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Fragments, drifts 
and refractions:  
a reflection  
on Buddha10
by Davide Quadrio

To know the seated Buddha, one should visualize 
the Buddha’s shadow. To do so, one first visualizes 
a Buddha image through the mental conception of 
[a statue of] one zhang and six [in height], sitting 
with crossed legs on a grass mat. One invites the 
statue to be seated and sees to it that it indeed 
does so. One then conceives a grotto, one zhang 
and eight chi in height and twenty-four in depth, 
made of resplendent rocks. Having formed this 
thought, one indeed sees a seated Buddha in 
the air, whose feet are raining flowers. One then 
thinks of entering the grotto. Having entered, one 
rehearses the thought of the grotto as a seven-
treasure mountain. With the formation of this 
thought, one once again sees the Buddha statue 
leaping into the rock surface, which appears 
transparent like a bright mirror. 1 

The works of art that we collect around us are part 
of ourselves, they grow with us, along with the years 
and the refinement of experience.The love we bring 
to them invests them with the very aura of our life. 
They have a wonderful ambiguity: their venerable 
and stupendous reality and the combination of 
their beauty, our taste and our emotion. Before 
we collected them they were just things and now 
they have become living creatures: also because 
a collection is the result of a choice and the 
choice is a slow creation that bears the imprint of 
our personality and our ideals of beauty. So the 
donation made by Ambassador Auriti is testimony 
to his extreme generosity, his refined culture and his 
irreplaceable participation in IsMEO’s activities. 2

With the exhibition Buddha10, MAO is entering 
a new phase of integrated programming where 
exhibitions become both tool and platform. 

Starting from MAO’s collection of Buddhist art, this 
exhibition connects the collection to an international 
network of institutions and, through them, critical 
issues raised by Asian and other non-European 
collections in Italy and Europe. 

Buddha10 thus introduces the public to issues 
relative to non-Western ritual and religious objects 
(and their original subjectivity), displaying Buddhist 
sculptures never exhibited before from MAO’s own 
collection. This concept is open-ended and multi-
layered, leaving room for temporally and spatially 
progressive projects and contributions.

1. Sutra of Oceanic Samādhi of Visua-
lizing the Buddha 觀佛三昧海經, T 15, 
pp. 680c-681c, da Eugene Wang, The 
Shadow Image in the Cave: Discourse 
on Icons, 2013, https://www.academia.
edu/5911631/The_Shadow_Image_in_
the_Cave_Discourse_on_Icons

2.  Giuseppe Tucci, Preface to the catalo-
gue Chinese, Korean and Japanese bron-
zes. A catalogue of the auriti collection 
donated to IsMEO and preserved in the 
Museo nazionale d'arte orientale, IsMEO, 
Roma, 1966. 
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The exhibition will be up for almost a year, over 
the course of which we will add new content and 
artworks, developing and expanding our knowledge 
along the way. We will start with questions and 
end with answers, although they are unlikely to be 
definitive ones.

Buddha10 thus multiplies the layers of presentation, 
research, and knowledge, where Buddhism and 
its representation in the vast Chinese cultural 
landscape cross over geographical limits into a 
broader Asian context.

The exhibition is arranged thematically, collapsing 
time and space in galleries filled with striking 
objects, open-minded scientific analyses, and 
immersive experiences.  

The Collection

The MAO permanent collection features over 2,300 
objects connecting different geographical areas of 
Asia and spanning from the Bronze Age to modern 
times. Artworks from South and Southeast Asia, 
China, Japan, the Himalayan region, Turkey, Iran, and 
Syria are displayed in the galleries according to their 
geo-cultural context.

In particular, the collection of Chinese art consists 
mainly of tomb assemblages (pottery and bronzes) 
as well as ritual objects from the Shang to the 
Liao and Yuan and up to the late Ming-early Qing 
dynasties. Among them, an interesting group of 
Buddhist sculptures datable to the seventeenth-
eighteenth centuries CE that have never been 
exhibited before.

The sculptures’ state of preservation required 
extensive cleaning and repair. Buddha10 departs 
from this core of works and then expands beyond 
it, through engaging collaborations. The restoration 

of this original body of works is being carried out 
and will be completed during the exhibition, by 
Doneux & Soci and the Centro Conservazione e 
Restauro “La Venaria Reale”, one of Italy’s leading 
centers for restoration and conservation, located 
on the outskirts of Turin. The center and its school 
actively pursue international collaboration, especially 
with Asian experts in the field. This heterogeneous 
group of sculptures thus provides an invaluable 
opportunity for MAO and the Centro Conservazione 
e Restauro “La Venaria Reale” to explore and 
exchange best practices in restoration with Asian 
colleagues and help reframe current approaches 
from a post-colonial perspective.

To create dialogue with this core group of works, 
other rarely shown masterpieces will also be 
on view, including the Auriti collection of votive 
bronzes, two Buddha heads from Tianlongshan 
(Shanxi province), an extraordinary, previously 
unstudied wooden Liao sculpture, the “Pigorini 
Buddha” from the Museo delle Civiltà, Rome 
(MuCiv), and a striking Guanyin from the Museo 
d’Arte Orientale E. Chiossone, Genoa, among 
others.

In addition to its attention to restoration and 
conservation practices, Buddha10 will address 
the various semantic layers of each sculpture in 
the context of the museum’s collection, especially 
in relation to audiences unfamiliar with Buddhist 
iconography.

The project seeks to address questions about 
ritual subjects that have been turned into museum 
objects:

1. Origins and Rituality: the semantics 
underpinning these objects and their original 
ritual potency;

2. Location and Translocation: the circulation of 
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the objects, from their original locations to their 
later musealization;

3. Exotic Consumption: the motivations for 
collecting Buddhist sculptures and their visual 
and surface transformation to adapt to different 
tastes and arbitrary modes of consumption;

4. True or False: the issue of authenticity, replicas, 
and forgeries.

Buddha10 looks at the way these objects have 
been and are perceived in different contexts, 
from their original religious and ritual locations (in 
caves or temple complexes) to private hands and 
museum vitrines. To further emphasize the issue of 
restoration and conservation, some of the artworks 
will be restored live in the presence of the public, 
opening reflection on how a “scientific” approach 
to conservation may be inextricably linked to 
emotional decisions related to the moment in which 
the intervention is carried out. These “lessons” 
will be also part of the course on “Asian Material 
Culture”, opened on 4 October 2022 at the MAO  
in collaboration with the University of Turin. 

In addition to its collaboration with the Centro 
Conservazione e Restauro “La Venaria Reale” 
(“Venaria Reale” Restoration Center), the exhibition 
will benefit from the scholarly contributions of 
experts from different disciplinary fields, including 
Puay-peng Ho, Head of the Department of 
Architecture, School of Design and Environment, 
National University of Singapore; Wu Hung, Harrie 
A. Vanderstappen Distinguished Service Professor, 
Director of the Center for the Art of East Asia, and 
Consulting Curator of the Smart Museum of Art, 
The University of Chicago; Laura Vigo, Curator of 
Asian Art and Archaeology, Montreal Museum of 
Fine Arts and Professor of Chinese Art, Université 
de Montréal, Canada; Maria Luisa Giorgi, Curator, 

Museo delle Civiltà, Rome, Loretta Paderni, Curator, 
Museo delle Civiltà, Rome; You Mi, Professor of Art 
and Economies, University of Kassel/documenta 
Institute; Claudia Ramasso, Curator, South Asia 
and Southeast Asia, MAO Museo d’Arte Orientale, 
Turin; Francesca Tarocco, Professor of Buddhist 
Studies and Chinese Religions and Director The 
New Institute Center for Environmental Humanities 
(NICHE), Università Ca’ Foscari Venezia; Filippo 
Comisi, Contract Professor of Chinese Archaeology 
and Art History University of Macerata and many 
others.

The exhibition design will be curated by dArk Studio, 
taking a thoughtfully essential, minimal-impact 
approach that allows visitors to appreciate the 
sculptures in their setting without unnecessary visual 
commentary or visible supports.

The focus will be solely on the sculptures and the 
issues they raise. Whether questioning authenticity 
(by juxtaposing an authentic sculpture with a fake) or 
displaying different restoration practices (with X-rays 
revealing what is hidden beneath the surface), the 
sculptures will be given ample space for visitors 
to walk around. They will be lit to conjure up their 
original setting or set within structures designed to 
evoke caves, temples, or domestic altars. A virtual 
reconstruction of cave 17 from Tianlongshan from 
which some of the sculptures were originally taken 
will provide much-needed context. The project is 
conceived by QZR.

To further enhance the experiential aspect, the 
exhibition will start with a ritual space of transition: a 
garden created to purify the public before entering 
the “sacred” space. Stefano Mancuso, founder 
of the science of plant neurobiology, and Andrea 
Anastasio, artist and designer, created a series of 
autonomous plant compositions designed to purify 
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the air and visitors, addressing the importance  
of time, ritual, and attention/concentration while 
raising visitors’ awareness of the sacredness of the 
works on display.

Accompanying this purifying space, which will 
also function as a kind of “slow-down chamber” 
for visitors, artworks by contemporary artists 
Zheng Bo (China, 1976) Drawing Life (Cold 
Dew) and Drawing Life (Lesser Heath) (2021), 
Charwei Tsai (Taipei, 1980), Ah! (2011) and Wu 
Chi-Tsung (Taipei, 1981) Drawing Study Series 
(2010-ongoing), will open the gates to the profound 
mysteries of Buddhism in China. Opening with 
contemporary art in dialogue with the collection, the 
exhibition will end with a look at Buddhist religious 
practices and syncretisms in the contemporary 
world as seen through the eyes of the artist Lu Yang 
(Shanghai, 1984) in his video animation Moving 
Gods (2015).

The cultural programming for Buddha10 will include 
new productions, installations, and performances 
conceived specifically for MAO. In addition to 
those cited above, invited artists and musicians will 
include Lee Mingwei; Valentina Ciardelli and Anna 
Astesano; Ha Mengyun; Xu Zhen; Amosphère; 
Dal:um; Zhuo Mengtin; Tadleeh; Park Jiha; Chinabot; 
Jpn Kasai & Neo Geodesia; Sainkho Namtchyalak; 
Liew Niyomkarn; Ana Roxanne; Salamanda; Phew. 

