimidation of the yaksa demen (it becomes tf.le fifth scene, wit
tw;) demous, of the transformation tradition). Taking this and other factors

discussed in the following paragraphs into consideration, one suspects that

i s i iterature. The

combilation of this extremely important collection of Budt‘:l_hlbll nar;au;r;i ;ltiiﬂ.l_l:‘ e

cntirz legend entitled “Sudatta Raises a Monastery (Hsii-ta ch'i chn.‘ﬁ;-s e /,a;u -.}, .\|];].aticm

i i . ‘mation text and Lhe illustrated ransivima

.ible immediate source of the uans[mrqa ‘ ira ation

:;LEHMi: translated and annolated on pp. 3H-01; contest of supernatural powers, pp. i~ 7
O , i . =gz
©f wanslation Mair, Tang Transformation Texts, pp. 33535

~T
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the transformation tradition preserves a more authentic oral-visual se-

quence, The SWF sequence, on the contrary, may have gotten jumbiled

during the complicated and prolonged process of translating ane commit-
ting lo writing the scores of tales in this collection which the eight Chinese
monks who went to Khotan ariginally heard delivered orally
non-Sinitic language or languages.

Second, the version of the story in the SWF is not written in pTOSi-

metric form whereas verse lies at the very heart of the transformation text.
Since there are no verses at all in the stor

in a

y of the building of Jetavana
Garden found in the SWFand yet they constitute the core of the transforma-
tion text as well as the only written material on the illustrated transformation
scroll, we must ask where they came from. The sum total of the available
evidence would seem to indicate that the verses derive from a separate oral

tradition.” Below, I shall further suggest that there are grounds for believing

that the oral-visual version of the tale was primary and that all written tex(s

which relate it were in a sense secondary, hence derivative. The Kansu
manks responsible for the compilation of the SWF may have heard a
prosimetric account of the building of Jetavana Garden and other nar
ratives when they were in Khotan,” Being textually minded and command-
ing neither the language(s) nor the oral tradition and skills of the Central
Asian and South Asian individuals who told these narratives, however, they
simply omitted the verse portions or amalgamated the verse within the
prose.

Third, the transformation version of the “Subduing of Demons™ (bath
in its written textual form and as illustrated scroll} cannot be accounted for
strictly in terms of “Sudatta Raises a Monastery™ in the SWE The transfor-
mation tale is much mare elaborate than the story in the SWF There is no
Justiftcation in the SWF version for vast amounts of narrative detail that are
to be found in the transformation tradition. One might wish to claim that
this is so because the transformation tale is an amplification of the the story
in the SWF. A comparison of the two versions tog

ether with a consideration

of their socio-historical evolution, however, indicates that just the reverse is

more likely: the SWF story may be a condensation (sans verse)

of a more
elaborate oral chantefable Aeard by the Chinese monks

from Kansu while

* This was already postulated, Mair, Tang Transformation Toxts, P oo
“ Given the usual configuration of Indi

an and Indian-influenced narrative lexts, it is
highly likely that the stories the Kansu mank

s heard in Khotan were prosimetric in structure.
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they were in Khotan. By no means may we claim that the Tun—huzmg
transformation tale was precisely what the Kansu monks ha-.zard in KhOMn,
for obviously the Tun-huang wansformation tale is in Chinese while the
stories the monks heard in Khotan were told in some other Ianguagtf ncli‘
languages. Furthermore, the Kansu monks were repc?rtecl to have a_cqmrcf
most of their materials from Indian and Central Asian monks resident in
temples in Khotan, not from the sort of street entertainers who would have
performecl the forerunners of illusirated transformations.

Fourth, basic elements in the narrative construction of the transforma-
ton tale indicate that it could not have been fashioned from the SWst‘ory
hecause it is differently motivaled. For example, upon l.he com‘:lusmn .c;l t}he
conltest ol supernatural powers, the transformation tale is at pains l‘u 'c.hvutgi
the psychological state of the Six Heretics, where'a:? the. SW};SKS 1:1(1}182
single word about their repentant attitude, describing instea e mas:
conversion to Buddhism of their followers. n o

Fifth, the transformation tale ends abruptly with San?ut_ras‘ viclory
over the heretics and a brief, but very impressive, display ofjubllatum._TlTe.
SWEF story continues with the measuring and makmghofl t}rnlt,lind?:;l:l
garden and a rather lengthy cl;sql{lsttmln on dh_i‘lt_’;’la, inclu ;,f: ‘Itqili i
apologue about an ant that had tived in the gar eh eonj; _dé, . ' d. "
accident that both the censtruction of the monastery g-ll.(:l‘["l ;mt o
apologue about the ant occur by are the contest mT supeer.lalul Bl _ P(?\“i elc.l ;
the transtormation text. Evidently, the transformation ‘sttnyt?ilel tvpl;;e N
conclude his tale immediately after it hacl reached its climax. The br : :;::
in striking contrast, (inishes in a much m_r)re IC]SUI‘E‘I)T and drawn O,U z; on:

. 0 erippine narralive, the SWF story is less effective than the wansforma
As 2 gripping narrd . oy s o oL e e
tion tale; as scripture, however, it fullills its punp.use a bly. The
transformation tale and the SHWFstory are from two different, yet inter C(T[‘II
nected. worlds. Both convey a message about the dharma, I?ut the forme.t .IS
(olkish and concerned primarily with entertaining, while the latter is

menkish and more doctrinally oriented.™

. : i ansforms tale and the
[ distinguishing belween the relative folkishuess of the lldl'l!sf()ﬂ!ldll(}l} ilpp i
’ ol - i that the commoen people were ing
is " W | By ne means wish (o imply that )
maonkishmess of the SHF. 1 by ; alsu like to paint out shat the Bud-
b ki o ideas is connection, [ should also like 1o 42 e
able of thinking about ideas. In this ¢ ratives apneopriated from secnlar or lay sources
dhist canem contains a vast amount of narratives Approp Cories abou Lh;‘ Buddha
o .1.e|iqmus and ecclesiastical purposes. Even many {}}l the "mei}[sﬁj;;,?:l‘\5-):"“ e e botm
~ H i i boul Bucdnist sants
in former lives) aphorical araddras and aiddnns a s
in former lives) and metaph L a 7 Winternite, Geschichie des
demonstrated to derive from pre-Buddhist origins. See, e.g.. Moria Winternite,

()
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From our examination of the format of the scroll and its relationship
to pien-wen below, we will discover other reasons why they represent a
separate narrative tradition from that of the SWF. At this stage of our
inquiry, we may characterize the SWFas a Chinese collection of classical
Buddhist tales derived from a Central Asian tradition of religious storytel-
ling with an unmistakable Indian background. The Tun-huang transfor-
mation tale, on the other hand, belongs to an oral-visual prosimetric
performance tradition thal, even when written out in semi-vernacular
language as a transformation text, retained close ties to its folkish forerun-
ners. Nonetheless, it is clear from the overall presentation that there is a
greater affinity between the transformation tale and the SWF story than
between the transformation tale and the other canonical versions of the
Jeiavana legend. Both the transformation tale and the SWEstory most likely
go back to a common ancestral narcative that was elaborated in Central
Asta, while the other cananical texts have much closer and more direct ties
to India. Naturally, ali versions of the legend of the building of Jetavana
vihdra — including Se‘lriputra’s key role — are ultimately related by virtue of
having developed (albeit along different lines} out of the original account
in the Pali siitras or, more accurately, the primitive oral verses that underlay
them.

CONTENTS

What we see on the illustrated scroll P45 are merely scenes of the
contest of magical powers between Sariputra and the Six Heretics led by
Raudraksa, A complete set for the performance of the story of the construc-
tion of Jetavana would have required additional scrolls, but the one that
has survived constituted the climax.

The scenes depicted on the illustrated Sariputra scroll correspond
closely to the incidents narrated in the matching transformation text
entitled “Hsiang-mo pien [F8 % [-wen]” [“Transformation {Text) on the
Subduing of Demons”]. The transformation text is preserved on the
following manuscripts: a fong scroll formerly in the possession of Hu Shih

Indische Literatur, + vols. (Leipzig: C.F. Amelang) 2, pp. 1:24-4865, where many jatatas showing
clear traces of their extra-Buddhist heritage are discussed. [n one {no. 241}, the Bodhisattva
even enjoins the people of Benares i sat the fesh of the jackal Sabbadatha and his animal
army, then 1o dry what they cannat eat. Thus, as Winternitz puts it, the jitaka closes in a
genuinely faicy-tale-like maaner: “At that time, it js said, the drying of flesh started.”

' Mair, “Linguistic and Textual Antecedents.”
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(now supposedly kept at an undisclosed jocation in China), e:lcc?:llent
photographs of which are housed in the Library of Congress - [hlS. is Fhe
main scroll for the transformation text and includes all but the beginning
which is to be found on Stein 3511, originally a part of the Hu Shih manu-
script; a copy formerly owned by Lo Chen-yii {location also unknO\:vn)],
Stein 4398y, and Pelliot 46 r’;}."“ Once again we may repr‘esent schlem‘allcz -
ly the magical creations of Sariputra and those of the Six Heretics in the
transformation text and, except for the missing sixth scene, on the transfor-

mation scroll as well:

Table 2: Comparisen of Elements in Corresponding Conjurations

CONJURATIONS OF SIX HERETICS  CONJURATIONS OF SARIPFUTRA

meotntain warrior {vajrapdni) w/ vajra mace®

aler bullale lion+ . ]
W-llfcil white, six-tusked elephant [magmﬁcent ele
ke phant sucks pretty pend dry with trunk]

gigantic golden-winged bird {garuda)*

Vaisravana Maharija [guardian of Bud-
dhism, portrayed with precions stupa in
out streiched palm of left hand, spear in
right, and long sword hanging fram h_ls
belt; his awesome presence alone s
enough te defeat two yaksa demclns trans-
formationally produced by Raudriksa]

poisonous adga (dragon)

yellow-headed demons

tree wind»

i it i sCri ens
A The action of these four sce s is self-evident: it is unnecessary to describe what happ:
i themn.

FORMAT

To understand the purpose and function of Py524, it is necessary to
describe at some length the arrangement of the paintings on thf"‘ recto anf:l
their relationship to the verses and other features on the verso. First of all, it
is essential to realize that, as used in performance, Pj524 would‘h‘awe.been
unrolled — one scene at a time — like an Indonesian wayang bébér picture

isti i ‘mation
12 This is an unusual manuscript consisting of a few sel.?ctmr)s _from rt.h»e 'tranosf&; :[‘. ion
text and headings in larger characters followed by the tomb inscription of an imp

official.

Ir
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storytelling scroll. ™ We should alsg be alert (s the many subtle devicey
employed in the scroll for advancing the narrative in a controlled lashion,
As we shall see, although the scroil POssesses a fundamenta]ly linear,
unidirectional construction, the artist has skilifully ensured both that he
viewer and the performer pause at the right places in the narrative and then
mave forward eagerly to the next scene. Without exaggeration. we may say
that Py anticipates the effect of film which is also a linear strip with
numerous static scenes connected by movenient from one scene to the
next.

The organization of scenes on Pi52 ) is much simpler than that of Tun-
huang wall-paintings which have a large. flat surfuce open and visible ar ali
times. With wall-paintings the atiention of the viewer must be attracted to
specific portions of the surface as they are described or contemplated. The
narrative sequence ol a wall-painting is mare free flowing than that of 2
transformation seroll. Compared with the complex pattern of interrelation-
ships among various scenes and details on a wall-painting, an illustrated
scroll like P52 has a fixed and unalterable narrative seqlence,

Each of the scenes on the illustrated seral) consists of the foi!owing
components:

1. On the far right we find Sariputra seated upon his high lotus dais
(padmasand) in a posture of meditation (also called fpadmdsana). Hover-
ing on a cloud trailing long, curly wisps aver Sﬁriputra's head is a smail
protective figure that has been identified as an apsara (female deity)
with hands joined in aijali-mudra. In scene 5 there are two such figures
flanking a canopy suspended in mid-air above Sariputra. From one
scene to the next, Sariputra is surrounded by a group of seven to ten
followers; they are monks with shaved heads and a couple of protect-
ive spirits. In some scenes, divine or semi-divine guardians are shown
behind Sariputra's company of monks; two of them wear crowns and
the head of one is surrounded by a nimbus, while another appears ta
be a protective mountain spirit with deer horns and a rough-hewn
club. Like Sariputra, most of the monks look Chinese; this is, of course,
historically inaccurate (it is particularly odd that Sariputra himseif is

made to lock Chinese!}, but would have catered to the tastes of the

"t See frontispiece and PP- 57=5u of Mair, Peinting ang Performancy:
Liont and fis fudian Genesis {Honolulu: U, Hawaii P., ry881 This bonk {see preface and SRy
was conceived with the intention of clarifying the purpose and function of P2, Much of
the research presented in Painiing and Perfanmance involved the investigating of storyLelling
with pictures around the world to flesh out the skimpy record in China,

Chinese Betuerr Recita-
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Chinese inhabitants of the area around Tun-huang. A few of the
monks, however, are shown with long noses and deepset eyes; they
probably are meant to represent specific Indian maonks (e.g., the ald
saint Kasyapa who is similarly portraved in many statues ar?d on ban-
ners from Tun-huang} or perhaps an occasional Central Asian for local
flavor. Se‘lriputra and his monkish [ollowers all wear patchwork robes
(kasaya) and one of thern (usually, but not always, the one nearest the
front) has the lines of the patches strongly accented. Also present .
among Sa’u-iputra‘s altendaan: in the various scenes are a ‘few guardian
spirits of assorted character. Sariputra is usually shown Wl!l‘_l t_he ﬁ‘rsl
two [ingers of his right hand raised. In the secor?d S(I:ene, Sarlpul'la
holds a large ju-i 4155 {*as-you-like-it") scepter in his left hanc‘l: in ]
scene Lhree his left hand is raised in the adhaya (“have-no-fear”) mludm
(hand gesture), and in the filth scene his hands are joined in afjali-
mudrd ) ‘ )

It is important W observe that ene of Saripultra s_fnlln?wel‘s louks ]
straight ahead, somewhat abstractedly as Lhoug_h still w1stf1'1]|y attracte
to the marvelous encounter of transformations in the pre\.lflous scerTe
and occasionally ane of the [ollowers actually does turn his he’u_d_shght-
ly backward tn the preceding scene. Most of the members of Sftnpu—
tra's group, however, are absorbed in the curren-t clash of trans‘folrma-d
tions that is occurring in front of them. These skillful and sophisticate
prolo-cinematic techniques help to ensure the continuity of the nar-
Mli:it to the left of Si:‘iputra’s group and toward the top of the seroll
(i,;:.. in the background) is painted a Chinese-style monast‘ery bell sus-
pended [rom a wooden frame which is rung by a mpnk with a large
wooden ringer (o announce a viclory by the Buddhists. Tr{ scene four,
the bell and bel*-ringer are moved nearer to the bottom (in ﬁ_‘nnt ?f
the scene) to accommodate the large._feathery wings of the g1ganluc
bird transformationally produced by Sariputra that fill up the entire
upper portion of the seroll.

