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Japan wird uns alle noch lange beschéftigen, aber die Pla-
nungen zu Ausstellungen der japanischen Kultur liegen weiter
zurlick als die schrecklichen Ereignisse vom 11. Méarz diesen
Jahres; sie sind in Erinnerung an das 150jahrige Bestehen der
(besonderen) deutsch-japanischen Beziehungen in diesem
Jahr vorbereitet worden. Somit ist der lkebana-Artikel von
Prof. Ingrid Eichinger ein Vorgeschmack auf die grof3e Ikeba-
na-Ausstellung, die — wegen der Pflanzen nur fir wenige Tage
— vom 23. bis 25. September im Augsburger Schaezlerpalais
arrangiert wird. Ausstellungen dieser Art sind eine Seltenheit,
noch dazu in einem solch barocken Rahmen, wie ihn die
Arkaden des Innenhofs und die dem Garten zugewandten
Raume im Schaezlerpalais bieten. Eine seit tGber 40 Jahren
in Deutschland tatige Ikebana-Meisterin, SGshui Pointner-Ko-
moda, der unendliche viele |kebana-Aktivitaten, besonders in
Bayern, und ebenso die einschlagige Literatur zum Thema zu
verdanken sind, wird auch mit ihrer Kunst zugegen sein.

Der Hauptteil dieser Ausgabe steht unter der Uberschrift ,Rah-
men*, einem Thema, das wir schon oft angeschnitten haben.
Lange von der Kunstgeschichte unbehandelt, ist hier eine
nicht mehr wegzudenkende Debatte entstanden, die Kunst-
handwerk wie bildende Kunst gleichermalfen betrifft und einen
Berufsstand hervorgebracht hat, der sich nicht nur in Grof3-
stadten etablieren konnte. Rahmen umfassen asthetische wie
konservatorische Uberlegungen, die Sachkenntnisse, aber vor
allem auch Zeitaufwand verlangen. So ist etwa auch Recher-
che-Arbeit notwendig, beschliel3t eine Galerieleitung, ihren
weltberiihmten Raffael, der noch in einem unansehnlichen
Notrahmen der 50er Jahre eingekastelt ist, durch die Kopie ei-
nes adaquaten Renaissancerahmens zu ersetzen. Wenn dann
alles ,stimmt*, weil der richtige Rahmen gefunden wurde, wird
selbst ein Laie dies bewundern, auch wenn er die dahinterste-
henden Mihen kaum ermessen kann.
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Die erwahnte mila-wall Serie 100 hat eine Bauhdhe von 2500 -

mm und steht in den verschiedenen Wandbreiten 260 mm, 420 ou r sco pe IS Euro pean
mm, 900 mm und 1200 mm zur Verfligung. Sie hat wiederab-

I6sbare und streichfahige Oberflachen fir wiederholte indivi-

duelle Gestaltungen. Die Wandfugen des modularen Systems

lassen sich auf Wunsch mit einem fast unsichtbaren Fugen-

band lberkleben. Dadurch erscheint nach dem Uberstreichen

der Wandflachen mit wasserldslicher Dispersionsfarbe eine MUSEUM AKTUELL
erhabene fugenlose Wandflache als makelloser Bildtrager.

Die Wandmodule lassen sich wegen des geringen Eigenge-

wichts und in Verbindung mit ihrer Nut-Feder-Einhangetechnik

einfach und schnell montieren. Der umlaufende Multifunkti-

onsrahmen aus Aluminium gewahrleistet hohe Stabilitat der

Wand, schitzt vor Beschadigungen im Kantenbereich, bietet

schnelle und einfache AnschluBmaéglichkeiten fir Zubehér und

Sonderlésungen. Somit ist eine extrem hohe Lebensdauer

der Wande gewahrleistet. Sollen an den Wanden besonders

schwere Exponate befestigt werden, stehen Wandmodule mit www.museum-aktuell.de
Massivholzeinlagen zur Verfiigung.

Die Ausstellungswande sind mit kapazitiver Alarmtechnik

ausgestattet, die die beidseitige Nutzung gewahrleistet. Die

g.esamFe Alarmte.Chmk istin die Wand integriert und von auften Monthly museum journal and a large European portal for museums
nicht sichtbar. Bis zum 13. Juni 2011 kam das Wandsystem and similar institutions, for exhibitions, scientists, suppliers,

etwa fur die Ausstellung ,Picasso Kunstlerblcher® im Kupfer- open positions, sponsors, life long learning, a ,stock exchange* and
stichkabinett zum Einsatz. much more. Many options free of charge - special museum ad rates.