In May 2023, the exhibition will radically change. 
New artworks and fresh digital content together with 
an international symposium bringing in experts from 
all around the world will accompany this journey into 
the historical development of Buddhism, bridging 
Asian and European aspects of the extraordinary 
evolution of this philosophical practice turned 
religious wonder. 
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Buddhas  
on the move. 
On the westward 
circulation and 
translocation of Buddhist 
visual and material culture
by Laura Vigo

Buddhist visual and material cultures are often 
understood in relation to their eastward circulation, 
from India to the rest of East and Southeast Asia, 
while little attention has been paid to their westward 
translocation and reception. This brief essay 
addresses the circumstances that brought Buddhist 
sculptures and votive imagery to this exhibition 
today and raises the question of their epistemic and 
semantic transformation from religious subjects, as 
active images of power, to inert museum objects 
and commodities.1 

From “being” a religious icon …

Buddhism started spreading eastward by the 
time of Siddhartha Gautama’s death, in the fifth 
century BCE, mainly through the dissemination 
of texts on his teachings. However, it was only 
later, in the first half of the second century CE, 
that anthropomorphic images of the Buddha 
began to emerge in India at Mathura and in the 
Gandhara area (Pakistan). These icons and their 
ritual consumption quickly spread to China during 
the same century. Interestingly, early Buddhist 
images are found in funerary contexts in Sichuan 
province in south-western China, where they 
already feature a standardized iconography based 
on the Gandhara prototype: the Buddha seated in 
meditation, clad in a generous pleated monastic 
shawl of South Asian origin with his right hand up, 
palm facing outward in a gesture of reassurance 
(abhaya-mudra), and a halo behind his head, an 
Iranian Mithraic symbol of divinity that spread 
worldwide. The Sichuan Buddha’s image already 
features the cranial protuberance at the top of the 
head (usnisa) indicating his consummate wisdom. 
An exotic western (meaning from India) religious 
icon, this image is found in myriad visual instances 
in China, from money trees and funeral reliefs to 
bronze mirrors. While its syncretic inclusion in 
the Chinese artistic repertoire may have signified 
great auspiciousness, the Buddha’s religious 
essence was also important, given the evidence 
that early images were often accompanied by 
relics, both real and symbolic. The icon’s religious 
potency was conveyed through the sacred texts 
that were being translated into Chinese during 
the same period. These texts helped channel 
and canonize the visual conventions that best 

1. This reflection draws on Bernard Faure, “The Buddhist icon and the modern gaze”, 
Critical Inquiry 24, no. 3 (1998): 768–813.
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projected the super-human essence of the 
Buddha and helped define and standardize 
Buddhist devotional practice, with an emphasis on 
meditation towards attaining the ability to see the 
Buddha. Through these early records, we know 
that these images were conceived to help men 
meditate and revere the Buddha and therefore 
acquire religious merit. 2

… to “becoming” a work of art and 
commodity …

It is beyond our present scope to survey the 
development of Chinese Buddhist visual culture 
from its origins to the present. Rather, the 
exhibition at MAO seeks to highlight how certain 
images morphed and performed differently in 
relation to time and space. While the iconographic 
refinement of Buddhist icons in China was 
influenced by religious fervor, devotional 
practices, and technological improvements, 
their translocation to Europe and North America 
followed a different trajectory and was received 
and consumed in a very different way.

How and when did Buddhism and its imagery 
spread in the West? How did devotional 
subjects morph into objects of art and market 
commodities? Buddhism became an object of 
western fascination rather late in the Oriental 
Renaissance of the nineteenth century.3 The 
perception of China as an abode of reason, 
popular since the Enlightenment, had been 
forgotten by the time the British Empire and its 
western allies imposed their trading diktats, right 

2. Denise Patry Leidy and Donna Strahan, 
Wisdom Embodied. Chinese Buddhist 
and Taoist Sculpture in the Metropolitan 
Museum of Art (2010), 3–26.

3. When Eugene Burnouf published his 
Introduction à l’histoire du Buddhisme 
indien (1844) and translated the Lotus 
Sutra (1852).

before the Opium Wars of 1839. By then, China 
was seen by the west as an incumbent “yellow 
peril”. It was in this context that “Buddhism” 
was being scrutinized and perceived in Europe.4 
People like Giuseppe Tucci, Osvald Siren,5 the 
psychoanalyst C.G. Jung, and the explorer Aurel 
Stein, among others, were drawn to the exotic 
Orient and wrote about it during the period 
when European colonial powers dominated 
much of Buddhist Asia. Early western collection 
of Buddhist material culture—now perceived as 
“art”—was linked to this sublimated perception 
§of China and Buddhism.6

During the same period, western and locally 
educated scholars in China turned their attention 
to early Chinese Buddhist visual culture and 
epigraphy,7 luring foreign scholars to famous 
cave-temple sites that were being “re-discovered” 
at the time. The Tianlongshan complex in Shanxi 
province, featured in the exhibition, epitomizes 
the looting that followed, unwittingly encouraged 
by foreign explorers for the sake of knowledge 
and “art” consumption. Tianlongshan’s “re-
discovery” in 1918 by the Japanese historian 
Sekino Tadashi (1868–1935) led to a massive 
pillage in the following decade, in an act of 
violence that flooded the transnational art market 
with hundreds of Buddhist fragments. The site, 
abandoned for centuries before its re-discovery, 

4. Gregory Levine, “Evil Buddhas; A 
note of the ‘Third Rail’ in Buddhist Visual 
Culture”, in “Asia and the West: Other 
Forms of Orientalism?” Histoire de l’art 82 
(2018): 71-87.

5. Minna Torma, Enchanted by Lohans: 
Osvald Siren’s journey into Chinese art, 
Hong Kong University Press, 2013. 

6.  Allen, Charles, The Search for the 
Buddha: The Men who Discovered India’s 
Lost Religion (New York: Carrol and Graf, 
2003); Lopez, Donald, ed. Curators of 
the Buddha: The Study of Buddhism 
Under Colonialism (Chicago: University of 
Chicago Press, 1995).

7. Vimalin Rujivacharakul, Liang Sicheng 
and the Temple of Buddha’s Light 
(2015)1–26.
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had the misfortune of being “explored” at a time 
when demand for Chinese antiquities in the West 
was high and the Chinese government, weakened 
by internal strife and civil war, had scant means 
to protect its heritage. Today, the Tianlongshan 
Caves Project (TCP), initiated by the University 
of Chicago in 2013, has already identified 162 
fragments in museums worldwide, of which 119 
are in Japanese and Western museums.8

… and a museum’s fragmented object

Many of the sculptures on view in the exhibition 
today journeyed to Europe during the first three 
decades of the twentieth century. The Japanese 
art dealer Yamanaka Sadajirō (1866–1936) and 
the art collector Nezu Kaichirō (1860–1940) 
were pivotal figures in the fragmentation and 
circulation of many Chinese sculptures, mostly 
heads of Buddhas and Bodhisattvas, into private 
collections and museums. The two Tianlongshan 
heads on display were donated by Nezu in 1937 
as part of a larger gift of nineteen Buddhist heads 
to several cultural institutions in Europe, including 
Germany, Britain, the Netherlands, and Italy.9 
Since then, Buddha heads have been showcased 
as singular objects with little notion of their original 
context, embodying an aesthetic of fragmentation 
typically linked to colonial violence.10 In many 
parts of Asia, this idea is entirely alien, especially 
for religious sculpture, where the completeness 
and integrity of an image are vital for purposes 
of worship and ritual. Regardless of original 
traditions and sensitivities, in cases in which 

the entire body of sculpture was too heavy to 
transport, the dealer or collector11 would simply 
take some of its parts to Europe, breaking up icons 
into headless and handless figurines.12 Destroyed 
and decontextualized sacred or sanctified material 
figures would then be displayed by western 
collectors and museums, re-defining them in the 
process as aesthetically appealing as part of what 
Malraux would define the “total world of art forms”.13

The large and important Auriti group of votive 
bronzes is another reminder of the complex 
circulation of Chinese Buddhist visual and material 
culture in the 1930s from its country of origin 
through Japan and finally into Italy, once again via 
diplomatic channels.14 Thanks to their portable 
nature and compact size, votive statuettes survived 
several recurrent iconoclasms at home only to later 
sustain long-distance translocation. They ended 
their journey in the hands of private collectors all 
over the world, finally admired in our museums’ 
vitrines as “beautiful” inert objects. The large group 

8.  For the University of Chicago’s TCP 
project see: https://tls.uchicago.edu/
content/tianlongshan-caves

9. Karwin Cheong, “Moving the Immovable, 
Four Buddha Heads from Tianlongshan” in 
S. Johnson and F.W. Veys, eds. Provenance 
#1 (Nationaal Museum van Wereldculturen, 
2020), 23–34.

10.  A. Grasskamp and A. Loeseke, “Asia 
in Your Window Frame: Museum Displays, 
Window Curators and Dutch-Asian 
Material Culture”, World Art (2015). 

11. Such as Victor Segalen and Henri 
Cernuschi. See Greg Levine, “Malraux’s 
Buddha Heads” in A Companion to Asian 
Art and Architecture, eds. Rebecca Brown 
and Deborah Hutton (Hoboken, NJ: Wiley-
Blackwell, 2011), 629–54.

12. Primary source material on 
disassembled Asian religious sculptures 
is cited and discussed, concerning Henri 
Cernuschi (1821–96) in Japan, in T. 
Chang, “Collecting Asia: Théodore Duret’s 
Voyage en Asie and Henri Cernuschi’s 
Museum”, Oxford Art Journal 25, no. 
1 (2002): 17–34 (23) and, concerning 
different opinions on the display of a 
“mutilated statue” from Asia by John D. 
Rockefeller Jr. (1874–1960), in Stanley 
Abe, “Rockefeller Home Decorating 

and Objects from China” in Collecting 
China: The World, China, and a History 
of Collecting, ed. Vimalin Rujivacharakul 
(Newark, DE: University of Delaware Press 
2011), 107–23 (112). On the in-depth 
interpretation of the Asian Buddha Heads 
of André Malraux (1901–76), see Levine, 
“Malraux’s Buddha Heads”.