2. The transformational manifestations produced by Sariputra and Raud-
riksa occupy center stage. They are suitably spectacular,

't Drescription of ihe diverse assorument of mudras displasyedl?yoal: ogtgigzrssomﬁz n:
Y re & b ive treatment. Sec B Dale Sa 2 ;
the scroll would require separate and extensive : Saue 2
Study of Spmbolic Gestures in Japanese Buddhist &Hl’pt.‘!?‘c,‘B{)nlﬂgCn Series 3% (New York
Pantheon, 19fio; Landon: Routledge and Kepun Paul, 1ytia).
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4. Squeezed over on the left side of the central arena are Raudriksa and who represent a wide variety of ethnic types with different clothing,

** [n the frst scene, £ is miswritten as F and in the fourth scene as
that the artist was barely literate, if at all, in Chinese.

the heretics seated on a large, round rug beneath a tent that is sup-
ported by columns or poles. The shape and decorations of the rug and
tent change subtly from scene to scene. As expected, the heretics are
six in number, but in scene four only four are shown. [t is not obvious
which of the Six Heretics is meant to be their leader Raudraksa. The
corpulence of the heretics is openly exposed since most of them have
naked upper bodies {except for a cloth slung over the shoulder|s]) and
wear only a dhoti around their loins and hips. Without exception, the
heretics are all foreign {to a Chinese} in appearance and are ironically
probably meant to appear like South Asians, which — in terms of his-
torical reality — is what all of the participants in the drama were. Some
of the heretics sport grotesquely enormous beards. The first one shown
even has canine teeth hanging far outside of his mouth like fangs.

As with Sariputra's group, in several of the scenes one of the
heretics looks straight ahead and one or more look forward to the next
scene, though most concentrate on the current action in the center of
the arena. The heretics gradually lose their composure untl in later
scenes a few of them are depicted as thoroughly agitated.

Next to the heretics on the left side and in the background is a
drurn, suspended like the Buddhists’ bell from a wooden frame, which
is beaten in the unlikely event that the heretics happen to win a round
of the contest. Of course, they never succeed in besting Sé.riputra, S0
the drummer should nol be shown swinging away energetically with
(one or) two sticks at the spot marked “X” on the drum: through artis-
tic license, however, he is allowed to do so in order to contribute to
the atmosphere of excitement.

- To the left of the heretics and appropriately more toward the fore-
ground is the royal party. The king is there with his entourage to wit-
ness and judge the contest. Seated alone on a square wooden plat-
form, the king teoks and dresses like a Chinese. This, too, is historically
inaccurate in terms of the Indian antecedents of the story (the king in
question was Prasenajit] but would have reflected the ethnic identity
of the local rulers of Tun-huang at the time the scroll was painted. [n
most scenes, the king raises the first two fingers of his left hand, but in
scene five he joins his hands together {Ao-chang & &). On the king's
cap is the character wang ¥ for “king” so there is no mistaking who he
is."* He is surrounded by as many as twelve attendants and citizens

=.. One suspects

1.1

hairstyles, and physical features. They are Tibetans, Uighurs, Khotan-
ese, Sogdians, Tokharians, and other peoples, " reflecting fairly accu-
rately the local population of Tun-huang as an international cross-
roads at the time the scroll was painted. The fact that this is a2 Chinese
king and that all of these ethnic groups, including Tibetan?, have been
united under him indicates that P 4521 was most likely painted after
Chang [-ch’ao Lk # reexerted Chinese control over the Kansu Cor-
ridor in the mid-ninth century.

As many as three or four of the king's entourage look forward to' .
the next scene. Since they are the closest group to what follows, this is
an efficient means for providing a transition to the following scene.

On the far left is a tree border which separates one scene from lh(?
aext. In the center of the scroll, between rounds three and four, follow-
ing the customary tree border comes a grand mountain with clouds

A

e isplayed this large divider

[ suspect that the performer would have displayed this larg A
while he/she took a break in the middle of the show. In Iany event, the
use of trees and mountains as a technique for scene division hz.LS. close
parallels in another Indian-influenced picture storytelling tran:lltn?)n1
that of Indonesian wayang '’ The three main groups (the Buddh;sfs.
the heretics, and the king with his entourage) are not just meclch.amcall.y
replicated in each scene but are varied in clever wiays. As partlcfil1-ts in
and spectactors of the lively contest, the)./ react dlffen“erft]y ‘Lo wha 17
goingon. T" e drawing, design, and details of the Eamtmgs a;’e :mc-.ld
more carefully done in the early scenes, becorrjung increasingly hurrie
and sloppy in the later scenes of the scroll. This scroll was not an ex-
pensive item at the time of its creation.

Because of the recurring sequence of compoenents in each scene, we
can be absolutely certain that the scroll originally consisted o.f at lf:ast 3‘1;
scenes, not just the five that it now includes. We can make this claim .w1
utter confidence even though less than one tenth of the last scene survives.
What we see of the sixth scene are two of Sdriputra’s followers, one holding

X ialists in the histor
- More research needs to be carried out by elhnc?graphets_a.nd ?pnilcml;hsii ;; the ﬁgm-e);
of costume and art in order to determine the precise identilication of all the

on the scroll.

33— Gt 3 o 113, b1
17 Mair, Printing and Performance, pp. 400, 72, 75, g, 1ok B155 ef. eolor p
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a khakkhara (mendicant monk's staff) and one hoiding a patra (maonk’s
begging bowl). The latter monk is looking toward the front (with a ‘;Iifrhis
suggesfion of narrative linkage to the previous scene} while the l'olmt; -
mo'nk ts looking ahead to the next scene. All of this, plus the tree dividm-
whach'precedes the monks, is perfectly in accord with the regular patlern (ﬂf
narrative progression for the rest of the scroll. The shoulders of tF:\«'o (;lho}r
monks are also visible. Judging from the order of manifestations in Lh'e

matching transformation lext, the last scene would have bee

. n ) -
confrontation. e reervind

Similarly th approxi
i zulj». although approximately the first one fifth of the initial scene
on the scrol! is missing, encugh remains { .

Sdripuira’s beil ringer} to enable us to

lowers were also originally pictured,
P e ‘. .

o b3 (: deals only with the magic contest. Since the content of P50y

rres 1 | is re

' dpun s to roughly one fifth or one sixth of the entire tale as il is ’re

corded in the “Transformatio i rons. -

n Text on the Subdumg of Demons,”

estirma: : i
imate that a complele set of illustrated scrolis for the full per
the transformation t ;

the right han.d, hip. leg. and foot of
allirm that Sariputra and his fol-

we can

f e
Orm:n Of
cl!C W()uld haVe COIISIS[E(' DI h've ar six SClO“b

VERSES AND [INSCRIPTION:
FUNCTION AND OWNERSHIP OF THE SCROLI]
Although the verses on the verso of Py

responding verses in the
Demons,

" 2.1 are simifar to the cor-
7 e Tra.msfo.rmahm? Texl on the Subduing of
‘ y are by no means identical, This implies that there must h
been a fairly widespread tradition for the performance and tr
this transformation tale in the Tun-huang o

a single, isol: -
gle, isolated storyteller or author. Sometimes the lines are totally

different. ' e | i

‘ rent.”™ Where there is a difference, the verses on the back of th
illustrated scroll are often — but not always — e
line

ave
anscription of
area; the tale did not derive from

‘ to be preferred. F
e \ . For example,
CO__I by dcrf thei transformation text has an extra eighth syllable but}zhe
ue;pon ing line on the verso of P4s24 is normally heptasyllabic. O
coure : i 4] c. Or
!-lons::]l e:{ line 1736 of the transformation text which has elephant tusks
undred ten-foot measures” [ong, " ‘ e on
r w ¥ i
8 hereas the corresponding verse on

! E.L}P’“ Lot Fon the transformation texl; see a HR-nuans ¥
B ¢ % of f at: . ir. T I
c e e I h ) iy H M I, 3 }H' auc RJP!’H‘G Na

Sligd I)"' ¥ - P -
Zh maodifi 1 ] g Narratives s “several hundre lee I'II& b
! I adified in n Tun huan Popular arrais, a veral d L " to

Freiives
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Py52.4 more reasonably has “several tens of feet” in length. Elsewhere, the
transformation text reads more smoothly. In particular, the verse for the
fifth scene on the illustrated scroll becomes almost unintelligible near the
end. Even when the verbal content of the lines on the illustrated scroll and
in the transformation text are lhe same, the graphical variants are so
profuse as to make it virtually impossible thal one set of verses was copied
from the other. Rather. we seem to be dealing with a situation in which
there were muliiple performers and multiple transcribers of a single
well-known, well-established, and much-loved transformation tale.

We must now consider why the verses were written on the back of the
scroll at all. By itself, this is an extraordinarily complicated problem; to
answer i, we need to posc a whole series of subordinate questions. The first
question to ask is why were only the verses written down on P.j3u2q and not
the entire prosimetric text? The answer to this question alone is com-
paraiively simple. Poetry {actually song as it is employed in perf01'111a11ce} is
the central, fixed core of prosimetric oral narrative in India and in literary
traditions influenced by it.*” The prose parts of the narrative were fleshed
out extempotaneously. The same ineluctable emphasis on a stable set of
sangs as the framework upon which the narrative is hung was transferred.
along with Buddhism, to China and other countries influenced by the
Indian prosimetrum. This song-focused structure has remained a characteris-
tic leature of many genres ol traditional fiction and drama in China up to
the present moment.”'

The placement of the verses an the illustrated scroll is to the right side
of the verso as it would have been operned o reveal the whole of each
individual scene. The rationale for this placement is also relatively easy to
determine, namely, the verses mark the left edge of the scene on the froni.
That is to say, they are positioned roughly behind the king and his en-

tourage who — except for the tree border marking the end of the exposed

remain within the bounds of credibility, even for a supernatural runsformation.

w0 Mair, Tang Transfarmation Texts, pp. gh-uR. The ultimate authority and cenwality of
orally wansmitted verse, not only for Buddhism but also for pre-Buddhist Indian veligions
and 'philosnphicﬂ traditions. has been convincingly demonstrated by Paul Horsch, e
vedische Gathd- und Stoka-Literatur (Bera: Francke, 1466}, Vivtually all of the great eacly
[adian lierary monuments are either wholly or Targely in verse.

=1 Mair, “The Contributions of T'ang and Five Dynasties Transformation Texts [ piet-woen)
1 Later Chinese Popular Literalwre,” Sing-Platonic Papers 12 AT TET 1oy, and “The
Prosimetric Form in China,” fortheoming in a voliime of essays on the prosunetrum
worldwide edited by Jan Ziolkowski. Joseph Harris, and Karl Reichl, 1o be published by
Bovdell and Brewer {1g97}

o
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scene and the beginning of the next — occupy the leftmost position of each
scene as viewed by the audience. Published photographs of the scroil
frequently show it with Sariputra and his group visible to the right, the
contesting conjurations in the middle, and the matching verse passage of
the verso on the rolled-up portion of the scroll to the left. This is purely for
purposes of modern display to show in one photograph the positional
relationship of the illustrations and the verses. Such a method of display
could not possibly have had any legitimate function either for public
performance or private viewing, since it covers up both the heretics and the
royal party as well as the tree border on the left, i.e., more than half of a

BlvVen scene.

Our investigation of the verses on P4524 now enters a more difficult
stage. As we develop our argument, it must constantly be born in mind that
the illustrations {not visible to the performer} are on the recto of the scroll
facing the audience and the verses {not visible to the audience) are on the
verso facing the performer who stands (or sits) behind the scroll. Further
more, it is essential to recall that the audience’s left side is the performer’s
right side and vice versa. With these caveats, we may begin our discussion of
the function of the verses on Py524.

If the verses had a performative function, they would ~ at the very
least — have indicated which scene had been unvolled and when to stop
unrolling since — as we have already remarked — they are on the right side
of the verso opposite the king who is on the left edge of each scene on the
recto. This, of course, assumes that the performers were at least partially
literate, but that is a dubious proposition at best. The evidence presented in
this essay and in my other published works shows that the performers of
transformations were of low social status. This is typical of picture
storytellers around the world.? Indeed, most of the attestable transforma-
tion performers in China proper were females of low social status, which

means that it would have been doubly difficult for them to acquire literacy.

2 See Mair, Painting and Performance, Yang Transformation Tovts: “Anthologizing and
Anthropelegizing: The Place of Non-Elite and Non-Standard Culture in the Chinese Literary
Tradition,” Working Papers in Asian/Pacific Studies {Durham: Asian/Pacific Institute, Duke
University, r(uyz}, published in Eugene Eoyany and Lin Yao-fu, eds.. Transtating Chinese
Literatre {Bloomington: Indiana U.P., ragsl ppe 241 =615 *Buddhism and the Rise of the
Written Vernacular in East Asia: The Making of National Languages.” Jonrnal of Avian Studics
33 (August, 1g0.), pp. 707-31. Also see Anne Pellowski. The World of Storyielling (Bronx: H.