Anette Rein
Sacred ritual or profane “event” culture?
How can ritual objects
and performances in museums
be shown with integrity?’

Since February 2009, we have a new shopping mall in Frank-
furt am Main. It is called MyZeil. Because of its special archi-
tecture (constructed by the Roman architect Massimiliano
Fuksas) it is already famous and a well accepted shopping
mall in the city. On six floors one finds shops with a range of
goods from smart phones, cosmetics, fashion and on the top
there is a fitness center.

From the Myzeil-Magazin? we learn, that the management
of the center presents a seasonal changing decoration in
the first floor. Under the title: ,Es griint so grun”, a shortened
quote from the musical by “My fair lady™ — the management
announces the creation of an interesting contrast to the spec-
tacular construction of the glass roof.#

The topic of the seasonal decoration from the 1%t of October
until the 13" of November 2010, was called ,Im Zeichen des
Buddha” (In the sign of Buddha). While approaching from the
pedestrian MyZeil the entrance, you found the motto on the
upper cross beam of the torii®, which was made of red tapes,
imitating the Japanese Entrance of a Shinto Shrine®. A torii
usually marks the border between the sacred world of the
shrine and the secular world outside.

The main Entrance of the Mall with the Torii. © Rein October 2010
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There were two posters with the announcement of the Buddha
exhibition on the right and on the left side of the torii. Walking
through the torii, the visitor was confronted with the first Bud-
dha on the left side, postitioned under an escalator.”

It was one out of 39 different items, being arranged on both
sides of the escalators and in the middle space of the first floor
— following the mandates of the architecture of the shopping
center —and on the second floor one found the biggest Buddha
in front of a picture of a Japanese tea house.

-—— |

LI
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Within this garden one could find the following sculptures:

- 25 Buddha sculptures (16 Mandalay Buddha from
Burma / Myanmar [19. century], six from Thailand
Ayuthaya [1350-1767; 13"-15™ century], two Buddha
from Japan [14"" century], one Amitabha Buddha from
China [1]),

- three low reliefs fromThailand Ayuthaya (1350-1767),

- six masks Mandalay Burma / Myanmar (19" century)g,

- three Dewis from Thailand,

- one metal-gong.

Three labels in front of the sculptures gave different informa-
tion to the visitor.

B

The biggest one gave some data about each sculpture. A
smaller one, which advised the visitors not to step on the
ground, was completely ignored by the visitors. | have seen
many of them stepping into the garden to get very close to
Buddhas for a picture.

The third label made obvious that the exhibition was a coop-
eration between the MyZeil with the German Buddha Museum
in Traben-Trarbach®, a little town close to the river Mosel. As
a privately financed museum, they need to have more visitors
and the exhibition in the shopping center seemed to be an op-
portunity for a public relation campaign for them.
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As | was told by the scientific curator of the museum™ and the
manager of the MyZeil"', the background of the installation had
not a scientific base. The cooperation was arranged between
the director of the museum and the marketing manager of the
center.

It was an architect who used the “cultural material” to construct
this ensemble having a fragmented, hybrid character. He
created a mixture of Shintoism, Buddhism and sculptures of
different countries and traditions, which one would never find
together neither in a Zen garden nor in a Japanese Buddhist
temple garden.

This construction with a religious look-and-feel was possible,
because — as the manager told me — the shopping center feels
neither an obligation nor a responsibility to participate in any
cultural education program. They just want to entertain the
people with an eye-catching decoration. “The people can do
what they want with the exhibition.” The content would be user-
defined, as the manager told me. And when discussions would
rise up about ethical aspects or about presenting items in such
a religious contradictory way — “so much the better”!

While observing the people walking in the center, | found differ-
ent reactions. Visitors who told me about being shocked of the
way of presentation of sculptures with a clear religious impetus
situated under escalators, and those reactions of people just
enjoying the beauty of the sculptures. When | tried to inform
the latter about the missing scientific background and about
the hybrid mishmash character of the installation — they just did
not want to know about it."* As the manager told me — perhaps
just 10% of the people would be interested in the religious
background together with a traditional authenticity of the pres-
entation — for the rest this way would be just the best.