13. In Levine, “Malraux’s Buddha Heads”. 
Also see William Southworth, “The 
disembodied human head in Southeast 
Asian Art”, Aziatische Kunst 43, no. 
2 (2013): 27–30 and Southworth, “A 
Preliminary Response to Framing ‘Asia’”, 
Aziatische Kunst 44, no. 2 (2014): 56.

14. Alexander Soper, “Chinese, Korean 
and Japanese Bronzes: A Catalogue of 
the Auriti Collection”, Serie Orientale 
Roma, vol. 35 (1956).
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of votive bronzes from the Auriti collection  
also highlights the taxonomic compulsion 
manifested by western collectors of Asian art  
in their collection of three-dimensional exotica 
at that time, acquiring a large number of similar 
exemplars that would have been found singly  
in their context of origin.

All the vestiges of Buddhist material culture now 
on display at MAO morphed at a certain point 
from religious icons to museum objects. They 
were endowed with new meanings intrinsically 
entangled with East Asian imperialism and the 
early twentieth-century western art market. 

Their story needs to be told.
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Unveiling the 
multilayer meaning 
of Buddhist 
images
by Puay-peng Ho

Images serve many important purposes in 
Buddhist contexts. In its early period of religious 
development, Buddhism regarded the historic 
Buddha as a great teacher and there was no 
need for visual representation. However, as the 
religion developed, with the Mahāyāna teaching 
gaining a large following, it became necessary to 
make Buddhist images representing not only the 
historical Buddha, but a plethora of manifestations 
of Buddhas, bodhisattvas, arhats, and other 
heavenly figures. Over the last 2.000 years, millions 
of Buddhist images have been produced in China in 
different sizes and styles and for different purposes. 
How can we read these images, such as those 
presented here at the exhibition, and unveil their 
meanings? Throughout the long history of the 
spread of Buddhism in China, images have been 
at the center of the establishment of Buddhism in 

large monasteries, smaller shrines, state-sponsored 
monuments, and the home. Rituals were devised for 
paying homage to the Buddha, meditation, and wish 
granting. The sculptures embody many layers of 
meaning, under different circumstances.

The first image of the Buddha is said to have 
been created for remembrance. As Buddha was 
nearing nirvāna, King Udayana asked the Buddha 
how he could remember the Buddha after his 
passing, and for that purpose, a five-foot image 
of the Buddha carved in sandalwood was made. 
As religious icons, Buddhist images enshrine the 
sacred aura, as images do in many world religions. 
Over the centuries, a standard form was developed 
for representing the historic Buddha, specifying 
dimensions and appearance in detail, the proper 
rendering of the image giving it its sense of 
sacredness.

Once the image is in place, there is a ritual for its 
consecration, known as kaiguang (meaning “open 
light”). It is with this ritual that the image is said 
to attain sacredness. Through this process, the 
image is said to be transformed from an image 
made with mundane materials to acquiring the 
sacred light. It is also said that the light that is 
opened through the ritual is the light in the heart of 
the devotees worshipping the Buddha. The effect 
of sacredness is closely related to the function 
of the Buddha image. Thus, prayers are offered 
to the Buddha for specific wishes to be fulfilled. 
Different Buddhist deities or manifestations of 
a deity have different functions, for example, 
the bodhisattva Avalokiteśvara has different 
manifestations for granting wishes for childbirth, 
health, and recovery from disease. The efficacy of 
a particular image depends on whether prayers 
are answered, a common religious phenomenon, 
regardless of age or form. 
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Most Buddhist images are made as an offering.  
In Mahāyāna Buddhism, accruing merit ensures  
a good present life and a better rebirth in the next 
life. One of the methods for accruing merit is making 
donations for the production of images.  
Since the fourth century in China, images  
made in monasteries or in cave temples were 
primarily votive images. In some instances,  
a text or even an essay was composed related  
to the purpose of making the images. 

The aesthetic of the images developed over time,  
in relation to the maturity of carving skill and current 
taste. While iconographic accuracy is a given, the 
images take a wide variety of forms across time 
and geographic location. Likewise, as different 
Buddhist images have different characters, their 
representation is varied as well. Since the Buddha  
is the enlightened teacher, he is mainly portrayed  
in a contemplative guise. Bodhisattvas are deities 
who are about to enter nirvāna but choose to remain 
in this world to help sentient beings. Thus, they are 
usually depicted ornately adorned to indicate their 
princely status. And arhats are deities who have 
acquired supernatural power through intense study 
and meditation, and they are represented in China 
like foreign ascetics. 

On the altar of a monastery, these deities are usually 
presented as a group, such as a Buddha figure 
flanked by two disciples or two bodhisattvas, in the 
simplest configuration. There are also many other 
more elaborate groupings involving three, five, 
or seven Buddhas and many more images in the 
entourage. These images would normally be housed 
in the main Buddha hall, while other images would 
be housed in different buildings on the monastery 
grounds. These images represent various aspects 
of the Buddhist pantheon, doctrines, and salient 
aspects of sectarian beliefs. For example, a Pure 

Land (Jingtu) School temple would have a different 
set of Buddhist images than a Meditation (Chan) 
School temple. And wealthier monasteries would 
have more elaborate groupings of different Buddhist 
deities and more ornamentation.

The technique for making images depends on the 
material used. The most common materials are 
wood, stone, and metal. The wooden images often 
seen in monasteries are mainly carved from either  
a single piece of wood or from many pieces of wood 
joined together. After carving, these images go 
through a process of lacquering and embellishment. 
Wooden images are by far the most common in 
monastic settings, particularly in the last millennium.  
However, for very large images, bronze casting is 
common even for installation in a Buddhist hall. 

Most importantly, it would be inappropriate to view 
Buddhist images simply as art objects. They are 
created for votive purposes and reverence, either 
as a devotional image or for accruing merit for the 
donor. During the process for making the images, 
certain rituals have to be observed to show respect 
and reverence. The process of installation involves 
placing precious objects into the body of the image 
from the back, and the opening light ritual ensures 
the spiritual presence of the images. These rituals 
also induce an enlightened spirit in devotees. Of 
course, the images are made in accordance with 
strict iconographic requirements, as interpreted by 
the artist. Appreciation of the formal beauty of the 
images is another way of understanding the spiritual 
message the images represent and inducing inner 
veneration and enlightenment.
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From the Tuoba 
Wei to the Liao. 
Buddhist images from 
the Museo delle Civiltà: 
collecting, art and religion 
Maria Luisa Giorgi

The first Chinese Buddhist images were made in 
about 300 and seem to have been small gilt bronze 
statues like the ones that travelers coming from the 
western part of Central Asia must have brought 
with them as they traveled east. Most of the thirty-
five works from the Auriti collection on view in this 
exhibition are from shortly after that early moment, 
almost all of them dating to the period between 
the Northern Wei dynasty (386–534)—founded 
by non-Han Tuoba tribesmen (Tabghatch)—and 
the Tang dynasty (618–907), a fundamental 
period for Chinese Buddhist art.  The collection 
of Asian bronzes comprises ninety objects from 
China, Korea, and Japan, mostly small statues and 
Buddhist liturgical objects dateable between the 
fifth and fourteenth centuries, among which the 

Chinese group is the largest. The collection was 
built by Giacinto Auriti (1883–1969), a diplomat, 
scholar, and teacher of Japanese and Japanese 
culture, while serving as ambassador in Japan 
(1933–1940). The collection was given to the 
Istituto per il Medio e l’Estremo Oriente (IsMEO) in 
1960, then moved to and displayed at the Museo 
Nazionale d’Arte Orientale (MNAO)1, now part of 
the Museo delle Civiltà. Auriti gave his collection of 
European bronzes to the Museo di Palazzo Venezia.2

The importance of the collection, besides that of 
the individual works, of uneven quality but some 
quite artistically fine, lies (in particular in the case 
of Chinese statuettes), first, in the large number 
of objects of the same type and material and from 
the same period, which allows us to study their 
development over the centuries, and second, in 
the votive inscriptions on the base or nimbus. 
The latter provide important information about the 
identity of the divinity depicted, the names of the 
patrons (monks and laypeople), and the reason the 
object was made (salvation of parents and other 
relatives). From these brief texts, we learn that the 
most frequently represented divinities in this class of 
private cult objects were Šākyamuni (the historical 
Buddha), Avalokitešvara (in Chinese: Guanyin), 
the bodhisattva of compassion, and the bodhisattva 
Maitreya—the Buddha of the future, currently 
resident in Tušita heaven, who will come to Earth to 
re-establish Buddhist doctrine (dharma).  Some of 
the inscriptions name the places where the objects 
were produced in northern China, mostly the current 

1. Alexander C. Soper, Chinese, Korean 
and Japanese Bronzes. A Catalogue of 
the Auriti Collection Donated to IsMEO 
and Preserved in the Museo Nazionale 
d’Arte Orientale in Rome, Serie Orientale 
Roma XXXV, Istituto Italiano per il Medio 
ed Estremo Oriente, Rome 1966.

2.  A Santangelo, La Collezione Auriti. 
Piccoli bronzi, placchette, incisioni e 
oggetti d’uso, Museo di Palazzo Venezia, 
Rome 1964.
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province of Hebei, which is where other bronzes 
from this period preserved in various museums were 
also made. The indication of the date an object was 
made is fundamental for studying the iconographic 
and stylistic development of Buddhist art at the 
time: Gandhara models, transmitted via the caravan 
routes of the Silk Road and adopted in the early 
fourth century, were reworked by the Wei in light of 
the Chinese aesthetic, resulting in a flattened image 
with a distinctive smile and calligraphic treatment of 
drapery and decorative motifs. During the Northern 
Qi dynasty (550-577), the figures acquired volume 
and the shape of the body emerged.