W. :gil:;an. Ty, rev. and expanded version; New York and London: R. R. Bowker,
15t edn.).

9y
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There is some evidence that, in the far west of China and in Central Asia,
the performers may have been males (see the discussion of Central Asian
itinerants below in the next to last paragraph of this section; likewise, there
is no positive evidence that they were female), but because of their low
social rank, remoteness from the center of Chinese culture, and — in some
cases — possible bilingual or muliilingual background, even they would not
have been expected to possess the sort of literacy to read or write the verses
on the back of P32 . While the language of the verses on P 324, like ttTe
language of pien-wen and other Tun-huang popular literary genres fn
general, does contain a significant proportion of vernacular elements, it is
still full of refractory, recondite classical expressions that would have been
beyond the reach of someone who lacked the privilege of at least. half a
dozen years of schooling in the complicated Chinese script. Adrmtted‘ly,
these texts were not written by literary masters; they are fraught Wll_:h
orthographical errors and otherwise unknown vernacular expressions. All in
all, they represent the work of individuals who typically were lay stufients in
Tun-huang moenastery schools.* Therefore, we must ask cnce again, now
moare insistently and pointedly, why there are verses of a model.‘ate]y
advanced literary level on the scroll of a performer who was in all
prabability illiterate.

As a matter of fact, the verses do not really belong on the verso of
P32y as it was originally conceived, execuled, and er?tpfoyed. How?\fer. :19
palpable reality of the -erses on the verso and the universal recogn%llon that
they were there [or the performer to consult as a sort of prompt-script mhake
it difficult for one to adopt a more critical stance. Only when one examines
the physical characteristics of the scroll intensively and relads the verses
closely does one realize for certain that they truly are nol an integral parf of
the construction of the scroll but were added at a significantly long period
of time after the paintings were created. The time gap could have been a
month, a year, ten years, fifty years, or even longer {1 shall argue lr‘Jelow that
it was langer than just a year or two). What is essential is that the illustrations
and the verses were not created together. The paintings were done first and the verses
were added subsequently. OF this there can be no doubt whatsoever and will
soon become apparent to anyone who reads the verses carefully.

1 Mair. “Lay Swdents and the Making of Written Vernacu lar Narrative: An Inventory of
Tun-huang Manuscripts,” Chinoper Papers 1o {1981], pp. 5-ubh.
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Scene §

Six Master®! was so enraged that his emotions were hard to queli,

He conjured up a precious mountain that would be difficull to m

From peak to base it was all of a hundred leagues in height,

There were purple creepers and
ground.

atch:
golden vines which covered the

The mountain flowers and thick leaves formed an embroidered
patiern,

From soaring crests made of golden rocks, blue-green clouds arose:

On its top, there were the hermits Wang Ch'iao and Ting Ling-wei,**

In the recesses of this precious mountain, fragrant waters flowed.

Flymg immortais continuously scattered beautiful flowers,

All of which filled the great King

who looked en from afar wilh
pleasure;

Sa‘lripulra watched as the mountain came into the presence of the

assembly,

But sat there self-composed and moticnless,

Instanteausly, he conjured up a great Diamond Deity,

With high brows, a broad forehead., and a body bulging with muscles:

In his hand, he held a diamend mace from w
heaven,

Which caused the mountain of evil
at it

deep in meditation.

hich fire shot up to

ta break in pieces when he pointed

The heretics sobbed and wailed tili their voices became hoarse,

While the spectators swiftiy and unanimeusly shouted their approval.

Scene ii

Angered, Six Master again struggled to take the lead,

So he conjured up a water-buffale which was really

It leaped right into the middle of the

Sharpening its horns by digging them
to the heavens.

impressive.,
arena, startling the spectators;
in the ground, its bellow reached

** The odd English wanslation of i ship 7 as “Six Master” i intentional and is meant
lext where it sometimes indicates the Six
times signifies Raudraksa {their chief). and at siill other
group or their chief is intended.

- For fuller annotations on technica

and linguistic matters,
on of the

ransformation text in Mair, Tun-huang Popattar
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i‘:‘?“ onjured up a huge, six-tusked elephant which e
en ¢
o as similar to a
As it %vralked along, its appearance was simila

was enormo t! £ w av [~ 1 L‘Lllt Lo measure.
b d 30 enormaous ha it Ould h e be 11 d fﬁ
Its O y

i jagraed tusks,
-om out of its mouth, there burgeoned six sharpl)l;}agae
Flﬂgleach one of the tusks was several tens of feet high.
‘g“ top of every sk there were seven lotus blossoms,
n o

i i illiant light,
listened with a brilliant .
e spoctato ho did not feel surprised:

SNOWY mountain in

. ite the
strive™) as that used to write

e te, strive™] as t L thor-
A oron: lv!with the intended meaning “thor

i ir these two
4 which the Hu Shil manuscript has in the first of the
A w

x The identical unusual character ij [

guccessive lines.
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Inside the blossorns were maidens of incomparable beauty;

They plucked zithers and lutes and sang to their own string accompan-
ment,

Their elegantly refreshing voices echoed harmoniousiy.

Together they hymned the paradise of Amida Buddha,

Hand in hand, they merely encouraged men of like mind to go there.

The elephant then waded into the middle of the pond,

It trampled and trod east and west and on the banks as well;

With its trunk, it sucked up the water until the pond was completely
dry,

Causing Six Master to choke with the vexation which filled his breast.

Scene iy

That day, Six Master gradually became more and more frustrated,

Bitterly resentful and not knowing what to do, he had nowhere to
turn;

Although he forced himself to go on puiting up resistance,

He had a premonition that he would surely lose in the end.

Again, he conjured up the body of a poisonous dragon,

Clouds of smoke billowed from its mouth and its breast was full of ire;

Thunder rumbled and roared - the sky was darkened by haze,

The sound of the rising?” claps and peals was like that of a fiery explo-
sion.

Those in the arena were so frightened that they gasped with alarm,

In groups of twos, they looked at one another and simultaneously
called out “Bravo!”

Sz‘triputra observed the arrival of the poisonous dragon,

Then brought about the appearance of a golden-winged bird with
rare phimage.

It was no trouble at all for the bird to rip and slash the dragon from
head to tail,

When it started to consume, it began by pecking out the brains;
Blood flowed all over the ground until it formed mud —
In an instant, the bird devoured the dragon.

Scene v

Six Master, repeatediy the weaker, was ashamed at heart,

T ony) =>4 <> ) as on the Hu Shih manuscript.

o
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So he conjured up yellow-headed monsters in the midst of the assem-
bly;

Their appearance was of a strange sort and their carcasses were ugly —
They gazed toward the people on the four sides, filling them with
dread. e

Sariputra, his countenance peaceful, was filted with endless joy,

For he confidentdy knew that he would certainly be stronger than the
other side; .
“Even if you have a hundred or a thousand different transformational

manifestations,*”’ ‘
You cannnot avoid submitting and becoming disciples of the Bud-

dha.”
In the middle of the arena, Sériputra conjured up a great Heavenly

King.
Awesomt and splendiferous, he was of extraordinary mettle; .
On his body he wore golden armor that shone to the triple heaven,
From the precious sword al his waist, a_fmsty glitter err.lanatecl.
The preci 15 pagoda™ in his hand emitted a spiritual light,
His long spear sparkled with a bluish-green glimmer: ‘
With an angry ook, the Heavenly King briefly rolted his eyes.
Which so stupefied the two monsters that they fell to theEround.
That day, the heretics were an army of defeated demonis.,"
Six Master was so flustered that he was completely at wit's end; .
Whereas Sﬁ.riputra, who put his trust in the Compasilinale QOne, said.
“I'fl just let you off so as to fulfill my spiritual power.™” ‘ .
When an ass or a mule with a heavy load sets out on a distant journey,
It begins to wonder whether it can be compared to the scale of a

» This line has a hypermetrical eighth syllable.
» This line also has an extra eighth syllable.
a Or “was as dazzling as the Three Gods™
Brahma).
M Pag-i'n TFEY, Skt. ratna{-naya)-siapa. . .
w Strictly fol]lowing the symiax. this line shouﬁd be re}r]ldered I.'_as T}S_zttnd;);,r ;:15]::;(:‘{1:;
i ira’ i » But the transformatio
deleated the army of demens {ie., Mira's legions). : : n st :
nf}te;ossibly haveymea.nt that. It is most intriguiny that, in spite of all the differences b;twhee.r;
Ihe verses in the transformation text and the verses on the iliustrated scroll, they both shar
this syntactically very strange line. . -
w Wei-shen BN, Skt prabhdve {“awe-inspiring majesty .

(san tien =7, Sku Frimarti: Siva, Visou, and
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dragon;*™!
The Six Masters, expressing their remorse. were deeply ashamed
[*3 : 0 ’ ‘
Day after day, withoul reasen, our duties®™ increased,” they said.

L) o :
Forgeuting hunger and neglecting thirst, we toiled on year after yeur
The whole day long we scurried about™ in service of the Fire Spirits:”
Carrying firewoad an our shoulders and straw on our backs, we

experienced suffering,
ainly did we throw ourselves into this labor, we toiled for nousht.™®
r a . = ‘
We filled iron basins and cleaned out toilet pots,
We chaled apai Ty i
‘ against our iron collars until they broke and our wooden
bars crumbled to dust;
Once we confess
essed our error ¢ refuge | :
e e cont ! rrors ancll t.OO.L refuge in the Three Jewels, ™
ger were our minds made idiotic by attachment to the old sect.
All cunningness ' we now totally abandon

As for our remaining slupidity, we have encountered” the Dharmic
Grace.

Scene vi (missing)

Even in translation, it is immediately obvious that the fifth and [inal
slel of'vet'ses is irregular. In the first place, it is disproportionately long — 1
lines in comparison with the other verse passages which respecti\fel\:" ha;:;:
X, ‘IH. 2, and 1 lines. This discrepancy alone should give cause for
suspicion. 3econd, the contents of the fi{th and final set of verses differs
radically from its counterpart in the transformation text, unlike the othe.r
four sets of verses which differ anly in relatively minor details. Third, the

Wy th: X hd : ¢
(b;nﬂ-ﬁ;|il'-:'(‘-3;-;|:|hgelhdps II!.‘HC:_ scale ]:ﬂ a dragon™ {ung-lin i ¥4 as *Draconic Unicorn™
g LI name ol a tamous horse froim Kucha in Ce I Asie $
el LI he name ‘ g enwral Asia. See also the notes
'mnntl 'ﬁjnl:;_,man,l fun-hiang Popular Narsatives, p. 220, and Hsiang Ch'u Ji1 15, ed. and
il - - L ' s 7 ] i "
ot fun Avang picn-wen ft.wm.i -chu [Selected and Annotated Tun-haang Transformation Fxe] %
e MG (Chengtu: Pa-Shu shusshe, 18 p. 575, nre ‘ h

iy [_ - 1‘._{
2 M= e sl
47 OF which there ar i i i i
Crent Spiri ere are 4y in the Vedic pantheon. Previous editors have misread this as
w3 = fl.

' Sﬂﬂ‘PdD el e - 1 oY alr 2 - i
Py S SI\[ {riraina ath i )
e l: the Bnddha. the Dharn a. anel the )'ll_llo"l 1
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latter parl of the {ifth set of verses is almost unreadable. They give the
impression of having been written by someone who is floundering. Fourth,
the problematic last twelve lines are completely unrelated to the fifth scene
which they are ostensibly suppused to be explicating! Herein lies the main
proof that the verses on the verso of P j52 ) were not written at the same
time as the illustrations were painted. When we analyze the supernumerary lines
nf the [ifth set of verses. we swifily realize that they were cobbled together to serve as a
makeshifl ending for the entire transformation tale. The heretics submit, lamen-
ting — as in the conclusion of the transformation text affer their defeat in the
sixth and genuine final round - that they had wasted thelr energy in service
to the pre-Buddhist fire gods. This means that these extra lines were added
to the scroll affer it bad been damaged by the loss of its sixth and quondam
final scene. Thus either all of the verses on the verso of P52y were added
subsequent to the loss of its sixth scene or at least the latter part of the fifth
slanza was added later. Since the calligraphy throughout the filth set aof
verses appears to be perfectly consistent with that for the other sets, it is
logical that all of the verses were added to the verso after the sixth scene
was lost.

Aside from the uniformity of the calligraphy. there is other evidence
that all of the verses on the verso of the illustrated secroll were written at
some point In time subsequent to the loss of the sixth {originally final)
scene. In the transformation text, the fifth set of verses concludes with the

following couplet:

Only, because his mind was confused, he strayed off on a minor
by-way,

And had to be converted so that he could take refuge inside the gate
of Buddhism.

The author of the pseudo-ending on P54 ignores these two lines and
forges ahead with the suspect twelve lines. That is to say, he consciously
eschews the normal sectional conclusion to make way for his clumsily
assembled ending for the entire tale because he was painfully aware that
the sixth scene was missing. This, too, indicates that all of the verses on
P72 were written al some point in time subsequent to the loss of the
sixth scene.

Given that the verses on the verso of Pq5u4 were demonstrably not

p)
[
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part of the scroll when it belonged to its original owner, almoast certainly a
transformation performer, we must now consider who would have written
them on the scroll, for what purpose, and upen what occasion. In order to
do that, we need first to discuss at some length a faint and extremely
difficult-to-decipher inscription that is to be found on the verso of the
scroll. The inscription (very poorly written, almost subliterate} and the
verses (mediacre calligraphy with some mistakes and corrections [usually
interlinear additions, but also a few overwritings]) were definitely written hy
two different hands. This mysterious inscription appears near the beginning
of the scroll and upside-down in relation to the verses on the verso and also
to the paintings on the recto. The placement and orientation of this enig-
matic inscription are of extraordinary importance in understanding its
implications for explicating the history of the scroll.