But, in this presentation was an institution with its own artifacts
involved and which calls itself a museum. At this point | would
like to ask some questions:

—  What is a religious object?

—  Are there prescribed places where religious items can be
publicly shown?

— Do religious objects need a special treatment when they
are presented publicly compared to other items?

What is a religious object?

As the anthropologist Karl-Heinz Kohl'* points out, everything
in this world can be selected by people to become a religious
or sacred object. This happens independently of its material
(like metals or stones; like human material [bones, skulls], like
special places in the landscape or plants [trees] or like exotic
things coming from another culture and being centuries old
[coins, porcelain, silk textiles]).

Seemingly independent from their material, the sacred things
have other aspects in common which qualify them to be
adored. These aspects are:

— The intense social awareness concentrated on these
items; representing godly spiritual energy. Sacred items
are commonly respected.

—  Sacred objects are stored in special places.

—  Their treatment is combined with special taboos which
separate them from the ordinary world. They are used
and shown to the public only during special ritual times, in

special places and usually to a selected group of people.

—  Many times they represent ancestors of individuals or of a
community.

— Their value as a commodity cannot be expressed
— sacred objects exist outside of an economic circulation.
They are not for sale.™

—  Sometimes they change their owner — then however,
usually through a violent robbery (e.g. spoils of war) or
through an illegal trade.

— Another characteristic is the special story explaining,
when and why an ordinary object became a sacred
item. With this story a community or an individual owner
remembers extraordinary events which happened to
individuals or to groups and which are experienced by
them as an epiphany of spirituals beings (gods, resp. holi-
ness).

The resemblance between the treatment of traditional sacred
objects with artifacts collected in museums are, according to
Kohl'®, amazing. After having arrived in a museum the items
pass several steps during the professional treatment which
can be compared with the rites of passage.'” They are taken
out of their original context for being inventoryed and at the
same moment they are detracted from the economic exchange
cycle. Being part of the museum’s collection they cannot cir-
culate on the free market again in a legally way — robbery
excluded.

The taboo, which separates traditionally sacred objects from
ordinary life, means translated into the museum’s world — do
not touch it!"® Rules of restriction are typical for the public
spheres in a museum and the visits depend on special opening
hours. According to the scientist for Religious Studies, Peter
Braunlein, the habitus of a family visiting a museum on a Sun-
day is very similar to a visit in a church: Their way of walking is
paced, their voices are low and their atmosphere is devout."
“Museumgoers [...] bring with them the willingness and ability
to shift into a certain state of receptivity”® as the Art Historian
Carol Duncan states it.

The museum’s curators can be compared with the ritual spe-
cialists — they are the new masters of the museum’s objects
and they decide about content, time and place for the next
public presentation.?" And, like the traditional sacred objects,
the museums artifacts have their special stories.

It is still popular to give museums — and especially art muse-
ums — the etiquette of being the follower of the churches or
of religious institutions, which in the succession of the French
Revolution at the end of the 18" century lost their dominant
position in society. Museums inherited not only most of the
sculptural property of the religious institutions? but also in the
new museum’s buildings many aspects of former temples and
holy architectural designs were integrated. And, according to
the Professor for Aesthetics Bazon Brock, museums are ex-
quisite places for societal rituals which cannot happen in other
places.®

Whereas in the late 18" century the reception of art was an
act of education experience, it seems that with the iconoclasm
and the move of the religious sculptures into the secular, civic
museums, the romantic spirit of that time was longing for more
intensive, emotional adventures. Consequently, the experi-
ence of an “aesthetical transparence and the celebration of the
artist's genius”* became a museological program.?®* What the
Enlightenment tried to hinder, the Romance in the European
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19" century (with Friedrich Schleiermacher 1799 as one of
the main protagonists) introduced successfully an own way of
body language?® and special ways of perception in museum
areas. People were looking for a sense of immersion, for being
emotionally moved and for a general elevation.?”

In conclusion: The romantically motivated mysticism of the
members of the educated bourgoisie not only postulated a
severe discipline of body and senses, but it offers from that
time on the experience of the arts as a way to salvation. The
new places where this should happened were and still are the
new, enormous museum buildings which symbolize the special
programs “but (not) for everybody”. At this point | would like to
keep in mind that a museum is not a religious institution but a
civic one!