A similar stylistic development is found in 
contemporary painted clay and stone statues, many 
of which are still in situ in the rock temples that dot 
the path taken by Buddhism as it spread across 
central Asia, from India to North Korea, one example 
being the temples of Tianlongshan (the Mountain of 
the Heavenly Dragon) in Shanxi province. Located 
along a sandstone wall facing south in accordance 
with the principles of Chinese geomancy (feng 
shui), the site includes twenty-five caves and 
niches datable to between the sixth and tenth 
centuries, and so during the Eastern Wei, Northern 
Qi, Sui, and Tang dynasties, a period during which 
Buddhism was generally favored by the emperors, 
although there were times of persecution to push 
back against the excessive power of the monastic 
centers. This persecution resulted in the destruction 
of many works, including the temples’ large bronze 
statues. The few surviving examples confirm that 
it was during this period that Chinese Buddhist 
statuary reached the height of its splendor. 

Unfortunately, Tianlongshan was plundered 
between the 1920s and 1940s, following the 
publication of photographs revealing the beauty 
and elegance of its sculptures, especially those 

from the Tang dynasty, which were also the most 
numerous. During the 1970s, scholars tried to 
reconstruct the original appearance of the caves 
using old photos, research that formed the basis 
of the recent project at the University of Chicago 
to create a virtual reconstruction of the site. In the 
small caves,3 the images were arranged along 
the walls, with a Buddha in the middle of the 
back wall, sometimes in a decorated niche, and 
bodhisattvas and monks on either side.4 This same 
configuration was usually repeated on the other 
walls, which were also decorated with relief panels 
portraying offerers and other figures, while flying 
spirits (apsara) embellished the ceiling. In some 
cases, there were guardian divinities (dvārapāla) 
on either side of the entrance to protect the site. 
Apart from a few colossal statues, the rest, now 
dispersed in various museums across the globe, 
are life-size and originally polychrome: the faithful 
who entered the caves found themselves in a space 
entirely populated with heavenly beings, a paradise 
where one hoped to be reborn. The images from 
Tianlongshan represent a range of styles, from the 
linear style of the Wei to the realistic one of the 
Tang. These supple figures and revealing drapery  
were influenced by Gupta art (fourth-fifth century). 
Four heads from the site were given by the baron 
K. Nezu to IsMEO and brought to MNAO. Two of 
them, one a Buddha and the other a bodhisattva, 
both from Cave 17 and datable between the fourth 
and early fifth decades of the eighth century, and so 
during the Tang dynasty, are in the exhibition. The 
well-modeled faces with exaggeratedly elongated 

3.  H. Vanderstappen and M. Rhie, 
“The Sculpture of T’ien Lung Shan: 
Reconstruction and Dating”, Artibus 
Asiae vol. XXVII, no. 3, 1965.

4. Katherine Renhe Tsiang, “The Buddhist 
Cave Temples and Sculptures of 
Tianlongshan: Historical Photographs and 
New Imaging Technology”, in Sites and 
Images, eds. Wu Hung and Guo Weiqi, 
Beijing 2017.
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eyes and sinuous mouths let exude a slightly 
sensuous serenity and spirituality.5

The dissolution of the Tang dynasty, which had 
reunified China in a single empire, was followed 
by the period of the Five Dynasties (907–960) in 
central-eastern China and the Liao dynasty (906–
1125), founded by the non-Han Khitan tribes, in 
the north. The artistic style during this period was in 
various ways a continuation of that of the Tang.

The wooden statue of Guanyin, which belonged to 
Mario Prodan, a famous Italian collector of Chinese 
art during the first half of the twentieth century and 
author of many books on the subject, was sold to 
Italy in 1954 and later brought to MNAO in Palazzo 
Venezia. Set upon a lotus-shape base, the work 
is iconographically part of the tradition of the Sui, 
Tang, and pre-Tang dynasties. The image, which 
holds a (partially missing) willow branch in its raised 
right hand, depicts one of the thirty-three canonical 
forms of Guanyin described in Chapter Twenty-
Five of the Lotus Sutra (Saddharmapuņdarīkasūtrā, 
in Chinese, Miaofa lianhua jing, “The Sutra of the 
Lotus Flower of the Wonderful Dharma”), one 
of the first Mahāyāna texts, first translated into 
Chinese in about the middle of the third century 
and then repeatedly, up to the canonical translation 
by Kumārajīva in 406. Of the many forms the 
bodhisattva can take to help sentient beings, 
the one represented here is the “Willow Branch 
Guanyin” (Yangliu Guanyin). In China, the willow 
was associated with purification rituals involving the 
sprinkling of water, although its use as a remedy 
for various ailments, thanks to the anti-inflammatory 
properties of its salicylic acid, is probably what 
contributed to its adoption as an attribute of 

Guanyin or Guanshiyin, he/she who “listens to the 
invocations of the world”. After the Tang dynasty, the 
preference for this form of Guanyin was gradually 
replaced by that for others, some of which even 
esoteric.

The work was sold as dating to the early Tang 
dynasty, and some of its features, in particular 
the high chignon, are indeed found in works from 
that period. But many other aspects, including the 
proportions of the figure, elongated torso, full face, 
small mouth, benevolent expression, and tripartite 
crown, as well as the shape of the base, instead 
point to the Liao dynasty, when numerous temples 
and images in bronze, clay, and wood, were made. 
However, the total loss of the original polychromy 
and poor state of preservation make it very difficult 
to read the details, for which it will be important in 
this case to combine stylistic analysis with scientific 
testing, including identification of the type of wood 
used, which might provide information about 
where in China it was made, and, most importantly, 
Carbon-14 dating, to confirm the proposed date.

5.  Marylin M. Rhie, Quattro sculture da T’ien-lung shan, Museo Nazionale d’Arte 
Orientale, Rome 1977.
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The MuCiv 
Lacquered and 
Gilded Wood 
Buddha
by Filippo Comisi

The MuCiv lacquered and gilded wood Buddha 
(inv. 80217) came to the museum as a gift from the 
Italian Navy in 1908.1 Stylistic analysis allows us to 
date the work to the seventeenth century, during the 
Ming Dynasty (1368-1644). The sculpture probably 
represents Amitābha, which is to say the celestial 
or transcendent Buddha, seated in padmasana (the 
lotus position) and dhyana mudra (the gesture of 
meditation). The cult of Amitābha is linked to Pure 
Land Buddhism and began to spread in China in the 
sixth century.

The large statue (115 x 80 x 78 cm) might have been 
taken from a temple, where it was presumably 
part of a triad that also included the bodhisattvas 
Avalokiteśvara and Mahāsthāmaprāpta or 
Kṣitigarbha. Another possible triad could have been 
the Buddhas of the past, present, and future, and so 
Śākyamuni, Amitābha, and Bhaisajyaguru. Without 
further information about the provenance of the 
statue, it is impossible to identify it with certainty.

The study of this sculpture raises several issues. 
The first is connected to the history of the object, in 
that the documentation in our possession provides 
solely the date it was donated to the museum and 
the name of the government body that finalized 
the paperwork. The name of an important collector 
could, however, be hidden behind that of the Italian 
Navy, and so it is possible that further research 
could lead to interesting new information.

The second issue is related to the iconographic 
identification of the statue. As noted above, lacking 
information about the provenance of the sculpture 
and the other statues that were presumably part of 
the triad, there are many possibilities.

The third issue has to do with what the statue 
is made of and how it was made. It is generally 
agreed that there are no old Chinese texts on the 
techniques for making Buddhist statuary. And so, 
technical analysis and research campaigns are 
our only tools for gaining an understanding of the 
production process. Unlike Japanese Buddhist 
statuary, which has been amply studied,2 little 
research has been done on its Chinese counterpart. 
Some of this research, carried out for the most part 
on museum collections, like that of the Metropolitan 
Museum of Art,3 has revealed that a variety of 
methods were used for making wooden statues.

The research carried out at the Met has revealed 
that in most cases wooden statues were made 
starting with a single block, to which individual 

1. MuCiv, Archivio storico del Museo 
Nazionale Preistorico Etnografico ‘Luigi 
Pigorini’.

2. Rösch P.H., Chinese Buddhist Wood 
Sculpture of Water-Moon Guanyin: 
Preliminary Research on Their Wood 
Construction and Material, in Douglas  
 

J.G. et alia, Scientific Research on the 
Sculptural Arts of Asia, London, 2007, pp. 
205-212.

3. Leidy D.P., Strahan D.K., Becker L., 
Wisdom Embodied: Chinese Buddhist 
and Daoist sculpture in the Metropolitan 
Museum of Art, Metropolitan Museum of 
Art New York, New Haven, 2010.
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sculpted parts, like arms, fingers, head, and clothing, 
were attached with wooden pins and metal nails 
and/or joints. 

The Met initially used the carbon-14 method to 
confirm the previous dating based on stylistic 
analysis. Then, X-ray imaging was used to study 
the various components of the objects, thereby  
shedding light on the restoration work carried out on 
them over time. 

The MuCiv Buddha is a perfect case study for 
closer analysis of objects for which information is 
scarce or entirely absent.

The types of analysis that could shed new light on 
the MuCiv Buddha include: 

• the above-mentioned carbon-14 method, to 
confirm the dating based on stylistic analysis;

• analysis of the wood, which would permit 
hypotheses about the provenance of the 
material used to make the statue;

• analysis of the pigments, which would lead 
to better understanding of the materials and 
techniques used;

• X-ray imaging, which would reveal restoration 
work and production techniques; 

• close-range photogrammetry, which has proven 
to be an effective non-invasive diagnostic 
technique for documenting and monitoring 
material heritage. See the 3D reconstruction of 
the MuCiv Buddha.

We should also note that Ground Penetrating Radar 
(GPR) would also be useful for the study of the 
statue.

GPR has proven to be the best method for aiding 
the easy monitoring of the internal conditions of 
objects, as well as revealing many things hitherto 

4. Comisi F., Un protocollo di indagine per l’analisi diagnostica non invasiva su 
elementi lignei del patrimonio culturale. Tre casi applicativi: il tetto della cattedrale di 
Foggia, una struttura arborea e una statua di Buddha cinese del Museo delle Civiltà, 
tesi di dottorato, 2021, Università di Catania.

unknown4, such as their constitutive elements,  
the assembly methods used, restoration work, 
hollows, and internal fissures, caused by knots  
or cavities created for religious purposes.  