The inscription is to be found exactly where we find it for a number of
very good reasons. First of all, the right end of the scroll {the beginning of
the narrative) is heavily soiled and severely worn. The scroll has been used
so extensively that parts of the opening section have literally crumbled
away. The person who wrote the inscription chose the first solid and
relatively undamaged space he could find on the verso. This means that,
like the verses, the inscription was added to the scrol after its creation,
although not necessarily at the same time as the verses. {As we shall see later
in this section, the removal of the end portion of P4524 was intentional,
whereas the loss of the opening portion of the scrofl was gradual.) Even
assuming that the scroll had been actively used by a transformation per-
former, in the normal course of his accupation it would have taken years for
it to deteriorate to the degree that it had before the inscription was written
on it. Secondly, there is a simple explanation for the inverted orientation of
the inscription: the person who wrote it placed the scroll on a table or other
flat surface and, holding the unrolled portion steady with his left hand,
penned the inscription with his right hand. If he had tried to keep the scroll
upright and steady it by holding his left hand down on the fragile begin-
ning, at the same time having to contend with the bulky unrolled portion
to his right, he would not only have risked causing further damage but
would have failed to keep the scroll from moving around while writing his
inscription. The inverted orientation of the inscription is thus a natural

consequence of the physical condition of the scroll at the time the inserip-
tion was written.

SARIPU L RA DEFEATS ML TERODON MASTERS

"The damage caused (o the end of the scroll is of an entirely different
order from that sustained by the beginning. Even with a protective wrapper
and pasted-on leader margin, it is always the opening portion of a scroll
that sustains the greatest damage through repeated usage. In comparison.
the end of a scroll is well protected by all of the paper that is wrapped
around it. Yet Py52 | has lost only one fifth of its first scene through
obvious wear and tear, whereas it is lacking almost the whole of the sixth
scene. Furthermore, the damaged edge at the beginning of the scroll is
rough and irregular, just as we would expect it 1o be from prolonged usage.
The damaged edlge at the end of the scroll, conversely, is straight and
regulars it was torn away on purpese. The purpose of tearing away the S_I)(lh
scene is not hard o imagine: someone wanted the piéee de résisiance ol Lthe
transformaton scroll, S;lripulra‘s wind blowing over Raudraksa's tree. If
that someone were & wealthy and inflluential patron who wished (o sponsor
a cave chapel and have it decorated with a wall-painting showing that scene
{a very common occurrence in the Tun-huang area, as we shall see in the
next section), it would have been almost impossible for a lowly transforma-
tion performer to refuse him if he requested thar part of the scroll as a
molel for the wall-painting he wished to donate or if he merelv said that he
liked that scene of the illustrated scroll and wished to purchase it. bn any
event, the scroll was already damaged beyond repair at the beginning. [t is
customary for picture storytellers the world aver to destroy {usually by
burning or throwing in a body of water and olten to the accompaniment of
certain rituals) their illustrations when they are no longer usable. Perhaps
someone had heard thal the owner-performer of P52 had ceased to use
the scrol! because the beginning was missing and, fearing that the entire
scroll would be destrayed, offered to buy the final scene, Regardless of the
reason or the lime, we may be sure that the end of the scroll {the sixth
scene] was deliberately and neatly removed.

To return to more solid ground and our discussion of the inverted
inscription, let us now attempt to translate the graphs which appear to read

ap proximately as follows:

We gave up on young Master So at his seat. (?) B = LR

s . e 2 F
Yuan-ch'ang sought for but couldn’t get [this]. & Er (&) TR
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Wen-pin taok care of the matter.? I H

The grammar is bad and the calligraphy is atrocious."* Furthermore,
because of the ambiguous wording, our translation must remain tentative,
except for the last sentence which is relatively clear. Nonetheless, the
inscription harbors a wealth of clues for understanding the early history of
Pi524. Aside from the fact that he carries the surname of one of the ol
leading families of Tun-huang, [ do not know who “young Master So™ was,
noc am [ sure who Yuan-ch'ang was {perhaps the same person as the
Yuan-ch’ang who inscribed P2tig4),*" but there is reason to believe that
Wen-pin may very well be the same Ma Wen-pin }y (W who wrote a
letter and a poem on S2473. In the title of that manuscript, he is identified
as “Chiel Escort of the Military Commissioner and Overseer of Copyists, Ma
Wen-pin." It reads as follows:

I, the aforementioned Wen-pin, was accempanying Your Honor
[the Military Commissioner| while you stopped in this village when |
saw a bejewelled elephant on a colorful wail-painting. Although I am
not talented, I immediately composed a short poem made up of
heptasyllabic verse with four rhymed couplets. I hereby respectfully
present it to you with this letter, begging that you will favor it with
your kind consideration when you read it. Respectfully I record the
poem on this letter and present it to you in the form of previous
respectful communications.

" The translation of the secand line of the inscription, by [ar the more important of the
twa lines for understanding the history of the illustrated scroll, is on lairly solid ground since
enly the sixth and last of its graphs are partially in question. Furthermore, the various
possibilities for these two graphs does not naierially alfect the averalf meaning of the line.
The translation of the first ling, the less impartant of the twn, is tentative.

" Aside from its overall clumsiness and poorly lormed individual graphs, the inscription
even miswrites the I of Ma Wen-pin's name ay % !

** Yuan-ch'ang's name, written in a poor hand, appears several times on this scrofl of
popular literary texts (*Ya-k'e hsin-fu [The Headstrong Bride|™ £if] {3, “Chiu fu
{Rhapsody on Wine|™ i"li£, etc.). In one place he states that he is presenting a text *up” to
sameone. Practice characters, some related to Buddhist ceremonies, are written on the verso
of the scroll. The sum total of the written evidence on P2ty points to a milieu of popular
literature, the acquisition and presentation of such texts, and a striving for literacy in the
context of the Buddhist community. All of this would seem to be relevant to Yuan-ch'ang's
abartive efforts 16 acquire ¥ {524,

h
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Letter of the Chicf Escort of the Military Commissioner and
Overseer of Copyists, Ma Wen-pin. on the ...th day of the eighth
manth al the year g70.
The rare, bejewelled elephant is a king among beasts,
Throughout the world, there is no match for his fierce valor
and heroic heart;
His four legs are planted as jade pillass,
His pair of tusks are sharp as the tip of a steel sword.
As he stands surveying the steep crags. he becomes a moun-
tain, .
When he moves, his swaying form terrifies the beholder;
Let his name alone be announced to evil types,
And they would not dare henceforth to create trouble.'”

The third scene on Py32y depicts just such an elephant, as do
Pi518.1( {cf. also P6oor. 1} and Stein silk painting no. 62 (Ch. Iv. 002}
which will be discussed below. It is quite clear that Ma Wen-pin had an
intense allraction for precisely the type of powerful Buddhist art such as
that on P 524 and that he was ready to praise il in heptasyllabic verse
strikingly like that employed in ali genuine transformation lexis. What is
more, as overseer of copyists, he surely had under his supervision exactly
the sort of [ormer lay students for whom there is documentary evidence of
having transcribed some of the transformation texts from Tun-huang that
are still extant.* Thus we are not without justification in surmising that it
was indeed the Ma Wen-pin of S2q73 who is referred to in the inverse
inscription of P.ypuy and, further, that he was directly invalved in the
procurement of the illustrated scroll for another party who wanted it bad!y‘
enough o dispatch two or three individuals, including the Chief Escort ol
the Military Commissioner and Overseer of Copyisls, 0 obtain it. Note also
that Ma Wen-pin refers to himself on S2¢73 in the first person and .in a
fairly good hand. whereas Wen-pin is telerred to at the end of the Praeg
inscription in the third person and in a terrible hand. In 52973 Ma Wen-pin
proclaims his own devotion to popular Buddhist art, while in the P_L.',‘-_'_}
inscription Wen-pin is apparently acclaimed by someone else for his ability

4 For the Chinese text of Sz¢7+1 and a fuller investigation of this important manuscript,
see Mair, *Lay Swdents,” pp. - jo. item 207,
ur Ibid.
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to obtain it.

We learn more about Ma Wen-pin and the sort of circles he moved in
from Sy5q0. This is a pledge by sixteen men, inciuding Ma Wen-pin. lo
ensure the maintenance of the cave-temples of Tun-huang. As was fre-
quently the case with lay societies in the Tun-huang area, the group was
organized by a monk.'"” Ma Wen-pin’s associates in this endeavor appear to
be laymen of good standing in the community who took an active interest
in the promotion and preservation of Buddhist art. The dating of the
pledge to March 5, g70. is consonanl with other available evidence
concerning Ma Wen-pin and P j524.

Slight damage to the paper underneath the inverted inscription on
Py524 and additional soiling on top of it indicate that the scroll continued
to be handled after Wen-pin's involvement and before the time that it was
sealed up in cave 17 around 1035, although far less extensively than it had
been before his association with the scroll. These [acis concerning the
inscription also atlest that the inscription was swrely not added in this
century after the Tun-huang manuscripts were discovered. Since no other
texts, documents, or practice characters are to be found on P 5uy, the
probability is strong that this inscription — like everything else on the scroll —
refers Lo the seroll itself rather than being some casual. extraneous scribble
or stray, miscellaneous record.

We may hypothesize that the new owner of the damaged scroll
{tacking the initial one-fifth of the first scene and nine-tenths of the sixth
and final scene), himself not a professional transformation performer, still
wanted to show off the scroll in the manner of the piclure storyteller,
presumably in small, private gatherings. Since he was not a proflessional

e For nwmerous exanyles of such lay societies av Toun-haang, especially i relatian 1o the
copying of nuuseripls, see Maie, "Lay Students,” The m'g:miz:ltion and aciivities of these so-
cisties have heen studied in Chikusa Masaaki "Wt 0, *Tonka shitsude
kenkyvi (A Study of Documents [rom Tunhuany concerning “Club’y A
W3, THGH 35 [March, 196l pp. 2y- 88, with 106 iHus.; and det’lmhlsadd : 4 L
“Todai no shayd ni sukite {On bh..wu an Intimate Union of Masses, in the Pays ol z'rmr!
Dynasty;” Lo £ 0T 'i%f = SR 22 [Aprile rusgih pp. 13- 570 25 July, s pp.
si—ito, plus o ppliand 2y {October, |g}‘,‘§}. LI e plus ppl. The three parks of
Naba's article have been republished with the English tide “On the Shé-i (Volunary
Associations) in the Thang periods™ in his Tide! shakai bmaﬂﬁ shi henbyu [ Historival Studies on ffrt
Soricty and (m’."urr nf rrm';; China) VEEY &m0l 7, Tivagakn sishe (Oriental Studies
Library) 4805401207 8 (Tokvo: b(:bunbha, 197 ) pp- 13457 (- For Lionel Gites” entiy on
Set ot see his Descripiive Catalngne of the Chinese M(mmmprc Srom Tunhuang in the British

Mmeum{[nndon The Trustees of the British Museum, tg575 p. 1008 Do D2y,

ha bmhlm it
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storyteller and was thus incapable of reciting the verses of the transforma-
tion from memory, he had them written on the back of the scroll. Judging
from the quality of the inverted inscription, he himself did not possess
sufficient literacy to write the verses of the transformation, so he hired a
scribe, someone who was familiar with transformation texts and who was
probably responsible for writing cut other exemplars of that genre. My
impression is that the new owner of P 4524, though not highly literate, was
a man of some stature and authority because he tried to enlist the aid of
young master So {frorn one of the most distinguished, old Chinese [amilies
in the Tun-huang area), had another man named Yuan-ch’ang (who had a
penchant for popular literary texts and who was willing to present them to
his superiors} attempt to gel it. and at last successfully obtained it through
the good affices of Wen-pin (Chief Escort of the Military Commissioner
and Overseer of Copyists). Perhaps the new owner was the Military Com-
missioner himsell.

Aside from the illustrations, the verses, and the inscription, the only
other mark on P52 that [ am aware of is a small round circle near the lop
edge of the scroll on the verso to the right of the verses for scene live. The
circle is located exactly oppaosite the tree forming the left border of scene
tive on the recto. 1t may have been used far centering by the amateur
waasformation teller because the verses for scene five were so long that he
could not use them effectively to gauge the left (to him, but right to the
audience) border of the scene. Or the circle may have been drawn to
indicate where il was safe to tear off the sixth scene without damaging the
litth one.

Although P32 came into the hands of an aficionado of transforma-
tions who was also a dignitary with apparent connections lo local official-
dom (belore it ended up in cave 17 and now in the Bibliothéque Nationale
of Francel. it doubtless started out - sans verses — as the property of a
transformation performer. As to what sort of people they were, we may
even have pictorial represeniations of a number of them. One of the most
common (and also one of the most puzzling) types of painting found at
Tun-huang is a portrait of a scruffy Central Asian itinerant wearing a

backpack with sets of scrolls in it. These ninth- tenth-century portraits (of
which there exist about a dozen) are usually identified as Hsiian-tsang
(Gna-614), the famous Chinese pilgrim whe went to India to retrieve
scriptures. Although the Tun-huang portraits of Central Asian itinerants

5L
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eventually — through a very convoluted process — did evclve inte the
commonly accepted iconographical form of Hsian-tsang, they cannot
themsetves possibly be meant to depict Hsiian-tsang for numerous reasons.
Among these are the obvious fact that the itinerants are patently not
Chinese and the fact that they are carrying sets of serolls instead of Indian
palm leal (i.e., flat) manuscripls. On the other hand, there is a substantial
amount of evidence that these figures may actually have represented
transformation storytellers. ™ One of the most compelling is that the Cenural
Asian itinerants are usually shown carrying several sets of lour, five, or six
scralls wrapped up in bundles. This is precisely the number of scrolls that
would have been required for the full performance of the “Transformalion
on the Subduing of Demons™ and is comparable to the number of sceolls
necessary for a wayang bébér performance. Since their repertoire would
probably have consisted of more than a single story, this would account for
their carrying several bundies of five or six scrolls.