Today, “religion” is shown in different museums: in art mu-
seums — where we find artifacts as “religious art”, in cultural
historical museums — where the items are presented as being
“part of cultures and traditions”, and in religion museums (like
in Glasgow or in Taiwan?®) where they mainly present aspects
of the so called monotheism religions.

| "

]

»Tanzmaske eines Geisterboten mit Lippenschmuck. Eskimo*.
In: ,,Anders zur Welt kommen. Das Humboldt-Forum im Schloss.
Ein Werkstattblick“. Ausstellung Altes Museum, Museumsinsel
Berlin, 9.7.2009-17.1.2010, © Rein 2009

At this point we have to keep in mind that we find different
ways of presentations of religions in museums: we have sa-
cred objects in @ museum’s collection or in an exhibition and
we have the live performances of individual ritual specialists
or of groups of people demonstrating / performing their ritual
duties in public.

In the following, | will neither discuss the different aspects of
the collecting histories of sacred objects nor the complexity
of traditional taboos and the question about “who owns tradi-
tional culture?” | concentrate on the live performances of ritual
practices and the individual part of each participant in such an
event.

Religious performances within the secular
place museum

When | started to write this paper, | was surprised to find out
how many initiatives exist, combining religious aspects with

25

the non-religious institution museum. In 1983 the theologian
and curator Udo Liebelt created (according to him) the first
Christian worship in German art museums and in the following
years this program became very successful.?> While talking®
about the differences between a Christian devotion with an
opening ceremony of an exhibition in a museum it became
clear that the religious elements of a common prayer and the
common singing in the museum are missing in a secular grand
opening.®

»Aus mythischen Zeiten. 300 Jahre Schamanismus in Sibirien“,
Museum der Weltkulturen, 13.10.2003-29.02.2004, © MDW

In art museums as well as in ethnographic museums, ritual
specialists are invited to present their religious practice dur-
ing an opening ceremony or as part of the usual museum’s
program.®> The acting religious specialists — Christians or
people from different worldviews / religions — they seem to be
very content to present their religious life practices in public.
Furthermore, you can see from the above figures of the Sha-
man from Siberia which depicts her keen awareness about her
own important role participation in the opening ceremony. In
this way the Shaman was able to greet the sacred objects of
her ancestors and to bless them in the museum’s exhibition.
She was very well prepared for this ceremony and brought her
ritual items with her — without the knowledge nor permission of
the museum'’s staff. It was the decision of the Shaman herself
to conduct this blessing ritual. It was not part of the officially an-
nounced program of the museum to offer a blessing ceremony
as an event.®®

The museum as a place of communication, has to actively me-
diate the aesthetical as well as the context related understand-
ing of the visitors on the one hand and on the other hand, the
museum has to include the visitors with their own perception of
meaning and knowledge.

The curators can show the paths of conceptualization of items ex-
hibited as being either “profane”, “sacred” or “authentic”. They can
mediate that values such as authenticity, are always connected
with social and material values and with the imagination that there
exists a universal truth.* However the curator’s influence remains
limited. What is seen as “sacred” or as “profane” remains in the
hands of the general public. This becomes clearly obvious by the
fact that some people ignore the secular character of a museum
and go there to pray or to practice a devotion in front of art pieces
or ethnographic items.*
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The universal message of a museum as a secular institution
should be to offer people education, enlightenment and the
freedom to experience their own feelings and assessments
without the institutional involvement in religious practices.

Notes:

1 This is the revised form of my paper presented at the ICME
conference in Shanghai on the 9" of November 2010. A longer
version of this paper will be published on the website of ICME:
http://icme.icom.museum/

Thanks to Annette Schad-Seifert for explaining me Japanese
ritual architecture. Thanks to Patricia Riesenkampff for the proof
reading of this text.

2 Myzeil-Magazin 1/2010, p. 10.

3 Full quote ,Es grint so griin, wenn Spaniens Bliten blihen®
Wolfgang J. Reus, (1959-2006) http://www.aphorismen.de/
display_aphorismen.php?xanariolD=a23c4092f7809716064515
6044374c26 visited 14.10.2010.

4 ,Die saisonale Dekoration im Erdgeschoss von MyZeil bildet
einen spannenden Kontrast zur spektakularen Dachkonstruktion
des Star-Architekten Massimiliano Fuksas. Banke und andere
Sitzgelegenheiten laden zu einer oder mehreren Pausen ein.”
Myzeil-Magazin 2010, p.10.