Taken together, these observations provide  
a complex picture of what has been done thus far  
and the information that can still be gained, adopting 
the MuCiv Buddha as a “speaking” object able  
to provide answers that can satisfy our continuous 
desire for knowledge.
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Making Worlds:  
Lu Yang’s Buddhist 
Cyberscapes
di Francesca Tarocco

To most non-Asian Europeans and Americans, 
Buddhism appears as a religion whose most 
important elements are meditation, philosophical 
analysis, and an ethic of compassion. In this popular 
view, Buddhism rejects ritual, magic, and image 
worship, and is largely compatible with the findings 
of modern science. While this picture draws on 
elements of traditional forms of Buddhism that  
have existed in Asia for centuries, it is in many 
respects quite distinct from what Buddhism has 
meant to Asian Buddhists throughout its long  
and varied history.

Buddhism, in many ways, is a religion of images. 
Early Indian, Japanese and Chinese narratives, 
for instance, clearly show that religious practice 
consisted not of reading, praying, or meditating, but 
of visually engaging with certain kinds of objects. 
Buddhists never adopted a radical rejection of the 
material world. On the contrary, objects rendered 

the sacred tangible and proximate, allowing one to 
communicate with otherworldly deities and sense 
their presence. Material culture is as fundamental 
to Buddhism as are writing, doctrine, and texts. 
Ritual and visual practices are shown in the sources 
as primary means of cultivating the faith and a 
necessary precondition for proceeding along the 
Buddhist spiritual path. 

Growing up with a Buddhist grandmother, the 
Shanghai-based artist Lu Yang developed a keen 
interest in Buddhist imagery and soteriology. 
His video installations skillfully interlace religious 
language and iconography, computer games, 
and digital avatars (as in the 2015 video Moving 
Gods, exhibited in the China Pavilion at that year’s 
Venice Biennale), anime and gaming subcultures, 
neuroscience, and bio-technology. More recently, 
the artist combined these subjects into the 
feverish multi-chapter video game, The Great 
Adventure of Material World, which featured in the 
2018 Shanghai Biennial as part of a large-scale 
installation resembling an arcade hall.

Cyborgian themes of post-humanist lives have long 
been explored in anime and manga subcultures. 
Saturated with Buddhist and Hindu iconography, 
Lu Yang’s works mobilize gaming and anime to 
explore notions of death, mortality, gender and the 
body. Lu graduated from the China Academy of Art 
in Hangzhou, in the new media department led by 
Zhang Peili, an artist whose influence resonates 
in the work of many contemporary Chinese video 
artists. Growing up surrounded by Japanese popular 
visual culture, Lu’s work is deeply influenced by 
otaku video game and manga fandom. 

In the hectic and darkly ironic animation,  
Lu Yang Delusional Mandala, the artist, using a 
3-D printer, recreates his digital self, only to have 
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the clone’s brain pierced and probed by needles. In 
the grand finale, an MRI machine sends him into a 
crematorium; a colorful multimedia hearse carries his 
dead body away. The Material World Knight is the 
main figure in several artworks, most recently The 
Great Adventure of Material World – Film (2020). 
Based on the eponymous video-game artwork The 
Great Adventure of Material World – Game (2019), 
the 25-minute film references the video game’s 
structure and visual themes in several ways. At the 
end of each of the nine episode, the Knight has to 
go through a portal to reach the next one, where 
he meets new enemies and NPCs (non- playable 
characters) who provide him with new knowledge.  
In the central diorama the boy-hero is faced off 
against a skull-headed villain amongst the ruins of 
a retro-futurist Japanese city.

Lu was born in 1984, the same year that the 
Korean American video art pioneer and lifelong 
Buddhist Nam June Paik broadcast his telethon-like 
work Good Morning Mr. Orwell from a series of 
satellite-linked television studios in several locations 
worldwide. Contrary to Orwell’s, Paik’s hopeful 
vision perceived television and the television screen 
as a progressive platform in which geographically 
and culturally distant viewers might be able to 
gather together. Keen observers of our mediatized 
lives, despite their many differences, both Paik 
and Lu appear driven by similar yearnings. Paik 
experimented with TV, broadcasting, synthesizers 
and robots, and was one of the first artists to use 
video as art. Today, Lu Yang professes to “live in 
the Internet”, a boundless and genderless space of 
freedom and possibility.
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Interview with 
Andrea Anastasio
by Chiara Vittone

CV: What was your reaction to 
Quadrio’s invitation to work on the 
Buddha10 exhibition and how did 
you and Quadrio go about working 
with Stefano Mancuso, who comes 
from a field worlds away from your 
own, but has had a lot of contact 
with the art world over the years? 

AA: Meeting Stefano was a big gift this year. We 
met for a project in Venice, and we immediately 
had a really good relationship. I think we have 
similar sensibilities that, while expressed in very 
different languages, are rooted in perceiving life as 
something extremely profound and all-pervasive. 
We come from very different backgrounds and use 

very different languages, but we both experience the 
passions that quicken our work as an expression of 
something inside our everyday lives, inside life. We 
were immediately united by this way of experiencing 
the vitality of things, matter, and thought. 

When Davide Quadrio proposed this idea for 
MAO, our positve answer was hugely enthusiastic, 
not just because it gave us another opportunity to 
work together, but also because in the meantime 
our friendship had begun to fill with experiences, 
emotions, and ideas. What’s more, this exhibition 
is focused on Buddhism and an extraordinarily 
dynamic approach to Buddhism and Buddhist 
imagery, which is especially stimulating. We are 
used to seeing exhibitions that painstakingly 
reconstruct a history of Buddhist imagery or reveal 
particular aspects of this doctrine. Here, there is 
instead a desire to mix together ideas, working 
methods, and sensibilities that all weave together, as 
if the exhibition were a fabric derived from a unique 
tangle of warps and wefts, where warps and wefts 
are not just different disciplines but different ways of 
understanding creation and artistic expression. And 
so, we were immediately struck by this opportunity 
to experience the space of the exhibition as a 
creative space in itself.

CV: In the vision of the exhibition’s 
two curators, the idea is not to 
provide answers but rather raise 
questions about both Buddhism 
and a different way of doing 
exhibitions. This way of proceeding 
through questions is something that 
you and Stefano Mancuso have in 
common. Mancuso, as a scientist, 
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necessarily proceeds through trials, 
attempts, and, especially, questions, 
to which he tries to give answers, 
but I think that this is also true for 
you: your work proceeds through 
questions, answers, sedimentation…

AA: This is one of the key aspects of my way of 
working. My best works are the ones that ask a 
series of questions and generate not just answers, 
but a feeling of disorientation. I think there is a far 
greater return if the person looking at the work feels 
in some way urged or encouraged to raise further 
questions. I find this to be hugely inspiring. And it 
is definitely something I have very much in common 
with Mancuso. 

CV: Let’s talk about the installation 
for Buddha10. What was the initial 
inspiration or idea? 

AA: What we have are sculptures (although 
this is actually not the right term), or better: a 
compositional process that leads the viewer to 
clearly recognize the module and its origin. For 
those who have an art background, the components 
of the installation might remind them of Brâncuși’s 
columns, but that is accidental, in the sense that 
the inspiration wasn’t formal. The inspiration 
fundamentally came from a series of reflections. In 
the west, we place ourselves outside nature, making 
a quite profound mistake in terms of point of view. 
We even tend to place outside nature everything 
that is the expression of the culture that grew out of 
interaction with nature! 

For the Buddha10 installation, there will be 
some potted plants. For me, the terracotta pot 

is an expression of the continuous relationship 
between space, nature, and human activity and 
I wanted this container to be as standard as 
possible, for it to be highly recognizable and to 
be the bearer of a domestic sphere, avoiding the 
idea of sculpture that developed out of formal 
or formalistic considerations. The bases for the 
plants will be pots stacked in an alternation of 
right-side-up and upside-down that put natural 
development on the same plane as cultural. When 
culture is an expression of mediation and reflection 
on the complexity of life, the universe, and the 
transformation of matter into something that helps 
us to have a more harmonious existence on this 
planet, it is, for me, the very expression of nature. 
The last pot in the column is the one filled with dirt, 
which provides nourishment to the plant. In this 
sense, I find there is a deep tie with Buddhism, in 
which there is no separation between matter and 
spirit, or body and mind. 

The way one talks about sensory perception 
is also radically different. For us, the object of 
sensory perception and the organ that perceives 
it are inseparable: hearing is tied to sound, touch 
to the surface of things, and so on. And so, I 
thought it would be great, even poetic, to create 
some Buddhas without actually reproducing their 
form, but instead revealing the fraternal and even 
compassionate aspect of the nature that transforms 
air and gives it back purified. 
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CV: Inside the last pot, under a glass 
bell jar with plants inside, there is a 
column of air, a kind of breath. Does 
the fact that these bell jars are blown 
glass, made from a person’s breath 
and not an industrial product, have 
meaning for you? 

AA: It’s an overlapping of poetic levels, as well as a 
working method. I chose blown glass because the 
idea that the breath, the prana (“breath” in Sanskrit), 
gives life and at the same time creates form amplifies 
the compositional process. We take so many things 
for granted, but if we were instead to hold onto the 
child’s attention to things and ability to ask questions, 
we would realize that blowing glass, blowing white-
hot material, is an extremely powerful act. 

And then, transparent glass has its own form of 
intrinsic magic, as a barrier between form and non-
form, visible and invisible.

CV: Another important aspect of this 
project is temporality.

AA: One of mankind’s big problems has always 
been, and is now especially dramatic and clear, the 
abyss that opens up between chronological time 
and psychological time. Someone watching a field 
or a plant grow is perfectly aware that those times 
do not coincide with those of thought. When I was 
little, I would do little experiments, planting seeds and 
waiting to see the sprout, and every morning I would 
wake up eager to see whether the plant had come 
up. This moment of growth is tangible, it is exciting 
because you see the process while it is happening. 
Then there is a moment when it seems like everything 
becomes more still, but there is actually growth 
happening during that moment as well. 