Transformation performers would have been as ubiquitous in Central
Asia as par and similar performers in pre-modern [ndia, béinkelsingers in
eighteenth- and nineteenth-century Germany. Aemishibai in Japan before
World War II (there were tens of thousands), and all the other many kinds
of picture storytellers who once flourished throughout Eurasia. The
transformation performer was the equivalent of T'ang dynasty movies.

RELATIONSHIP TOOTHER ARTISTIC GENRLES

Sooner or later, the problem of whether or nat P52 should be
considered as a pien-hsiang 511
fronted. Pien-hsiang was a well-known genre of religious {imostly Buddhist,

(“transformation tableau™ must be con-

but also adopted by Taoists and others) art during the T ang period.™
Although pien-hsiang were widespread. there is no solid evidence that they
were regularly used for picture recitation. Indeed, the available evidence
indicates thal they were employed moare for purposes of devotion and
even, like mandalas. for meditation, Furthermore, there is abundant histori-

= Mair, “The Origins of an Teanographical Form of the Pilgrim Hstiar-tsany,” Lanz
Studies, | {1485}, pp. 20~ 1. plus 7 ppl. This view has been accepred and elaborated 1pon by
Jung Hsin-chiang 53 i1, Kuei-f chitn shif yen-chin: Tang-Sung shih-tai Tan-huang {-shik kav-so
| Stiedies on the History af the “Returning to Rightenusuess Army”| WE ST R — LIPS
AleE s ki (Shanghai: Shanghai ku-chi ch'u-pan-she, 1oy, p. o

¢t Muir, “Records of Transformation Tableaux | pien-hsiang.” P

—] &
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cal evidence that pien-Asiang were sponsored by wealthy patrons, both lay
and clerical. ' Contrarily, P52 ¢ originally belonged to a performer from
the lower classes, as did the whole tradition of oral-visual transformation
tales. Transformation texts were written and owned by individuals from a
bourgeois social stratum between the aristocratic sponsors of transformation
tubleanx and the poorer transformation picture storytellers.

In Tang Transformation Texts, | distinguished between two major
systems for demarcating the stages in the progression of a Buddhist nar-
rative, whether artistic or literary. One system is characterized by the use of
shih 1% (“the time when..™) and the other by the use of ' I (“the place
where..."). We may refer to shift as specifying the “narrative moment” when
something occurs and ¢f’e as specifving the “narrative locus” where some-
thing cccurs. Even though ¢’y ostensibly has a spatial function, in actual
practice as marking the progress of a narrative it too has a temporal effect.
Only stories told in the transformation tradition consisteatly utilize the
narrative marker ¢ in their formulaic language, whereas wall-paintings
and several other genres of popular Buddhist narrative found at Tun-huang
display a marked - almast exclusive — prelerence for the narrative marker
shif in their formulaic language or in the inscriptions of their cartouches.™
Genres which use shif as their narrative marker would appear to have a
closer affinity to textual and doctrinal sources, whereas those which use eh'

s Asidle from the materiabs presented in the article cited in the previous note, another
iem is directly pertinent te owr inve on — the *Lao-tu-ch’a tou-sheng pien-hsiang
{Raudviksa’s Contest for Authority[” T 5 H mentioned by the well-known Sunyg
perind art critic, Kuo Jo-hsii sl ks, fascicles + and 6 of his late- vith-c. Tu-hua chien-wen
chih | An Arcwent of Things Seen and Heard about Paintings] It LS. Painted on the walls of
the important Hsiang-kuo ssu (Kingdom-Protecting Monastery} =5 in the imperial
capital by noted atists. it is obviows that this was a thoroughly highbrow work of art.

w Mair, Tung Trangfnation Texts, pp. xvii, 1, 78, 80340 Akivama, feian Jidai sezokuga,
pp. pre—t; Li Yung-ning 2 ijcw and Tstai Wei-tCang 5[, “Hsiang-mo pien-wen’ yil
Tun-huang pi-hua chung te *Lao-tu-ch’a tou-shenyg pien’ (The Dunhuang Manuscripls
Vanquishing Mara and the Dunhuang Wural Raudrakia Combating Sariputra — Tncluding
Camparisons between the Manuseripts and the Inseriptions in Cave g of Mokaoku) [sic|
['Translfrmation Text on the Subiduing of Demons' and the *Transformation on Raudraksa’s
Contest of Supernatural Powers'|" {HEREE30Y st B by s A SRS SR i
‘Tunhuang wen-wu yen-chiv-so |Tun-huang Research I[nstitute] FOR YT AL, ed., rofy
nien o van-kuo Tan-huang hsiich-shu Uao-lui-Roei lun-wen-chi, Shif-K'u » i-shu pien (shang ti'e}
(Codlected Works on Dunhudangoingy Presented at the 1983 National Academic Symposium. Grotives .
Avth rai b EEARE R S A R 44 45l F I {Lanchow: Kansu Jen-min
chva-pan-she, 1g83), ppo 1go. 1yli-234 of pp. 165- 255, Wu Hong, “What Is Bianxiang %% fl[ ?
— On the Relationship between Dunhuang Art and Dunhuang Literature,” HFAS 521 { June,
gl ppe 177- Sy ol pp. 11 ey,
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as their narrative marker seem to be based more on illustrations and the ora]
tales that accompanied them. While s&ik is by nature more abstract, the
impact of ¢4'% is more immediate and visua! — it does not require the
inlermediary of a text.

Aside from their formulaic and structural differences, these two large
categories of Buddhist narrative at Tun-huang may be distinguished by
their socioreligious affiliations: in general, the shik (“time when...”) type
belonged to the religieux and their patrons, while the ¢4 '« “place where . ™
type belonged to the folk. Constructing and decorating a chapel, whether
inside a cave or in a building, was a costly undertaking; it inevitably called
for the best artists. artisans, and materials that money could buy. Pr‘eparinu'
a paper transformation scroll for the entertainment of the laity was a Ir)\:
budget item: the success of a transformation performance clep:ended more
on the talent of the storyteller than on the sumptucusness of his or her
scroll. So long as the pictures on the scroll were sufficiently suggestive and
animated, the rest could be left to the skill of the pecformer and the
imagination of the audience,

For the shik (*time when...”) type of narrative art, we not only have
the numerous wall-paintings and other types of high (by Tun-lhuzmcr
standards} artistry. many of them explicitly labeled with dozens of c;u'c:
touche inscriptions ending in skik (“time when...™, we also have access in
the Tun-huang manuseripts to numerous lists of “moments” to be incor-
porated in such narratives. For the ¢&'s {*place where...”) type of narrative
art, we have only P 524 Itis to be expected that the rale of survival would
have been hugely disproportionate: we are exceedingly fortunate to have
Py5uq atall™

For the reasons mentioned in the preceding four paragraphs and other
reasons given in the following paragraphs, 1 would be cautious about
veferring to P 4524 as a pien-hsiang. Instead, I would prefer to call it a
pien-chiian 3$4¢ (“wansformation scroll”), although this term has not yet
been attested from contemporary souces.

** Of course, there were other genres of folkish art {on scrolls, booklets, and other media)
at Tun-huang, such as the sets of pictures for the Sitra on the Ton Kings of Hell. These
hmvevcr.. are not narratives but apocryphal scriptures and texts providing doclriml‘
Efe()grapfl;:clxil. o(; ather types of instruction. The definitive study of the “sitra® on the L:':n

ings of hell an is pictures is that by Stephen F. Teiser, The Srr" y % 4
Making of Purgatory in Medicval Chinese Bﬁddhf.rm, Kureda [nsti:ﬁ?;resﬂ:{gjifef;;hé;gsi aﬂnfl.i?:
Buddhism ¢ (Horolule: U. of Hawaii P, 1044 .
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The builcling of Jetavana Garden and the contest of supernatural
powers between Sariputra and Raudraksa is one of the most frequently
depicted in Tun-huang wall-paintings. Indeed, it occurs nineteen times on
wall-paintings in caves of the Tun-huang area at Mo-kao-k’u 54N
(*Caves of Unexcelled Height™), Hsi Ch'ien-fo Tung 8- #ifil (“Western
Caves of the Thousand Buddhas”), and Yii-lin-k'u fi#E£% (“Elm Grove
Caves™), also called Wan-fo Hsia /17 {82 (“Cliffs of the Ten Thousand
Buddhas™) at An-hsi % 75.* The oldest of these wall paintings is in cave 10
of the Western Caves of the Thousand Buddhas and dates from the
mid-sixth century or slightly earlier. The next wall-painting after that which
depicts the magic competition between Sariputra and Raudréksa is to be
found in Ma-kao-k'u cave number 335 (Pelliot number 1g) and dates to
sumetime before 686, Throughout the latter part of the ninth century and
up to the end of the tenth century. wall-paintings depicting the magic
competition were amang the most popular of all subjects to be portrayed in
the Buddhist caves of the Tun-huang area.

Within the larger framework of the legend about the construction of
the Jetavana monsastery garden, the magic conlest is indisputably the
favorite segment. Within that segment. the scene of Sariputra's gale
uprooting Raudraksa’s tree which reached to heaven was the most beloved
of Tun-huang painters, particularly during the late ninth and tenth cen-
turies when depictions of it became even more fantastic than thev had been
before. The rest of the story is barely or minimally touched upon in the
wall-paintings, yet the contest constitutes only approximately one-fifth of
the entire narrative as it is related in the SW¥ and less than a fifth of the
wransformaltion text. The tree/wind scene counts for but one-sixth of the
magic contest, hence but one-thirtieth of the entire tale.

The contest of supernatural powers between Sariputra and Raudriksa
is undeniably the most exciting episode of the stary, the one which would
serve best (o caplure the attention of listeners and viewers. Throughout the
heyday of Buddhism in Tun-huang. up to around the end of the tenth
cenlury, the wall-paintings of the contest grew increasingly elabarate and
imaginative. Much clever energy was expended in showing how pathetical-
ly humorous, indeed ridiculous, the heretics were in defeat. The Tun-huang

i For lists, see Akivama, Heian jidai seigokuga. p. p3d: Liand Ts'ai, “*Hsiang-ma pien-

-
wer, | 1T
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wall-paintings of this scene are full of small details around their edges, some
of which are barely alluded to in the transformation text or not mentioned
at all.

In striking contrast to the ornate and exquisile wall-paintings of the
ninth and tenth centuries, the composition of the illustrated scroll is
decidedly simple, one is tempted to say more primitive. What is more, the
illustrated scroll is merely the visual component of an cral-visual narrative
tradition. Without the oral prosimetric transformation tale that it was
designed Lo accompany. the illustrated scroll somehow, though suggestive,
remains strangely silent. (Together, the oral and visual components of a
transformation performance - like a chemical reaction — could be as elec-
trifying an experience as any available to T'ang and Five Dynasties audien-
ces.) The wall-paintings, on the other hand, are designed to hold their
audience through a combination of artistic ingenuity and painterly skill.
They are a type of religious art that was designed for the purpose of con-
templation and devalion,

There exists irrefutable proal of the tremendous forethought and high
artistry that went into the making of the Tun-huang wall-paintings of the
contest between Sa‘lriputra and Raudriksa. Also to be found in the Pelliot
collection {catalogue number rzyy) are sketches of figures that were
directly incorporated into specific scenes of identifiable wall-paintings at
Tun-huang. For example, the ailuring postures of the beautiful women in
the heretics’ camp as they are being buffeted by the wind, even down to
the angles of their arms and their long sleeves which extend from them, are
replicated in certain caves {especially Mo-kao-k'u cave 1906, dated Ngu-
844} at Tun-huang.™' The skeiches, which date from the late eighth century
or the Tirst half of the ninth century curing the Tibetan oecupation of
Tun-huang {787-88}, are superb drawings in their own right. They are of
an wholly different order of artistry than that which went into the making
of P1524. Conversely, ather details enable us to affirm that P 1204 is not in

 See Akiyama, “Hakubya funbon,”™ for a thovough description and discussion of the
sketehes on P1egnss also available in Jao Tsung-yi, Pierve Ryckmans. and Faul Demiéville,
Feimtures wonochromes de Dunhuang | funhuang Bathuy). Leole francaise ' Extéme-Oricnt.
Ménteire archéologique 14 [Paris: Ecole Frangaise d'Extreme-Orient, 1178), ppl -5
fromispiece. Portions of this seroll are also reproduced in Jarrige and Akivama, eds., Sk
Bijutsu. figs. i~ 34. For o study ol the sketches of the contest between Sariputra and
Raudriksa, tagether with their relationship to various wall-paintings at Tun-huang, see Sarah
Fraser’s chapter in the lorthcoming volume on Tun-huang illustratec manusc‘i'ipts in the
Bibliathéque Nationaie edited by Jean-Pieree Drege,
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the same tradition as that of illustrated transformation scroll {e.g., the
sturdier and more complex quadrangular wooden bell and drum frames of
the former as compared with the simple triangular frames of Lhe latter}.

A fine ninth-century painting from Tun-huang done in ink and colors
on silk and preserved in the British Museum is Stein no. 6 {Ch. Iv. ooe).™
Although fragmentary. enough of the painting survives to indicate that this
was once part of another format for the depiction of the contest of wransfor-
mational manifestations between Se‘u'iputra and Raudraksa. namely, a set of
silk hanging-scrolls. The inscriptions in the cartouches are badly damaged,
but there is no doubt that this painting belongs te the narrative tradition
which focused on “moments” rather than on “loci”™: *...precious flowers
with thousands of petals were growing in the pond...” ACiltep 415 [H]
{l:: “the moment when the {Six Heterodax Masters| were bowled over...”
i 5Y1E: “the moment when they beat their breasts and called out loud—_
ly.." b {?:IHE'*IJ FoE Y elc. The high guality, non-linear arrangement of
scenes, and narrative technique ali link this painting with that of the
wall-paintings in the Buddhist caves at Tun-huang. Nonetheless, the
iconographical similarities between this excellent painting on silk and the
mare folkish and at times crude illustrated paper scroll (Pyse ). for ex-
ample, the resemblances between the elephant portrayed in both (lotus
stem held in trunk, representation of the six tusks. position of the legs.
etc.l. ™ assure us that there was plentiful borrowing amonyg the various types
of paintings at Tun-huang which presented the contest of transformational
manifestations between Sﬁriputra and Raudriksa.