5 “Torii” literally meaning “where the birds reside” http://www.wa-
pedia.com/glossary/torii.shtml (visited 14.10.2010). See also:
http://www.nihonbunka.com/shinto/blog/archives/000051.htmi
(visited 15.10.2010).

6 http://www.japan-guide.com/e/e2056.htm| (quoted 14.10.2010)
Shinto (“the way of the gods”) is the indigenous faith of the
Japanese people. It remains Japan’s major religion alongside
Buddhism. “Shinto gods” are called kami. They are sacred spirits
which take the form of things and concepts important to life, such
as wind, rain, mountains, trees, rivers and fertility. After World
War Il, Shinto and the state were separated.

7 The following five pictures were taken by the author in October
2010.

8 As the scientific curator from the Buddha Museum in Traben-
Trarbach told me, these objects are not older than about 30
years. In his museum they do not collect or show antique objects,
but they show different types of Buddhist representations from
all over the world. And according to him the different motives
of the schools remained over the centuries the same ones. For
him these figures are authentic ones. Interview with Dr. Rettig
October 2010.

9 http://www.buddha-museum.de

0 Interview with Dr. Rettig (Japanologist and Sinologist), October

2010

" Interview with Mr. Kirbach (Management of MyZeil), October
2010

12 Interview with Prof. Annette Schad-Seifert (Japanologist),
15.10.2010

. | did not make a systematic interview research, | just asked

people whom | know personally and who had visited this show.

4 Kohl 2004. ,Jedes Ding kann Machttrager sein“ Gerardus van
der Leeuw 1970, p. 19-27 in Braunlein 2004, p. 7

5 Aspecial case is the market for relics, which officially is forbidden
by the Christian church.

6 Kohl 2005, p. 32f

7 See Rein 2010

8 In Suzou Museum in Suzhou (China) | discovered on the 4™ of
October 2010 a label with the following text: ,Please be adviced:
Walk slowly, speak softly*.

19 Braunlein 2004, p. 21

20 Duncan 1994, p.281

21 Interestingly there are two big differences in the relationship
between objects in temple areas or churches and objects in
museums. Whereas sacred objects were extremely important for
the status of a church, a museum gives the object a higher value
while being accepted as part of the collection or of an exhibition.
Kohl 2005, p. 33

2 Until today we find many items in museums which were shown
in earlier times in churches, temples and monasteries — to vary
from sculptures of the Holy Mary to curiositas like special relics,

huge eggs and bones from a former monoceros. Churches were
museums “avant la lettre” (Offe 2004, p.120) — a combination
of the house of the Christian god showing at the same time the
varieties of God’s creations.

2 Brock 1990, p. 51

24 Klotz 2000, p. 54, quoted in Braunlein 2004, p. 21

25 Braunlein 2004, p. 21

% As mentioned before.

27 “Eine nicht vom Willen bestimmte und zweckfreie Anschauung
offnet den Weg zu einer Selbstvergessenheit, die die Erfahrung
asthetischer Transzendenz Uberhaupt erst ins Spiel gebracht hat
und letztlich die Wahrnehmung der ,reinen Form* als Rezepti-
onsweise der Moderne Geltung verschafft’ (Klotz 2000, p. 54,
quoted in Braunlein 2004, p. 21)

2 Only recently there are new religious museums like the “World
Religions Museum” in Taipeh and that of St. Mungo Museum
in Glasgow (Kamel 2008, p.4). Already in 1996 was published:
Inge Roth: Das St. Mungo Museum of Religious Art and Life in
Glasgow. In: MUSEUM AKTUELL /1996, p. 147f

2 Since years we have very close cooperations between
representatives from the catholic as well as from the protestant
church and different museums in Frankfurt am Main.

30 Interview with Udo Liebelt 17.10.2010.

31 But several other elements of presenting are very similar:
speeches, a group of people listening, music and afterwards a
common meal (=snacks).