For me, the creative process works in the same way: 
you can have flashes of intuition that then require 
a kind of organic time to be expressed in the right 
way. I have works collected in various ways that 
date back twenty, twenty-five years ago, that then 
re-emerge. Some people might find it absurd—the 
world has changed radically in twenty years—but 
for me it’s profoundly reassuring and convincing, 
since if an idea survives despite changes and 
history, it is clearly an idea that pierces Chronos and 
touches something that goes beyond time. This is, 
in a certain way, another of the questions raised by 
the exhibition: it is worth reflecting on this painful, 
dramatic fracture between psychological time and 
chronological time.

CV: For Buddha10, we are asking 
visitors to spend some time in 
your installation for a moment of 
purification: people will need to 
breathe and take the time to get 
into the right mood for the rest of 
the exhibition. In an age of rapid 
consumption and speed, how might 
people experience this request? 

AA: Something really important that I think this 
exhibition tries to communicate is the idea that all 
art is care: care of the self, care of the other, care 
of the world. In Buddha10, this is taken almost to 
the extreme. The plants purify the air, they take care 
of us, and they need care: giving visibility to this 
interconnection, which unites everyone, is another 
way of positioning the museum as an experience of 
awakening and awareness, giving us something to 
take with us when we go back to the outside world. 
And to do this, it takes time.



48 49

CV: This fills you artists with a big 
sense of responsibility.

AA: I actually don’t worry about this. I think that 
the works also represent the level of an artist’s 
awareness at a particular time. Responsibility  
might develop from an understanding of how 
increasingly saturated space is and the need to 
ask oneself whether or not it makes sense to do 
a particular thing. This isn’t a rhetorical or moralist 
question: being aware that we are truly in an 
unprecedentedly intense critical moment necessarily 
increases awareness of the consequences of  
one’s own actions.
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Interview with 
Stefano Mancuso
di Chiara Vittone

CV: How did a scientist who heads 
the International Laboratory of Plant 
Biology in Florence end up part of 
an artistic project at a museum in 
Turin?  What was your reaction to 
Davide Quadrio’s invitation?

SM: The invitation was unexpected. Andrea Anastasio 
had introduced me to Davide Quadrio one day at 
MAO. I should say right off the bat that I’ve tried, in 
recent years, to pair my work as a scientist with what 
I call popularization but is really an expansion of the 
idea and role of plants. We scientists have a sad fate, 
writing hundreds of texts that talk about the most 
amazing things but for a readership that comprises just 
the dozen or so colleagues across the world that work 
on the same thing. 

This was bothering me, I believed that there was 
material there that far more people would be 
interested in and enjoy. And so, I started to look 
for other solutions. I believe that artistic expression 
is the most powerful means of communication. 
You can write millions of scientific texts and be 
heard by no one. With artistic expression, if you 
manage to find the right angle, you can really 
reach other people, a huge number of people can 
hear what you have to say and follow your work. 
And so, in recent years, I started living a kind of 
parallel life, collaborating with artists. The first major 
collaboration was an enormous installation that 
I created with Carsten Höller at Palazzo Strozzi: 
The Florence Experiment. Then, I worked for the 
Fondation Cartier in Paris and for a few museums in 
Amsterdam. 

The thing that engrosses me is the fact that plants 
represent life. Plants are 86% of life on Earth, 
and we animals are just 0.3%, and so absolutely 
insignificant. And yet these plants are totally 
unknown and considered irrelevant. Until a few 
years ago, they were even totally ignored in the art 
world. Today, this is all changing very quickly, and 
I’ve always felt a lot of affinity working with artists 
because I think that a good scientist and a good 
artist are quite similar: they have heads that work 
in a very similar way. Once the artists’ initial wall of 
diffidence is knocked down, the collaboration has 
always been really easy, and I’ve had a lot of fun. 

CV: This is your first collaboration 
with Anastasio.

When we met, we immediately started thinking 
about possible collaborations. Then Andrea 
introduced me to Davide, and when we went 
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together to visit MAO, we started thinking on two 
tracks: the renovation of the museum as a building 
and the Buddha10 exhibition. 

If there is one thing I know about the Buddha, 
it is that he attained enlightenment beneath a Ficus 
religiosa, which he lived in symbiosis with for days 
and days. And so, I said to myself: “No discussion  
of the Buddha can avoid the issue of plants;  
on the contrary, it has to be made even clearer  
and stronger.” 

At the beginning of the project, Anastasio, Quadrio, 
and I were thinking of a kind of decompression 
room, a transitional place between outside and 
inside, a space that puts you in a position of 
understanding and intimacy with a world different 
from the one you are coming from and that lets you 
enter a much stronger spiritual world.

CV: Quadrio even talked about a 
kind of space where people could 
purify themselves. What is the idea 
at the base of this project and how 
did you and Quadrio go about 
working with Anastasio?

SM: The basic idea is exactly that of a place of 
purification and transition, which visitors need to 
pass through before entering the spiritual universe 
of the Buddha.

When we talked about this theme, I said, pragmatist 
that I am: “The thing that purifies most is plants!” 
Plants are what make our environment pure: if it 
weren’t for plants, the Earth would be so impure that 
it would be unlivable. And so Quadrio, Anastasio, 
and I started thinking about what would best 
exemplify this idea of purification. At first, we were 

thinking about big bubbles with plants inside them: 
in the transition between inside and outside,  
the air would be cleaned. 

Then, as we refined the idea, we came to the current 
project, with painted sculpture bases supporting 
Murano blown-glass globes or domes with a few 
openings in them. We put a few plants inside them 
along with a system for absorbing air from below 
and bringing it towards the openings: visitors are 
invited to move close to the openings in the glass 
and breathe. Moving close, they will feel a kind of 
breath and will have the clear feeling of inhaling 
unquestionably pure air. 

Inhaling this pure air serves most of all for purifying 
us inside. And then the exterior beauty of the plants 
takes us to a level of understanding reality that 
should help when we step into the galleries. 

CV: What kind of plants did you 
choose for the installation?

SM: They are almost all tropical plants, including 
ficus. I chose tropical plants for basically two 
reasons, besides the obvious homage to the 
Buddha: first, because we needed evergreen 
plants and, second, because this kind of plant is 
usually really lush, it has a lot of leaves, and this is 
fundamental since they leaves are what purify!

CV: You are also here as an artist, 
as well as a scientist. Some of your 
own works will be on view in the 
first gallery. 

SM: Yes, some of my monotypes will be in the 
exhibition. I work with a press, paper, and ink: it’s a 
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very long process, but it allows me to reproduce  
the image of the plants.

Monotype is a very old technique that was invented 
by Leonardo. Lately, I’ve been working with a true 
master, the Brazilian artist Luiz Zerbini, who I met 
at the Fondation Cartier. I first saw his monotypes 
years ago, when we first met, and I literally fell in 
love with them. I also wrote the introduction to his 
volume of monotypes, Botanica, Monotypes 2016-
2020 (Fondation Cartier pour l’art contemporain, 
2021), in which I confessed not only my love for 
these works of art but also my attempt to make 
some of my own, with terrible results. Zerbini was 
kind enough to give me one of his works and 
encouraged me to keep trying. 

I kept at it for years, and now I’m satisfied with the 
result: I like it. The great master Luiz says that my 
monotypes are good and so I’m happy. However,  
it is a passion that began like that, from true love  
for a kind of artistic representation that  
no one uses anymore.

CV: What role do you think that 
culture, museums, and cultural 
institutions in general can play  
in raising people’s awareness about 
ecological issues, like the need  
to plant trees, learn about the 
features of the plant world,  
and use them to imagine the future  
of human beings as well?

SM: I think that they are fundamentally important, 
and I’m not saying that just because it’s the area 
we are working in. The issue of global warming, 
climate change, and our attack on the environment 
is nothing new: science has been talking about it for 

at least eighty years and politics and public opinion 
have also been dealing with it in a pretty meaningful 
way for about forty years. 

And yet, there has been no practical progress, 
absolutely none, in terms of changes in people’s 
perspective or people moving towards a wishful 
ecological conversion. Despite everything that is 
happening and everything we know, despite all the 
scientific data that tell us that the situation is getting 
worse every year, it doesn’t improve. The basic 
problem lies in the narrative (even if I hate using this 
word): how do you frame what is happening? And 
especially, how do you frame it so that the people 
listening will be struck by it and moved to change?

Here, I am absolutely convinced that artistic 
expression is the first tool we need to use, even 
before education. Through education, people get a 
very vague, general, overall understanding of what 
is happening, whereas good art leaves an indelible 
mark, it takes the message straight where it needs 
to go. I am profoundly convinced of this. This is why 
museums, places where people produce, make, and 
display art are fundamental in this fight. 

It is an issue we cannot escape and, this being – 
science is unanimous about this – humanity’s  
most serious problem in all its history, the art world 
will need to increasingly pay attention to it  
in coming years. 

CV: Along the same line, I have  
read astonishing things in your 
books about plants that “see”. 
Maybe this installation will help us 
understand something more about 
plants, which are everywhere and 
we take for granted.
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SM: Exactly. All plants perceive light perfectly, they 
know where it comes from, they recognize the wave 
lengths, but some of them have an ability we might 
describe as “vision”.

And this is one of the aims of the installation:  
when you become aware that even merely moving 
close to them induces change in plants, you start  
to understand that it is not just grass that you  
can cut as you please, but a living thing.  
And this could change our perception, make us 
feeling more responsible.

Biographies 
and works
Buddha10



58 59

AMOSPHÈRE 
(China, 1990)

Amosphère is a Paris-based composer  
and multidisciplinary visual artist.

Using a minimalist vocabulary and fictional concrete 
poetry across diverse practices – music, painting, 
poetry, sound installation, performance – her work 
questions the atmosphere of cosmological time 
and space, possibilities of poetic translations 
from universe and natural environment to human 
perceptions and psycho-physical effects through 
sonic and visual meditations. By exploring the 
balance between primary spirituality and modern 
culture, analog synthesizers and contemporary 
technologies, collected datas are translated 
and transformed into eventual forms of psychic 
communication and healing process.