Thus, iconographically and in terms of narrative content. all of the
painting genres that portray the celebrated contest of supernatural power
are related. Yet there remains a visible difference in the painterly quality of
the more elegant wall-paintings, sketches for the wall-paintings, and pain-
tings on silk in comparison with the cruder illustrated scroll which belongs to

a lower social stratum: art of the potentates versus arl of the people.

+ Roderick Whitheld, Saiiki bijuisu (The Avt of Central Asia) YU b L S, o vols, {Tokyo:
Kodansha, 1g8z—19%3] 1, color pl. 215 notes on p. ;313.

W Various details attest that the borrowing among these various painting genres was not
direct copying. For example, the shapes of the ears of the elephant on P52y :m.d. the
elephant on the fine silk painting are noticeably different, the stems of their lotus blussoms
twist in different directions, and so forth.
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RELATIONSHIP TO TRANSFORMATION TEXTS

Pi524 is intimately related to a written Buddhist popular narrative
that was also discovered at Tun-huang. This is the *Transformation Text on
the Subduing of Demons” (Hriang mo pien-wen FRTESE )Y already referred
to several times above. This transformation text is nat to be confused with
“The Destruction of the Transformations of Demons™ { Pla mo pien [f; 55
which is preserved on P2187. “The Destruction of the Transformatim; ol
Demans™ belongs to an entirely different literary genre and tells a com-
pletely different story than that which is related in the *Transformation
Tvt;rxt an the Subduing of Demons”™ and on P 52 4. Before coming te grips
wuh_ the exact nature of the relationship betw‘een the il|Llstratedatra1;sfr>1'-
mation seroll and the “Transformation Text on the Subduing of Demeons,”
we must first become briefly acquainted with the form and histm‘icz‘ll
significance of the genre to which the latter belongs.

For two main reasons, Pien-wen %5 (“transformation texts™) and, to a
lesser extent, several related popular Buddhist literary genres preserved
among the Tun-huang manuscripts {e.g., yian-ch'i #5 L, “ciccumstances”™ or
“causal/karmic origins”; and ckiang—ch:’ng-wm RIS, “sulra lecture texts”)
zllre of extraordinary importance in the history of Chinese language anﬂ
literature: they are the earliest extended vernacular {actually se;ni-ver—
nacular] texts and they are similarly the earliest prosimetric J{alterna[ing
between prose and verse) narratives.™ After their appearancé, the clirecliuln

- ‘_ TI':n#&itedimIo II:‘ngtish by Mair in Tun-huang Popular Narratives, pp. -;1-8, notes on pp.
Jé‘f‘_‘q] :n, Irii::symei_m::japanese by ]ri'vla Yoshitaka A5 f ) iwith Matsue Yoshiki [50¢
pabl) in try: B?Iiklt?l ;. Fl:&ruta _Kazuhlrg I‘}D_[JFIEJH., and Ando Temonobu “40f
vans and eds. 4 70 bungaku sha ICfn‘a‘ea‘mn of Buddhist Literature JIhF0 00
Hgibon;[11i:|lj—5‘-‘{[ ei [Chinese Classical I,i{.erature Series| oFi 4] &7
' F.’fu[;il a.nd fi\]’ii:q.':;;; 5&;3;'-,0;_211]1?%9\( Fl_lll;l.l_l FFn;imasa iBunga) i3 HE 2 fE, Mo Yuria
- i — T gin - i i Feoshiki, trans
anel cdsl:, Qag}'r.i b:ft{r:rlﬁfabdymm Buddhist ?é;“;n J\Ijﬁll[rtfﬂFngl}.ﬁflo?::ad [\T :S:i:;?l[sglllr:n'[:i:;
J;llf:rghiﬁﬁi'lelifl ZT"LJ(.rﬂ ‘g‘()kynz Chio ]f()rop sha, 1gg2) ro,p .c;i—j;)_ noles on pp. 4 {:,:; L
,yfﬁm.,‘mm; ;r;.an;;’m _ang:'rChur:?r-._rnl.l‘_t..t:};_'Ii:l'('; et al., eds., Ten-huang picn-wen chi | Collection
i -_)g : ‘r:fmtmu c»:rff] ;U"::_ R u:'-.\z vols. [Peking: Jen-min wen-hsiieh ch’u-pan-
[.Mlo();';’};'fu;‘ CPoF;!ec: I"“SI-I}P an Ch'ung-kuei i'ur_iﬁﬂi‘_. ed., Tan-huang picn-wen chi hsin-shu
Chung-kua wen-hualﬂ!—:{ﬂeré!;ﬁfé f::-ﬁ;;’:;m?” Text] ff”-" WA 2 vols, {Taipei:
: ! i ta ¢ . - -chiu-se, tgRg- 198 ¢] 1, pp. oy—y3 anno-
l-lli:l ﬁ:l;ess:hte;(l_ls g;\:[?n in Hsiang Ch'u, Tn-huang pien-wen }-r.'m'}an.-dxf.ppp. |}‘i{:37f}:1 e
many Sepameo alsuTq.- IIL;n-.hElang popul.ar literature throughout the world stilt Joosél_v lump
piomoen Do sglfl ,‘ ll-l’;‘l ary genres dls_covered at Tur-huang under the broad categary of
these nresPeWh‘l g (f’!ﬂ t etrlfurm, I'un::hon. a%nd content, [ make & sharp distinction 'among
ge . ile chiang-ching-wen, yitan-ch %, and similar Tun-huang literary genres are of
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of development in Chinese language and literalure was permanently
altered.

To comprehend the meaning of the term pien-wen (“transformation
text™, it is helpful to realize that pien is a shortened form of shen-pien apaE
{Sanskrit pratifdrva, rddhi, vikurvana, nirmana, etc.), i.e., “spiritual transfor-
mation.” A pien-wen, then, is fundamentally a text about manifestations and
conjurations. ™ Tn this sense, the “Transformation Text an the Subduing of
Demons™ is the quintessential transformation text because it is about the
repeated production of such transformational manifestations by two
apposing sides.

As we have seen in the preceding discussion, the verses on the verso of
Py52 are close, but far from identical, to the corresponding verse porlions
of the transformation text.' It is obvious that the illustrated scroll and the
transformation lext were intimately related. but the precise nature of that
relationship has been the subject of much speculation. After careful analysis
of the physical features of the scroll together with the conteni and
placement of the the inscription and the verses on the verso, we now know
that the latter were originally nol part of the scroll at all. Therefore, the

utmest significance for the study of popular religious literature, language, society, and
culture duting the T'ang and Five Dynasties periods, they are not as erucial as pien-wen for
the history of Chinese literatuve in general for the following reasons: 1. they deal strictly with
religious themes, wheveas fiea-wen also treat secular themes, 2. pictures are nol an essential
feature of Lthese gonces whereas pien-wen, by its very nature. integrales the verbal and
pictorial components of the pral-visual tradition of performing arts in China, 4.
chiang-ching-wen. viian-ch 'l cte. weve the property {the “stock-in-trace,” as it were] ol monks
wha emploved them in the context of religious services, whercas plen-wen were customarily
told by lay performers outside of monastic seutings. . the doctrinal and seriptural {especially
in che case of chigng-ching-iwen] aspects ol these genres receive relatively greater emphasis
than the narrative per s¢ whereis in pien-wen the opposite s true. The performative contexts
and socio-religious significance of yien-chi and closely linked genres are being intensively
investigated by Neil Schmid, a Ph.D. smdent at the University of Pennsylvania. while Daniel
Cohen, another graduate student there, is writing a dissertation which will do the sume for
chiang-ching-wen. Fov a deseription of piea-ween and an assessment of its relationship to other
genres af popular literature discovered at Tun-huany, see Hua-wen Pai, *What [s ‘Pien-wen’
Gy 47 teans. and annot. Victor H Mair, A7AS p2 {December, 195 (), pp. 494511 Fora
survey of recent studies on Tun-huang popular literature, see Mair, “Chinese Popular
Litevature from Tun-huang: The State of the Field (1980-1on0)” in Alfredo Cadonna, ed.,
Turfan and Tun-huang, the 7%.\:!3: Enconnier of Civilizations on the Sitk Route, Orientalia Venetiana
 {Florence: Leo S. Olschki, 19y2). pp. 171-240.

* After becoming secularized, the pisi {*supernatural/spiritual translarmation|al manifes-
tation]™) of pien-wwen came to mean “marvelous happening{s)” and then simply “extraordinary
event{s).”

 Compare the translations given here with thase in Mair, Tun-huang Popular Narrativts, p-
75, lines 16515-tliyo (scene t), pp. 7i-77, 1L 1671~ L6588 (scene 2, p. 78, 1L t7en-r7gH
{scene ), p. S0, I t7yo-18a7 {scene 1), p. B L 18 —1bsh {scene 3).
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assertion that they were intended for reference by the {almosl cerlainly
illiterate) transformation performer is fallacious.

The usual explanation for the raison d'étre of transformation texts is
that either they were the scripts {prompt-books) for the performers or the
record of their performances. Let us duly consider these assertions. If the
only known transformation scroll in existence (P.432.4) originally lacked the
verses (much less the prose portions} of the narrative where they would
have been most easily consulted (viz., on the verso of the scroll itself), it is
still less likely that the peformer {again, in all likelihood illiterate) would
have felt the need or taken the Lime to refer to the full prosimetric written
transformation lext during his/her performance. Hence, we may safely
reject the old claim {a claim which still has its fervent adhevents) that
transformation texts were prompt-books or scripts for transformation
performers.

[t is not so easy lo dispose of the equally common assertion that
transformation texts were the records of transformation performances. [t is
both obvious and irrefutable that transformation texts share an intimate
affinity with transformation performances: the hallmarks ol derivation from
or simulation of prasimetric picture recitation are to be found everywhere
in them. We must be skeptical. however, when it comes to the claim that a
given transformation text was some sort of stenagraphic transcription of a
specific transformation performance. From colophons on the transforma-
tion texts themselves and other documentary evidence to be found among
the Tun-huang manuscripts, we know that the bulk of the dalable extant
transformation texts were copied by lay students during the latter part of
the T'ang and the Five Dynasties periods, yet transformation performances
were already going on by the mid-T’ang or earlier. Therefore, at least the
later transformation texts represent the work of aficionado-scribes, not
records based on simultaneous transcriptions of performances or records
made immediately after original performances. Furthermore, the existence
of multiple copies of several of the transformation texts, the nature of the
orthographical errors in them, and various notations on the scrolls all verify
that the scribes were often copying from each other. In other words,
Tun-huang transformation texts by and large belong to a local written
tradition that existed apart from and was not directly dependent on specific
individual transformation performances. Finally, linguistically transforma-
tion texts are written in a semi-vernacular semi-classical style that is actually

40

SARIFUTRA DEFEATS HETFERODOX MASTERS

more classical than vernacular. A truly verbatim rendering of a translation
tale would have contained (ar more vernacular elements and far fewer
classical elements: if nol, it could never have been understood by common
peuple who constituted its primary auditors. The vernacular elements of
transformation texts, which are so remarkable because they stand in such
stark contrast to the basically literary matrix in which they are embedded, §
view as vestiges of what surely were thoroughly vernacular performances.
Neither the prompt-book claim nor the record-of-performance asser-
tion is a satisfactory and sufficient explanation far the existence of written
transformation texts, since they are not born out by the historical evidence
or by the evidence of the texts themselves. We must accept the transforma-
tion texts simply for what they are: exemplars of a genre of written {one
cannot stress “written” too heavily) popular literature that had its roots in
an oral-visual performance tradition. As for the oral-visual tradition itself,
only Pys24 gels us close to the aclual moment of performance. It is
supremely ironic that even this suf generis illustrated transformation scroli,
miraculously preserved among the Tun-huang manuscripts, was retroactive-
ly coopted by the strong tradition of writing in China when the verses were
added Lo il. At that moment, its capacity for illuminating the true nature of
the folk orai-visual performance tradition of the mid-T ang period was very

nearly destroved.