32 Today it seems that ,anything goes“. Churches are used as
exhibition halls — but they practice also the Christian liturgy
regularly (e.g. Museum Schnittgen in Cologne). In art museum
»,museum kunst palast® in Dusseldorf an exhibition on altars
JAltare — Kunst zum Niederknien® was presented from the
Spetember 2, 2001 to January 6, 2002. They showed 68 con-
temporary altars from 34 different countries. In the official text
by the museum the altars were called ,Kinstleraltare” (altars
made by artists); in the exhibition they were publicly consecra-
ted by ritual specialists. The museum explained these religious
acts as a way of preserving some of the context. During the
time of the exhibition the altars could be used by a community.
http://www.museum-kunst-palast.de/UNIQ128816335107460/
doc306A (visited 27.10.2010)

33 This ceremony happened during the opening ceremony on the
October 13, 2003. At that time | was the director of the Museum
der Weltkulturen in Frankfurt am Main. | tried to hinder that this
religious ceremony could take place — in vain, the Shaman went
her way without asking permission. See also Rein 2010

34 Kamel 2004, p. 106f

35 This happened also in our Shaman exhibition, where a lady
regularly came to visit the exhibition where she mediated in front
of the ritual objects. | was told this story from the cashier, who at
one point felt empathy with the lady and gave her free entrance
thereafter.
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Die Kunst des lkebana

Was ist lkebana?

Die sinngemaRe Ubersetzung des japanischen Begriffs lke-
bana bedeutet, Blumen und Pflanzen so anzuordnen, daf}
ihr Wesen spirbar wird und ihre Lebendigkeit zum Ausdruck
kommt.

Ikebana ist die lebende Blume.

lkebana heil}t, die Schonheit der Blume sichtbar machen.
Ilkebana heif3t, das Wesentliche erfassen lernen.

Ilkebana ist Ausdruck der Jahreszeit.

Ikebana bedeutet Raum fiir Gedanken.

Ilkebana ist sehen lernen.

Das Wort lkebana selbst ist aus den Wortteilen ike und bana
zusammengesetzt. Der Wortteil ike hat seinen Ursprung zum
einen in ikeru = Pflanzen stellen, Pflanzen anordnen, zum
anderen in ikiru = am Leben erhalten sowie in ikasu = Leben
deutlich sichtbar machen. bana, abgeleitet von hana, ist das
japanische Wort fiir Blume, Blite und Pflanzen.

Was macht aber nun den Unterschied zwischen einem durch
westliche Kultur gepragten Blumenstrau® oder Blumengesteck
und lkebana aus? Wahrend in der westlichen Verwendung von
Blumen oft die Anzahl und Fiille sowie die Attraktivitat der ver-
wendeten Blumen eine Rolle spielen, ist Ikebana einzigartig
in der Gestaltung des freien Raumes. Anstatt hiibschen, voll
geoffneten Bliiten den Vorrang zu geben, verwendet man im
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Ikebana Zweige, Blatter, und Knospen neben gerade sich 6ff-
nenden Bliten sowie gedffneten Bliten, um so den Fluld der
Zeit und den Verlauf des Lebens zu symbolisieren. In einer
einzigen Knospe kdnnen wir die ganze Ordnung der Natur
erkennen. lkebana lehrt uns so, sich in Harmonie zur Natur zu
stellen und in Einklang mit dieser schopferische Kompositio-
nen zu gestalten.

Nach westlichem Verstandnis wird von bildender Kunst Dauer
erwartet und der Klinstler strebt danach, sich in seinem Kunst-
werk zu verewigen. Nicht so im Ikebana; Ikebana ist die Kunst,
Schonheit im Augenblick zu empfinden und so jeden Moment
des Lebens als kostbares Geschenk zu betrachten. lkebana
ist die visuelle Metapher fir Dinge, die entstehen und wieder
vergehen, und dabei, aulRer im Herzen des Gestalters, kaum
wahrnehmbare Spuren ihrer Existenz zuriicklassen.

Geschichte des lkebana

Der Ursprung des lkebana geht weit in die Geschichte zurlick
und hat seinen Ausgangspunkt im rituellen Blumenopfer in
buddhistischen Tempeln. Eine Legende besagt, dall der gro-
Re Forderer des Buddhismus, Prinzregent Shotoku (574-622
n.Chr.) nach einer Traumoffenbarung an einem Teich in der
Mitte Kyotos einen Tempel errichten lief3. Im Jahr 607 schickte
Shotoku taishi (taishi = Prinzregent) einen seiner Abgesandten
— Ono no Imoko — mit einer Delegation nach China, um dort
den Buddhismus zu studieren. Mit dem Buddhismus kam die

MUSEUM AKTUELL Juli 2011