Represented by 33-33 in London, her performance 
and installation projects have been presented 
by Fondation Pernod Ricard in Paris, Salon 
de Normandy by The Community in Paris, 
Shapeplatform by European Union, Tanzhaus in 
Zurich, Museum of Contemporary Art in Lisbon, 
IRCAM in Paris, Somerset House Studio in London, 
Fondation Fiminco in Paris, Atelier B Matrice by 
Institut de France, Museum of Eastern Art in Turin 
and music festivals across Europe. Her debut full-
length is released on 33-33 Label, a latest track is 
part of the compilation ‘Epiphanies’ by the Swiss 
label Hallow Ground.

Land of Ethernal Delight 

For the Buddha10 exhibition Amosphère has created 
a new and minimal soundscape: an installation in 
which recorded sounds of natural environments 
alternate with music she composed for ceramic 
wind instruments made by Thomas Lefevre, for 
Shakuhachi played by Marc Lochner and for 
electronic organ played by the artist herself.
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ANDREA ANASTASIO 
(Rome, 1961)

Andrea Anastasio studied philosophy and history  
of art, graduating from the Ca’ Foscari University  
of Venice. Since the mid-eighties he has developed 
an original artistic path, influenced by masters  
such as Ettore Sottsass and Bruno Munari as well 
as by serial music, Asian religious thought and 
Islamic mystics.

Since 2002 his work focuses on manipulating 
objects and materials of domestic habit  
and consumer-goods. By reiterating simple gestures 
or craft techniques or just by juxtaposing objects, 
Anastasio’s work generates linguistic short-circuits 
that challenge the common perception 
and definition of reality.

He has created projects for Artemide, Memphis-
Milan, Design Gallery-Milan, Sawaya & Moroni 
and Danese, establishing himself as one of the 
protagonists of the new Italian design. 

At the same time he reinterpreted and demystified 
the culture of industrial design through art,  
opening a reflection on domestic spaces and the 
philosophy of living.

In 1992 he moved to India where he contributed 
to the cataloging of Indian Islamic architecture for 
UNESCO and where he participated in innovation 
projects of traditional craft techniques. In the same 
years he collaborated with the architectural design 
studio Mehrotra Associates of Mumbai, with the 
Urban Design Research Institute of Mumbai and  
with the publishing house Tara Books of Chennai, 
with which he published Fingerprint in 2009  
and Alone in the Forest in 2013.
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CHARWEI TSAI 
(Taipei, 1980)

Charwei Tsai graduated from the Rhode Island 
School of Design in Industrial Design and Art & 
Architectural History (2002) and the postgraduate 
research program at L’École Nationale Supérieure 
des Beaux-Arts in Paris (2010).

Highly personal yet universal questions spur  
Tsai’s multi-medium practice. Geographical, social, 
and spiritual motifs inform a body of work, which 
encourages viewer participation outside the borders 
of complacent contemplation. Concerned with  
the humane-nature relationship, Tsai meditates  
on the complexities among cultural beliefs, 
spirituality, and transience.

Tsai has had solo exhibitions and projects 
internationally including: Water Moon, Institute 
of Contemporary Art, Villeurbanne/Rhône-
Alpes, France, and Hear Her Singing, a project 
commissioned by Hayward Gallery at Southbank 
Centre, London (both in 2017); A Dedication  
to the Sea, Espace Culturel Louis Vuitton, Singapore 
(2012), and Water, Earth and Air, Sherman 
Contemporary Art Foundation, Sydney (2009).

She has participated in exhibitions and biennials 
including Biennale of Sydney and Sharjah 
Calligraphy Biennale, (2016), Simple Shapes at Mori 
Art Museum, Tokyo (2015) and Centre Pompidou-

Metz, France (2014); Tsai’s works are in public  
and private collections.

Tsai has also published a curatorial journal titled 
Lovely Daze since 2005.

Ah!
Ah! is a video created originally for a public space, 
a tunnel leading from a metro station to the national 
theatre in Singapore for the occasion of the 
“Tapestry of Sacred Music” Festival.

The work celebrates the religious diversity and 
harmony in Singapore by using a range of voices 
from people of various backgrounds chanting “Ah”. 
“Ah” is a sacred sound that many major religions 
in Singapore and around the world embrace, e.g.: 
“A-llah”, “A-men”, “A-mitabah”, “Alleluia”, and “A-
OM”. The work aspires to connect a sense of inner 
peace that is within us all. The work on display 
at MAO is also as part of a special project on 
sound – So will your voice vibrate – that Artissima 
(3-6 Novembre 2022), directed by Luigi Fassi, is 
organizing in collaboration with the museums of the 
Fondazione Torino Musei.
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LU YANG
(Shanghai, 1984)

Lu Yang graduated with a BA and MA from the New 
Media Art department of the China Academy of Art, 
Hangzhou. Lu Yang creates work exploring themes 
and formats that combine traditional Chinese 
medicine and spirituality together with contemporary 
digital cultures. Through the medium of video, 
installation and performance, Lu Yang explores 
the fluidity of gender representation through 3D 
animated works inspired by Japanese manga and 
gaming subcultures. With a fascination with the 
human body and neurology, Lu Yang’s work bridges 
the scientific and the technological with aesthetics 
drawn from popular youth culture creating new 
visions of China in the face of modernity.

He often collaborates with performers, designers, 
illustrators and composers. His work has been 
featured in exhibitions internationally including solo 
exhibitions, Electromagnetic Brainology, Spiral, 
Tokyo, Japan; Lu Yang: Encephalon Heaven,  
M WOODS, Beijing, 2017; Delusional Mandala, 
abc gallery night, Société, Berlin, 2016; Delusional 
Mandala, Beijing Commune, 2016; and KIMO 
KAWA CANCER BABY, Rén Space, Shanghai, 
2014. His work has been featured in major 

group exhibitions at the UCCA, Beijing;  
Centre Pompidou, Paris; 56th Venice Biennale 
2015 China Pavillion; 3rd Istanbul Design Biennial; 
Liverpool Biennial 2016; Shanghai Biennale 2012; 
Montreal International Digital Art Biennial 2016; 
Musée d’art contemporain of Lyon; Momentum, 
Berlin; Tampa Museum of Art; and The 5th  
Fukuoka Asian Art Triennale.

Moving Gods
Known for his ongoing video explorations, 
blending influences from manga and anime with 
neuroscience, biology and theology, acclaimed artist 
Lu Yang deconstructs the image of the nimbus, a 
widespread symbol of sacredness. Visual references 
to Tibetan, Japanese and Chinese Buddhism, as well 
as Hinduism and Christianity, are conflated into new 
flaming aureoles. Activated by people of all genders, 
nationalities and sexual orientations, these nimbuses 
suppress conventional idolatry and create new gods 
in the flesh that become a new subject of worship.
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STEFANO MANCUSO
(Catanzaro, 1965)

Stefano Mancuso is the founder and one of the 
world’s leading authorities in the field of plant 
neurobiology, which explores signaling and 
communication at all levels of biological organization. 
He is professor of the University of Firenze since 
2001 and Director of the LINV (International 
laboratory of Plant Neurobiology). 

He has published more than 300 scientific papers in 
international journals. His last books include Brilliant 
Green: The Surprising History and Science of Plant 
Intelligence (Island Press, 2015); The Revolutionary 
Genius of Plants: A New Understanding of Plant 
Intelligence and Behavior (Atria Books, 2018); The 
Nation of Plants (PenguinRandomHouse, 2021); The 
Incredible journey of plants (Other Press, 2022). 

Some of his recent exhibitions: The Florence 
Experiment (with Carsten Höller) at Palazzo Strozzi, 
Florence, Italy (2018); The Nation of Plants during 
the XXII Triennale di Milano, La Triennale di Milano 
(2019); The Botany of Leonardo (with Fritjof Capra) 
at Santa Maria Novella, Florence (2019). Symbiosia 
(with Thijs Biersteker) at Fondation Cartier pour l’art 
contemporain, Paris (2019), Econtinuum (with Thijs 
Biersteker) at NXT Museum, Amsterdam (2021); 
Mutual Aid at Architecture Biennale Venice (2021); 
Talking God at the Thailand Biennale, Bangkok 2022.
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Drawing Study Series
The series originated in 2021 inspired by Chi-Tsung’s 
collaboration with TAO ART SPACE for his solo 
exhibition in Taipei, in which he uses a flashlight as 
a paintbrush to capture the silhouette of ancient 
Buddhist statues and records the tails of light in 
space, allowing the outlines of the statues to gradually 
appear. The gentle movement and the dim glow have 
created a yūgenism (profound grace and subtlety) 
atmosphere, symphonizing the timeless quality of the 
statues that were created centuries ago. 

WU CHI-TSUNG
(Taipei, 1981)

Wu Chi-Tsung received his BFA from the Taipei 
National University of the Arts in 2004. His work, 
in which he devotes great attention to the methods 
used in producing and interpreting images, spans 
across different media, including photography, 
video, installation art, painting and set design. He 
combines traditions and contemporary art forms 
from the East and the West. Daily objects and 
phenomena are great inspiration for his work, which 
he transforms into poetic imagery.

He received the top prize of the “Taipei Arts Award” 
(2003), the “WRO Media Art Biannual” (2013) – 
Award of Critics and Editors of Art Magazines”, the 
“Liu Kuo Sung Ink Art Award” (2019), short-listed for 
the “Artes Mundi” (2006), and the “Prudential Eye 
Awards” (2015).

XU ZHEN®  
(Shanghai, 1977)

Dedicated to “the production of creativity  
and the exploration of contemporary culture’s  
infinite possibilities” XU ZHEN® is a brand  
focused on artwork creation and cutting-edge 
culture development.