ANOTHER GENRLE, ANOTHER TRADITION

We have already observed that P 524 was not the only type of
pictorial genre that presented the contest of magical transformations
between Sa’lriputm and Raudriksa. Nor was the translormation text the
only literary genre at Tun-huang which related the legend of the building
ol the Jetavana vifdra. P21y and P78 (contains lines jo—qo of Peyyy)
are two manuscripts of an unusual work entitted Ch' yitan yin-yu chi AL R
111 i { Record of the Origins of the Jetavana Garden) or Ch'i yuan U'u chi Rthe] e
il [ Record of Scheming for (?) the Jetavana Garden]. This is a very interesting
lext, but one whose study is fraught with numerous difficulties. First and
foremost is the problem of the titles which appear on the manuscript. Bolh
the head title and the end title are written faintly in red ink and can only be
deciphered with the aid of infrared photography. Akiyama has read them
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as given above.”' Because of the sinograph % in the end title, Akiyama
assumes that the text was used in connection with the explanation of
pictures about the building of the Jetavana vikara. Yet there is no evidence
in the text itself that it has anything to do with pictures. Furthermore, it is
possible to interpret % in the end title as either “scheming” or “measuring.”
Indeed, the graph is used within the text itself to mean “planning/aiming
for” { Tun-huang pien-wen chi, p. 407 . line 3) which is precisely what Anatha-
pindika does to obtain the garden from Prince Jeta. In the SWF version of
the story { Taishé Tripitaka [200] 4.4200.26), £u is used to express the idea
of “measuring” the »ihdra. Other factors render both of the titles suspicious.
Not anly are they written in different ink, they are also written in a dif-
ferent, inferior hand. There can be little doubt that they were added to the
scroll by someone other than the original scribe after the “Record™ was
composed and are therefore not to be taken as integral to the text. This
suspicion is confirmed by their placement on the scroll and the phrases
which accompany them. The head title strays off to the right of the text
and is followed by these words: i-shang huang chif net O L # S {“the a-
bove is within the yellow paper”). While the intent of this phrase is not fully
comprehensible, it indicates a sense of detachment from the text itself.
Similarly, the end title is squeezed in interlinearly between the last two lines
and is preceded by i-shang T (“the above [is]”} which makes better sense
than the phrase which follows the head title. Nonetheless, it still leaves one
with the feeling that the title is somehow detached from the “Record” itself.
Setting aside the highly problematic front and end titles, what is most
curious about this “Recard” is that it is unmistakably based on scriptural
accounts of the legend (see the section on “Sources” above] in which there
are only four rounds in the conlest of supernatural transformations. As
recounted by the “Record,” the order of the scenes in the contest is: 1. tree
vs. wind, 2. pond vs. elephant, 3. dragon vs. golden-winged garuda, |
resurrected corpse (Skt. vetdla, Pali bhita-vifja) vs. Sariputra’s spiritual power.
Both the order and the content of the four scenes are the same as those in
the Mahd-sammata-sitra and the Malasarvastividavinayasanghabhedakavastu
accounts of the contest, but the language and the style of this text are
rather independent of the canonical sources. Furthermore, certain telling
details suggest that the author of this “Record” also must have consulted or

W Akiyama, Heian jidai seizphuga, pp. 434-%5-
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otherwise been influenced by the SWF version of the story. For example,
the heretics’ dragon is deseribed thus: “some say it had seven heads, some
say it had ten,” the latter number being given in the SWF and the former
number in the Mahd-sammata-sitra and in the Milasarvastivddavinayasangha-
phedakavastu. P 1521 and the transformalion text, in striking contrast, make
no mention of the dragon having multiple heads. The general tenior of the
“Record” is somewhat pedantic; it is replete with historical notes and
scholarly glosses on terms. My impression is that it belonged to a fairly
Jearned monk who used il in his sermons. The fact that it is written in
classical prose with only a few vernacular elements also further separates it
from the transformation text. Although the “Record” undeniably coexisted
with the transformation tale (both in the form of the illustrated scroll and as
a written prosimetric text) at Tun-huang, it obviously belongs Lo an entirely

different socioreligipus tradition.

IMPLICATIONS FOR THE
HISTORY OF CHINESE LITERATURE

Much Chinese folk and popular literature has perished aver the
centuries due to the virtually complete neglect (and often active repression)
of the literati. Largely to the extent that it survived in libraries outside of
China and is now being archeologically or otherwise recovered from the
deserts surrounding China and at unexpected locations within China have
we been able to reconstruct Lhe lineaments of pre-modern folk and popular
literature. Since folk and papular culture was the culture of the majority.
studving it is ipse facto valuable, but learning more about folk and popular
culture also helps us to understand better the elite culture of China because
the former ceaseslessly nourished and enriched the latter, even while the
latter attempted to suppress the [ormer.

Chinese and foreign scholars of Chinese literature alike have lamented
that China allegedly bad no epics. There undoubtedly were epics in China,
but as epics the world over were oniginally transmitted orally by bards
(often blind and usually illiterate or preliterate, witness Homer, the
prolotypical epic bard}, they were not likely to be perpeluated by the
fiercely textuaily-minded Chinese literati. In contrast, India was the land of
countless epics, the massive Makdbhdrata and Ramdyana being only the two
that are best known. P52y, in this sense, is a collateral offspring of the
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Indian epic impulse that spread across Asia (in this case along with popular
Buddhism}, an impulse whose main thrust was effectively repulsed at the
cultural borders of China — but not entirely (the Ramdyana did sneak
through in a much diluted and much disguised mini-version!).'¢
Chinese elite culture evinced a persistent bias against the spoken word

in favor of the written text. In India, just the opposile was true. This
repeatedly led to awkward situations where Indian Buddhist masters of
vartous scriptures who came to China would sorely disappoint their hosts
because they brought no written texts with them: the tengthy, memorized
scriptures existed only in their minds."* In the great gulf that existed bot-

ween India and China, Central Asia was the transitionai ground where

what was Indic became Sinitic, where what was oral tonk on written form.

P52y was created in the multicultural, multiethnic mixing bowl that was

Central Asia. To comprehend the significance of this illustrated scroll and les
implicalions for the history of Chinese literature, it is ntecessary (o grasp the
reality of its place of production. Central Asia {vaguely referred Lo as Hisi-yii
ik, “The Western Regions,” by the Chinese) was the arena in which
India and China met and mingied. During the early medieval period, this
Sino-Indian dialogue was carried out chiefly through the auspices of
Buddhism and with the assistance of Tokharians, Sogdi
Tibetans, Uighurs, and other peoples.

Pt524 was undoubtediy a scroll designed and created for use during

actuzal performance in Tun-huang, which lay at the eastern edge of Central

Asia and at the western extremity of the long Kansu Corridor le
the central pl

ans, Khotanese,

ading (o
ains of China. It is the sole transformation performance scroll
that has survived the ravages of time and man. Consequently, P52y is
precious beyond calculation because, together with comparative material
from other Indian-influenced picture storytelling traditions, it gives us a
good idea of what this flourishing genre must have been like in actual
practice.

Coming from the other direction {viz., from China in the east], we can
only dimly perceive the outlines of the oral-visual world of transformation
tales as it has been perpetuated in book form. There we find genres such as

¢ Mair, “Suen Wu-kung =
the Secand International Conj%
1R, pp. G50 75

*t Tanya Storch, “Chinese Buddhist Histn
(March, 14u2). 115 pages.

Hanumat? The Pragress of a Scholarly Debate.” Proceedings of
remie on Stnology, Section on Literature (Taipei: Academia Sinica,

tiography and Grality," Sine-Batonic FPapers w7
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ping-hua ¥~ / plah (“expositary / plain tale™} a.nd many otherhtypes Zlf
illustrated narrative and dramatic texts in which pictures occupy the upp
portion of the page {usually approximately one third). Th?se scenes su‘ung
out across the tops of the pages ol such Chinese popular hleriitry gencrlibl ar‘i
essentially transformation scrolls uncolled and printed out in wo<‘1 I}i:t
cuts. Thefscencs are presented one at a time and with Lhe appropru{ler::e
written below instead of on the back as with P 3544, thus rem‘ov‘m‘s‘_, e
illustrations a step further away from the public work.{ of ente;taf:r:i?f:he
where the performer sits or stands before his/.her audience a:: hl-l:“/hep
coom of the private reader who confronts the llluslralec,l. tej;t y‘ lalwinr
sell. Despite the changed circumstances, genres such as P mi— la alleer rirdez
memory of the imporiance ol the oral-visual [radfllc.Jn that undery rdec
them. IJf we want to comprehend pling-hua ;.md similar genr}t:s, ‘::eord "
come to grips with the primacy of the iliustrations and the spoken
ir ionary background."

thet ;:rlfc:z:?snofy(jhinefe folk and popular liler&.:l.tl:ltl'f ;:.we a greal[‘de{‘t;t :Vohi
few exceptional editors like Feng Meng-lung r','.!-}"%z"rlt-"._ (.lﬁjh:{; )Je;n o
published many tales and much lore that would otherwise ; o been o
forever. This was usually done pseudo;lymousli/ thcsa:;srtize; e b/y
regarded as disreputable occtlpa[{nn,' n one o - A

' i “Change Tao-ling ch'i shih Chao Sheng” [“Chang -ling
gz:il Ei;it::tjlrfff;t}; lCél’mo Shengg”] W Al e there. is aln e;;:icr):j
which is unmistakably based upon th; c;mles; of tr???rl;mz:sgn:; TTaoist
tations between Saripulra and Raudriksa. uper. icially, | -,‘

Tapist sources for the story include this EPISO-de, n'or
?:)tr:c:rl::l:tu‘:\?lgozill}::afon why they should becags;& the episode ISOC:‘LIKI}::
extraneous ‘o the plot. Where, then, did Feng get it* Becauset:a:fnomml
details and sequencing of the episode are far renToved f;om e_m‘ romer!
sources of the legend, including that in tr}llﬂi SW;:‘: 1tl:)o:13igs$t;|:a;t Zismnce

i episode from them. There is a .
:]ezttviee:gl?z:;i if‘:aisic]?n of the contest and that in the “Transformation Text

i inese literature; see Teng Tranghrmation
X a6 his for medieval Chinese literature; sec . io
Te e al'}‘ildijrﬁefﬂ;:réa?u rI’{Iu::h and her colleagues z\buncéunt? cnnﬁn:n]:léh; :lcl htI
e on ¢ i jeval e literuture. See, lor example, s
i : isual and oral in medieval Japanes At >
:‘mp{ill'talﬁt‘!]l?li th:;r\:!:;::l ?fl:e l\:‘][:Lking of a National L,neralur.e. tr_u]ohn ‘W; Hall z;n::: '_['nl}:: a
Mke llfv E:nds jgbpaw in the Muromachi Age (Berkeley: U. of California P., ?3\{1] \p%. a‘ié}o :n(_);m
Ti\l?blr:‘mc.‘[ts of Ku-chin hsiav-shuo | Steries from Yesterday ::.:t]d T_?)day] AR
as Yi sh:'f: rm.'ng‘yen | ustrious Words to Insiruct the Warld]| Vit fitH ] 5.
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on the Subduing of Demons” and, in any event, Feng would not have had
direct access to the latter. Rather, what seems to have happened is that the
oral-visual tale which began {for the Chinese} in Central Asia kept on
evolving afler the apparent demise of the T'ang and Five Dynasties periods
transformation text and that Feng acquired it at an advanced stage of
development. Recognizing it as “a good read,” he ingeniously grafted it
onio his otherwise whally Taoist tale.'*

Starting from around the same time when Feng Meng-lung was active
during the late-Ming and continuing into the Ch'ing period. pae-chian %'V {_T
(*precious scrolls”) flourished in China. They were among the prosinu;t-ric
progeny of transformation texts. Many of them were illustrated in the
manner of the printed p'ing-hua described above. Contemporane- ous
accounts (e.g.. in the novel Chin Ping Mei il Gold Vase Plum} of pao-ch-
ian being delivered orally before small groups of women b\; AunNs are
available. Even after the depradations of the Great Proletariz;n Cultural
Revolution and innumerable other official and semi-official mdignities. in
the mid-eighties, I stumbled upon a living tradition of pas-chian performan-
ces Lhat had retreated into the remote foothills of the mountains lining the
Kansu Corridor, not far from the birthplace of Py524. The police would
arrest the performers if they ventured into the larger cities and sometimes
even searched for them out in the hills.

Historians of Chinese literature are prone to accept, as an article of
faith, the priority of the written word over the spoken word. Whenever a
tale exists in China in both written and spoken versions, the assumption is
almost automatically made that it filtered down from the literate levels of
society to the illiterate society. Similarly, historians of Chinese narrative
tend to acdopt the view that, where there exist both artistic and textual
versions of the same narrative, the textual version is prior. Both of these
governing assumptions about narrative reflect a literati bias that has existed
since at least the Western Han period more than two thousand years ago
F’»ecause of the extreme veneration for the sinographs and for texts wrilten.
in them, there was {and still is) a perennial downplaying of the oral-visual in
favor of the written-textual. ’

th';»]al:lt:_ a c_umple_l:e jranslation o_f the episode, discussion, and references to previous

.w , A 5 [;p;i:;:z f!‘[rau. 'Il;ransformatmn Performances, The fHeart Sitra, and The Fourney to t:’:‘z
et uddho-Tacist Potpourri Presented 1o th io ind," i

coming Festsedrifi for Professor Liu Ts'un-yan, ® Hall of Harmonious Wind " in a forth
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{1 China, archeologically recovered narrative art is frequently deemed
unvalidated until a texlual source is discovered to account for it; this is a
trap into which art historians themselves are somelimes prey to fall. I wouled
like to turn this unfortunate paradigm on its head and point out that not
{like all art} have a language of its own, but as often

only does narralive art
tanding ol

as not narralive art may provide essential clues to the unders

atherwise opaque and unsubstantiated narvative texts.
Admittedly, the interplay hetween the oral-visual and the written is

exceedingly complex, and it often happened that after the establishment of

written texts of various scriptures they. in turn, influenced future oral-visual

accounts. What T wish to emphasize here is that the importance of the
oral-visual realm in the initial creation of narratives and scriptures is often
entirely overlooked in the all-consuming search for textual sources.

There were many foci of narrative creativity in China, both among the
educated elite and the illiterate folk. This study of P 4524 demonstrates the
existence and importance of centers of creativity that have aften been

overlooked and even, in some cases, denounced.

CONCLUSION

The legend of the building of Jetavana vitdra {especially the contest of
supernalural ransformations between Sariputra and Raudraksa) was much
appreciated at all levels of society in the Tun-huang area. It was depicted
dozens of times in sketches, in wall-paintings. and on silk hanging-scrolls; it
was written about in canomnical scripture, in monkish prose accounts. and in
prosimetric transformation texts. OFf all these forms of the legend that have
come down to us over a thousand years, none reveals maore about the life
and culture of the masses of China during the Tang and Five Dynasties
periods than P.y524.

The verses written on the back of this illustrated scroll, in effect,
symbolize an attempt to capiure {and hence, in effect, to control) the
oral-visual cultural tradition by the realm of writing. {See the last paragraph
of the section entitled “Relationship to Transformation Texts” above.)
Judging from the historical record, unruly and unpredictable transformation
performances eventually died out under aggressive government pressure —
but that is only what the historical record tells us. The descendants of
transformation tales and scrolls survived underground and continued to
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infuse Chinese cultiure with excitement and imagination. Above ground,
they lived on in the guise of p'ing-hua, pao-chian, and other types of il-
lustrated popular literature. To be sure, their legacy wis maintained in the
entire prosimetric tradition of performing arts, from chu-kung-tino M B
{*medleys”) to shadow and puppet plays to fiction and drama.'” P (52 is
an encapsulization of hard evidence that informs us whence this mighty
river of popular literature flowed: from the Indian oral-visual fountainhead
of Buddhist narrative, through the polyglottic sands of Central Asia, and
into the heartland of the Chinese wrilten world.