The brand was established in 2013 by internationally 
renown contemporary artist Xu Zhen, under the 
flagship of MadeIn Company. Products of Xu Zhen 
Store include sculptures, installations, but also 
limited editions, clothes, unique carpets, furniture 
and more conceived by XU ZHEN®

New

The sculpture New is inspired from an original Ming 
dynasty Dehua porcelain Guanyin and covered with 
a gradation of seven colors. Guanyin is the most 
venerated divinity in China. Ubiquitous, her blessings 
are universally spread. She is a general symbol 
of compassion and a religion readymade. New’s 
unique combination between color shading digital 
information and sacred icon proposes a certain new 
pop faith and observing experience.
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Drawing Life (Cold Dew)  
Drawing Life (Lesser Heath) 

Zheng has been making plein air drawings of living 
plants since the pandemic hit; for the artist, it is a 
practice to see, sense and record life — albeit in 
a limited way. Initially, he was curious to learn the 
names that ancestors and scientists have given to 
the plants; as the series goes however, finding out 
the names was no longer important to the meditative 
practice. Because the plants in Hong Kong grow 
densely together, Zheng would often draw a habitat, 
instead of singling out an individual. For the artist, 
working with plants and realising outdoor projects 
makes him highly attuned to seasons and the 
flora. By drawing living beings and by naming the 
drawings after Chinese solar terms, such as White 
Dew and Autumnal Equinox, he prompts viewers to 
think beyond the four seasons.

The series is on display at MAO as a special satellite 
project of the exhibition The Mountain Touch (3 
November, 2022 – 2 April, 2023) curated by Andrea 
Lerda at the Museo Nazionale della Montagna (Turin).

ZHENG BO 
(Beijing, 1976)

Zheng investigates the past and imagines  
the future from the perspectives of marginalized 
communities and marginalized plants. He creates 
weedy gardens, living slogans, and ecoqueer 
films to cultivate ecological wisdom beyond the 
Anthropoextinction event.

His projects are included in Biennale Arte 2022, 
Liverpool Biennial 2020, Yokohama Triennale 
2020, Manifesta 12, the 11th Taipei Biennial, the 11th 
Shanghai Biennial, among others. He has worked 
with numerous art spaces in Asia and Europe, most 
recently Gropius Bau in Berlin, Kunsthalle Lissabon 
in Lissabon, Institute of Contemporary Arts at NYU, 
Shanghai, Kyoto City University of Arts Art Gallery, 
Asia Art Archive in Hong Kong, Parco Arte Vivente in 
Torino, Villa Vassilieff in Paris, and The Cube Project 
Space in Taipei.

His works are in the collection of Hammer Museum, 
Hong Kong Museum of Art, Singapore Art Museum, 
among others.

He taught at China Academy of Art from 2010 
to 2013, and currently teaches at the School of 
Creative Media, City University of Hong Kong, where 
he leads the Wanwu Practice Group.
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Public
Programme October 19th h. 7.00 pm

Dal:um 
Gayageum and geomungo: Korea’s most 
well-known string instruments in a dialogue 
between traditional and experimental

October 26th h. 6.30 pm

Il Fervore - 
WARSHADFILM 
Installation and Live performance  
Within the frame of the project  
t-space X MAO

November 8th h. 6.30 pm

Zhuo Mengting
“Emptiness score” - a site specific sonic 
score with objects from the MAO collection, 
water and feedback, exploring what's out 
there and what can’t be seen

November 22nd h. 6.30 pm

Tadleeh 
“The Flock We Belong”: an exclusive 
performance for MAO on the sense of 
belonging. Intimate and visceral tribal drum 
patterns, twisted electronics and melodic 
vocalization

December 1st h. 6.30 pm

Park Jiha 
Groundbreaking modern music rooted in 
traditional Korean instruments

concert

concert/
performance

concert

performance

concert
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December 16th h. 6.30 pm

Silvia Morin
Installation of photographs 
and wall painting. Performance  
Within the frame of the project t-space X MAO

January 20th h.6.30 pm

GianMarco Porru
Installation and performance 
Within the frame of the project t-space X MAO 

festival

January 24th and January 25th h. 6.30 pm 

Diasporas now:  
Rieko whitfield + Micaela Tobin 
(white boy scream) 
Diasporas Now: contemporaneous conversations 
and alternative narratives on displaced identities, 
intersectional backgrounds, decolonization,  
self-empowerment and collective care

* Moderator: Ilaria Benini 
The panel will be held in English

Chinabot: 
JPN Kasai & Neo Geodesia
An evening with Chinabot, a platform and 
collective created to change the dialogue 
surrounding Asian music. Khmer chants,  
karaoke DVD, Japanese folk music,  
minimal juke and metal drums

* Moderator: Giulia Mengozzi 
The panel will be held in English

February 15th h. 6.30 pm

Sainkho Namtchylak 
Throat singing and artistic research between 
Siberian folklore, avant-garde and shamanic tradition

February 26th h. 5.30 pm 

Theresa Wong 
A personal take on contemporary classical music: 
radical and challenging as well as immersive and 
seductive 

March 8th h. 6.30 pm 

Massimo Grimaldi
Video installation and performance 
Within the frame of the project t-space X MAO

March 21st h. 6.30 pm

Ana Roxanne 
Ambient, jazz, hindustani, choral and electronic  
musical traditions blended in a magical out-of-
body experience pondering the mutability of gender

April 6th h. 6.30 pm

Salamanda 
Dub, lo-fi house, reggaeton snares, dembow 
rhythms, ambient, and augmented vocals weaved 
into an immersive cocoon of harmonious tones

April 27th h. 6.30 pm

Phew
A haunted and strung out set of whispered vocals  
and submerged synths for music out of time  
from a legendary Japanese artist

Information and booking 
eventiMAO@fondazionetorinomusei.it

Prices: 
15 € per concert / 15 € per festival 
10 € reduced students 
promotions on the website / maotorino.it

T-space X MAO events: free

performance

concert

concert

concert

concert

concert

performance

performance
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The educational department proposes 
workshops for schools:

Many and mini. Ages 8 and up 
Visit to the exhibition with a focus on the spread 
of ritual objects, their use and reproducibility.
During workshop molds of small Buddhist statues 
will be made with the use of silicone rubber, 
resins or plaster.

Where are you from? Ages 6 and up
Visit to the exhibition with a focus on the context 
of origin and function of the objects and statues 
which then become works of art in the museum. 
During the workshop, cardboard models will 
be made reproducing domestic altarpiece, the 
Chinese caves from which some sculptures on 
display come from, or a museum gallery.

Cost € 75 per class group 

Booking is required 011-4436927 / 8  
maodidatttica@fondazionetorinomusei.it

Guided tours and special visits with tea tasting  
are organized by Theatrum Sabaudiae

For information and booking: 
T 011.5211788 – M ftm@arteintorino.com

For the complete programme →

The contents of the exhibition 
are accessible in LIS and in 
italian audio track →

Suggested 
reading list
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Petra Rösch, 
Chinese Wood Sculptures of the 11th to 13th centuries: 
Images of Water-moon Guanyin in Northern Chinese 
Temples and Western Collections, 
ibidem Press, Stuttgart and Hannover 2007

Gideon Shelach-Lavi, 
The Archaeology of Early China. 
From Prehistory to the Han Dynasty, 
Cambridge University Press, Cambridge 2015

Jerome Silbergeld, Eugene Y. Wang (edited by), 
The Zoomorphic Imagination in Chinese Art and Culture, 
University of Hawaii Press, Honolulu 2016

Haema Sivanesan, 
In collaboration with the Art Gallery of Greater Victoria,  
In the Present Moment. Buddhism, Contemporary  
Art and Social Practice,  
Figure 1 Publishing, Vancouver 2022

Dorothy C. Wong,  
Chinese Steles. Pre-Buddhist and Buddhist  
Use of a Symbolic Form,  
University of Hawaii Press, Honolulu 2004

Suggested reading list

Csilla Ariese, Magdalena Wróblewska, 
Practicing Decoloniality in Museums. 
A Guide with Global Examples,  
Amsterdam University Press, Amsterdam 2021

Qinghua Guo, 
The Mingqi Pottery Buildings of Han Dynasty China 
206 BC - AD 220:Architectural Representations and 
Represented Architecture, 
Sussex Academic Press, Eastbourne 2022

Guolong Lai, 
Excavating the Afterlife. 
The Archaeology of Early Chinese Religion, 
University of Washington Press, Seattle, Washington 2015

Étienne de a Vaissière, Éric Trombert, (edited by), 
Les Sogdiens en Chine, 
EFEO – École française d’Extrême-Orient, Paris 2005

Walter Mignolo, Rolando Vázquez, 
Decolonial AestheSis: 
Colonial Wounds/Decolonial Healings, 
Social Text/Periscope (July 15, 2013) 
https://socialtextjournal.org/periscope_article/decolonial-
aesthesis-colonial-woundsdecolonial-healings

Mu-chou Poo, 
Daily Life in Ancient China, 
Cambridge University Press, Cambridge,2018 

Sophia-Karin Psarras, 
Sources of Han Décor: Foreign Influence 
on the Han Dynasty Chinese Iconography 
of Paradise (206 BC-AD 220), 
Archeopress, Oxford 2020
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With the collaboration of:

With the support of:

Sponsor:

Artists in residence

#MAOtempopresente is also artists in residence. 
In the upcoming months performers and artists 
will be in the museum to work and develop 
new productions expanding the meaning 
and understanding of the collections, and for  
the realization of projects that involve interaction 
with the public and the museum invigilators.  
The final outcome will be new works, performances 
or installations that will become part of the  
MAO heritage.

The artists involved are:
Marzia Migliora 
Lee Mingwei 
Gala Porras-Kim 
Antonella Usai 
Charwei Tsai

The exhibition Buddha10  
is curated by Laura Vigo and Davide Quadrio
The musical programme  
is curated by Chiara Lee & freddie Murphy
The t-space X MAO project  
is curated by Giulia Spreafico and Rui Wu
The editorial coordination of this booklet  
is by Anna Musini with Francesca Filisetti
The translations of this booklet  
are curated by Sarah Elizabeth Cree from Italian  
to English and by Barbara Venturi for Scriptum, 
Rome from English to Italian
We would like to thank all the authors  
for their texts and Fondazione Centro di 
Conservazione  e Restauro “La Venaria Reale” 
for the X-ray images

Partner:

The exhibition is realised in collaboration with:
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