APPENDIX ONE: Dating and Chronology

Although P52 carries no date, it is pessible (o determine the rough
outlines of the history of the scroll. A briel chronclogy of a few dates pertinent o
Pisoyis as follows:

443

The primarily [ndian stories of the Sitra of the Wise and the Foolish. including “Sud-
ta Raises a Monastery.” are heard by cight Chinese monks in Khotan and brougi
back to Liang-chou [in Kansu, the far northwest of China} lor translation.

Sixth Century

Around the middle of this century, the coulest of transformational manifestations
between Siriputra and Raudriksa is first depi-crcd on a wall-painting in the
Tun-huang area {cave 10 of the Weslern Caves of the Thousand Buddhas}.

Before 748

Creation of the prototype illustrated seroll upon which P32 was modelled.

745-40
The “Transformation on the Subduing of Demons™ is composed sometime be-
tween June 14, 748 and july 23, 740"

Late-Sth c. to first half of yth c.

Drawing of Pi2gy — fine sketches ol figures for incorporation in Tun-huang
wall-paintings of the contest between Sariputra and Raudraksa.

7 Mair, “Contributions.”

*# From internal evidence, we know that the “Translormation [Text} on the Subduing of
Demons” was alnost certainly originally composed sometime between June 14, 7 5. and
July 23, 740. See Mair, Tun-huang Popular Narratives, pp. 10=11, 43, and Pang Transfarmation
Texts, p. 4. Therefore, an illustrated transformation scroll upen which it was based and from
which P 32| was descended must have existed from at least that time, il not before.
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Afier 818
Pyse painled subseguent o Chang I-ch’ae's retaking of Tun-huang from the
Tibetans.

gth-10th ¢
Portraits of Central Asian itinerants who may be transformation performers.

Late gth-108 ¢ ‘
Copving of lhe extant manuseripls of the “Transformation [Text] on the Sub-

duing of Demons.” Akiyama'™ dates Pylic3 to e Bgo-c. you.

a;o _ _ ‘

[n the eighth month of this year, Ma Wen-pin writes a leiter and a poem
expressing his admiration {or Buddhist art of the sort depicted on Pz
Around the same time, he is involved in the upkeep of the cave temples at
Tun-huang.

Late- 1o ik to Early- 1 1th ¢, . .
Wriling of the inverted inscription at the beginning of P52 1 tearing off o lhe
axth seene: timming of the wp and bottom of the remaining portion ol the
seroll: addition of the verses an the recto.

16150 .
I i T cripls are sei cave 7 of
Not long after this date, the [un-huang manuscripts are sealed up in 7

the Crotoes of Unsurpassed Height.

FNQO— L0 »
“Taoist™ Wang Yian-lu LAl f ( 1i1]§) discovers the Tun-huang manuscripts.
AU ang Tl

10j0S _
Paul Pelliol takes Pyq2 1 to Paris for preservation.

APPENDIX TWO: Physical Characteristics

I |52 measures 2y.1 Cm high by 57¢.3 em long (_approlxii\afl}-'tst;;
ta/ 1l inches by 1l feetl 5 inches). The scrlull pl'esent_ly cunsls?? tl'){'{‘I 2 i,;i,ﬂ.n
paper pasted together o form a single strip. Therelm no c_ouea ion esn
sheets and scencs, inasmuch as the scenes are pa.mlttd _W|th0ut. concern .m
where (he sheets of paper are joined. Frequently a seam is situated in snc‘h a w.;.)y
that it passes right through a person’s face,l but they are so Wti:ﬂl l‘nadf-‘i;tm“n:
barely noticeable. The end of the scroll is torn ofl in a ne‘u.r) stLdlgi ¢
teaving about four-filths of the twellih sheet. Except for crumblmg al the lop fnd}
ihe botlom, almost the whole of the first sheet las the scroll is now conslitute

1 Heian jidai seizokaga, p. g
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survives, but there would have been one more sheet at the beginning which
shqwed Sariputra and his group of Buddhist disciples and protectors. The origin-
al fivst sheet must have been so badly worn over the course of time that evenumal-
ly it fell off entirely, rendering the scroll useless for performance [this accounts
for the possibility of its acquisition by a non-performer later on). Each scene on
the scroll takes up an average of a little bit less than two and two-thirds sheets.
Therefore, scene six would have required three more sheets lor a total of sixteen
sheets. Given that the average length of each sheet of the scroll is (5.5 cm, the
length of the original, undamaged scroll would have been around 752 8 cm.

The scroll has been trimmed across the entire length of the top and the
botltom. This is evideni when we examine the paintings, for various objects [e.g.,
drurmnstands, platforms, elc.) are abrupdy cut ofl in a manner that is inconsistent
with the work of an artist. The purpose of the bimming was undoubtedly (0
“rejuvenate” the scroll by removing the badly {rayed edges, some of which are
still present where the wear was particularly deep. Considering that there would
have been top and bottoem margins to the scrall when it was first painted. we can
estimale thiat approximaltely one centimeter has been removed from both the lop
and the bottomn, hence the scroll would originally have been cluser to 3o cm in
height than 27.1 cm in its present condition.

The scroll consists of ordinary beige paper.” The height ol the paper is
characteristic ol the mid-eighth century or earlier. but — as explained in the
previous paragraph — it was almaost certainly cut to this size from later paper of
larger size. Both the calligraphy and the outlines of the paintings were presurn-
bably done with a wooden pen.n Il true, this means that the seroll must have
been created during the ninth or tenth ceniury when brushes were not readily
available from central China. Soiling is readily noticeable on the back of the
beginning of the scroll where the performer and subsequent owners would have
touched it most often. Some of the seiling has penetrated through to the front but
it is most evident on the back. Fuxing is also evident on the back of the first
sheet because that is the part that would have received the most exposure 1o the
elements. In general, the scroll is exceptionally well prescrved, especially
considering the fact that it was used for performance and thus would have
received much rough handling. Certainly, enough of the scroll remuins for us to
gain an excellent idea of the nature of its production and function. As we have

seen, even the missing parts at the end and the beginning offer valuable kevs to
undersianding the history of the scroll.

 For a more detailed description of the scroll's paper, ink. colors, and so fouth, see
Catalaguc des manuscrils de Touen-houang, Fonds Pelliot Chinois de la Bibliotheque Nationale
3-1=2, {Paris: Ecole frangaise d'Extréme-Orient, 19y5). tome 1, pp. 1fig-13 ).

™ Fujieda Akira, personal communicalions of December 21, 1493. and January 4, 140,
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APPENDIX THREE: Sanskrit Precedents for Chinese Scriptural Translations

[l is not wo dilficult to trace the Sanskrit prececl_ems |_'ur l|:|e C.h'ln(-.‘.‘i(‘
seriptural translations. For example. .Lheﬁ Jetavnnapral%rc_fr.ahzu:atdevu‘i 'n*:“ .L:t;
Amda‘n.aicafpﬂ!até has r\n&thnpindadu bmh:l.mg Y monuslel)__m "I{:L‘l\j‘mf .12_‘.3;: .»_
opposition by heretics. They try to block hn'!\, but thl'Ef: I‘fl‘l_]lla(:l.le_sl t(,:lc,cu:edz -b\.]:{‘.,
put a pond on the spot where the munzlst‘er'\_«' is Lo be built. but u.n. l;lll wd b
elephant: 2. their seven-headed serpent is subducd byla garndrf. 3 tlzyﬂe?\;oge;
demon but it turns against them. Sec Leslie Grey, A Concordance of Bhl' r.‘m. zr‘ )
Stordes (Oxford: The Pali Text Society, l(_ig]ll!_]. p- 105 M,S? see ']a,)rla.n“.lfd.ba[[)mf,‘il;
dhyay, Bedhisattva Avaddnakalpalaia — A Critical Study = L(jalculLa: ‘S{.‘HIS 111 ul.:‘[
Biwundar, 19 (), pp. 127- 124, where — instead of Raudra—ksa —_Sun?uurd“s -::]:T
opponent among the Tirthikas is called Raktaksa. F_m‘ the ban.‘ikrll;}xl o ) mIB ;l_
vanapratigrahivadana, see P. L. Vaidya, ed., Amda{za)’;afpa[aza .uf _,:em'en ms, ;l
dhist Sanskrit Texts, 22 [Darbhanga: Mithila Institute of Pmt-gmc!uate ‘lu ies
and Research in Sanskrit Learning. rgsoh no. 21, PP 13 ;',_—l;-,c“.%. We zl'rer Iulzlu‘n—
ate thal pottions of the Sanskrit text of the Mfi!asaru;lz.s‘twadamna_m ha\eb e::;
preserved among the Gilgit manuscripts. Nearly identical accoun_ts of lhe”u! _‘-
ing of Jetuvana Garden, together with the FUI‘I[ESI. of supclrn:dl_uml _pOW(’l_&. a;:
actually presc‘nled in two different parls ol the Mﬁamruasrw{:daamay‘a,.u.lhlt b("_
Savanasamavastu [(the filicenth and sixteenth sections) and iln_the bang a
heJdm-'usLu {the seventeenth section). Raniero Gnoli, ed.. The G:!gtt Mrmlusflrrpt ?f
the Sayandsanasasty and the Adhitaranavastu: Being If‘:e 1 5th t‘If'mf ;.rm'; Sec;mga. a_f the
Vinaya of the Malasarvastivading Part 1. Istitui_n [taliano per il .Med];’,?_ SllCI‘I'll:.:
Oriente; Department ol Archacology of Pakistan. (l?umfe: [sllt_ulr_n tal uno. Eaerlhl
Medio ed Estremc Oriente, 1g5 8], pp. 11-2y. Gnoli, Ra.melo, ed. .“H%} he
assistance of T. Venkatacharya, The Gilgit Manuscript of i{w Sa_?igfl.ab!igdavas.tul, Ificmg
the ¢7th and Last Section of the Vinava of the Malasarvdstivadin, Part l.l sutulof
[taliano per il Medio ed Estremo Qriente; Department 0{ Archaeud(i:];y o
Pakistan {Rume: Istitnto laliano per il Medio ed Estremo Oriente, 19773 .rp}:J.
1 6ti-178. The contest of supernatural powers is tn‘be [uur_1d on._pp, 21— O :h::
former and on pp. 174-177 of the laiter. Dt‘[&lled.P_hlll_%UglCa.l no.lcl.; ofn )
Gilgit manuscripts for these sections of lhg Mu!asm'zrayfcfadamnaya ar C;,:r)-g e m_l::j-
in Klaus Wille, Die Handschriftliche Uberlicferung des l«ma_vgz:a.stu der Milasarva:
vidin, Verzeichnis dev Orientalischen Handschriften in D‘t‘lll.‘ithlﬁl.'ld,'supl-
plementband 4o {Swattgart: Franz Steiner. el pp- 1 H—1ulhi. St'e 'El.lbU Jémpz
Losang Panglung. Die Erzihistoffe des Mrifa.carvristwada-.l"ma_va Anai’{y:\ml: asuf ) ‘r_w_r“
der 'ﬁ':bfti.\‘c':'f}n Ubersetzung, Studia Philologica Buddhica, Monograph Series, 4
{Tokyo: The Reiyukai Library. 1g#1), pp. 73-74. El'f}‘ far sylitip_s-c(r; rg:.]j
bibliographical information and Mair, Tang T}an.gfolrmcf‘!mn 8.:Ir£$, PP 3375 !
close analysis of the Sanskrit Lerms for “transformation” used in these sections o
the Milasarodstivadavinaya. _

The dates of the Chinese translations of the three main scriptural accm_mls
of the building of Jetavana vikdra, respectively c. 983-gu. for the Maha.sc_zm
mata-sifra, around Joo-711 for the Milasarvastivadavinaye, and 15 for the Sitra

Ol
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of the Wise and the Foolish, are of no help in establishing their sequence in Sanskrit
and Prakrit. In fact, the original texts were probably composed in the apposite
order of their Chinese translations. The filiatien of the three SCIiptures js,
lurthermore, extrentely complicated. We may not conclude that there exists i
straight line ol development from any ene of these texts to the next. This ix
certainly the case with the Sitra of the Wise and the Foolish which, although based
on primarily Prakritic materials gathered in Khotun. was first assembled in its
present form by the Chinese translators and compilers. See Mair, “The Linguis-
lic and Texwal Antecedents of The Sitra of the Wise and the Foolivh {(Hsien-yii
ching),” Sina-Platonic Papers 48 (April. 1995) 43 pages. An abbreviated version
of this paper. under the title “The Khotanese Antecedents of The Sitra af the Wise
and the Foolish (Xianyu Fingf” will appear in Buddhism Arcross Boundaries: Chinese
Buddhiom and the Western Regions (1907 edited by John McRae and jan Nattier,
See also Mair, “Central Asian Buddhism as a Conduit for the Transmisston of
Indian Literature to China,"paper presenicd at the XIVes Rencontres de 'Eeole
du Louvre: “La Sérinde: terre d’échanges art, religion, commerce du premicr an
dixigme siecle” {February 14-15, 1906, to be published in the conference
volume and Sylvain Lévi, “Le satra du sage et du fou dans la linératwre de I'Asie
Centrale.” Journal Asiatigue 2us.2 {October-December, 14u5), 4o e

w1
[

R e iy e s

Inverted inscription; located near
: beginning of scroll {Pelliot 4524).

| on Verso.

| Yoo - §o

y Pl
e

R
- 32

Fifth (and longest} section of verses on P 4524 (sixtl
section missing); located on verso.



| Touen houan

Nustration located at end of P4y524 scroll, recto.

Iustration located at beginning of P4524 scroll, recto.



