
contents

List of Illustrations vi

Website URL and Acknowledgments vii

Introduction

Postcolonial Conscience: Making Moral Sense
of Japan's Modern World 1

by Laura Hein

1 Art as Activism: Tomiyama Taeko and the Marukis 29
by Ann Sherif

2 Art beyond Language: Japanese Women Artists
and the Feminist Imagination 51

by Rebecca Copeland

3 Fire and Femininity: Fox Imagery and Ethical Responsibility 69
by Yuki Miyamoto

4 A Fox Story: The Creative Collaboration between Takahashi Yuji
and Tomiyama Taeko 93

by Carlo Forlivesi
Translated by J. Elizabeth Condie-Pugh

5 Talking across the World: A Discussion
between Tomiyama Taeko and Eleanor Rubin 107

Introduced and Translated by Rebecca Jennison

6 Working on and off the Margins 129

by Hagiwara Hiroko

Bibliography 147

Contributors 155

Index 157



illustrations

1 Shaman's Prayer 4

2 Grief-Fragmented Language 16

3 Black River Horse 20

4 Those Who Fly in the Sky 23

5 Sold off to the Continent 25

6 Prisoner of Conscience 12648 32

7 Fire Panel 3 (detail) 35

8 For a Child Who Was Taken away and Killed 37

9 Yaizu 43

10 Festival of Galungan 61

11 Dragon Palace Cave 64

12 Harbin Station 72

13 War and Illusion 79

14 Sending off a Soldier 81

15 The Spirit of Yamato 86

16 Poison, Consume, Nourish 110

17 Far from the Daisy Cutter 111

18 Air War 120

19 Landscape not yet Destroyed by Agent Orange 121

20 My Lai Madonna 123

21 Mine Landscape 130

22 Chained Hands in Prayer 136

23 On the South Pacific Ocean Floor 138

24 Wild Rumor 140

25 Coerced and Forlorn 141

26 Fox and Coal Mines 142



website URL and acknowledgments

The images discussed in this book are available in full color on a permanent
website hosted by Northwestern University at http://imaginationwithoutborders
.northwestern.edu/

The black-and-white images provided here can serve as a convenient source
to enhance the textual analysis. It is not possible, however, to fully appreciate the
range, let alone the beauty, of the art under discussion in this format. At the same
time, based on our experiences exhibiting this work, we believe that the visual ex-
perience of the website is more interesting and more meaningful when combined
with the contextual explanation offered in this volume. While each is a coherent
intellectual project on its own, we recommend using them together.

We have used standard Korean and Chinese transliterations for rendering
Korean and Chinese names in English except for the titles of artworks. Most East
Asian names are given with the family name first except for people who publish in
English and prefer to invert their names to fit Western conventions, such as Yuki
Miyamoto.

Many people have contributed to bringing this two-part project to fruition.
Both editors began by hosting exhibitions at our universities. Thanks to the help
of Kobayashi Masao and Gallery Fleur, a large body of Tomiyama Taeko's work
was exhibited at Kyoto Seika University (2002). Leonard Swidler of Temple Univer-
sity and Im Ja P. Choi of the Women's Development Institute International showed
"Remembrance and Reconciliation" at the International House in Philadelphia
(2004). Use Lenz brought the same exhibit to Ruhr University in Bochum, Ger-
many. At Northwestern, the Dittmar Gallery and the University Research Grants
Committee provided resources, Dan Zellner and Tom O'Connell at Digital Media
Services created an image-and-sound DVD that ran on a continuous loop for the
exhibit, and Leah Boston and Cora Merriman dedicated a very long weekend of
their lives to hanging the art on the walls.

The book, particularly the introductory chapter, was enriched intellectually
by advice from Kendall H. Brown, S. Hollis Clayson, Huey Copeland, Rebecca
Copeland, Christopher Gerteis, Charles Hayford, Jeff Kingston, Christopher Reed,
Mark Selden, and audiences at Leiden University, Northwestern University, Wash-
ington University in Saint Louis, and Yale University. Jan Bardsley, Sarah Fraser,
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introduction

Postcolonial Conscience:
Making Moral Sense of Japan's Modern World

LAURA HEIN

Tomiyama Taeko, a contemporary Japanese artist now in her late eighties, deserves
attention for the imaginative and powerful ways she has represented remembrance
of Japan's twentieth century. Her subject for the last quarter-century has been
Japan's colonial empire, its destructive wars in Asia, and the complicated emotional
and social legacies left by both war and empire after 1945. Her work is also about
the difficulty of disentangling herself from the priorities of the nation despite her
lifelong stance of political dissent. Tomiyama's sophisticated visual commentary on
Japan's history—and on the global history in which Asia is embedded—provides
a particularly compelling guide through the difficult terrain of modern histori-
cal remembrance, all in a distinctively Japanese voice. Attention to her work can
provide considerable insight into Japan's colonial identity and postcolonial angst;
even more impressively, however, Tomiyama moves beyond critique of what is
wrong in the world to a richly suggestive visual narrative of the crucial features of
a better one.

Tomiyama is especially interested in exploring the complex ways that people
can be simultaneously victims and perpetrators, sometimes with the same act. She
focuses on remembrance not as trauma but as a moral stance of empathy. Tomiyama
thinks like a poet—layering meaning on top of meaning, almost always finding a
way to combine her ideas in both/and rather than either/or ways. She is creatively
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ambiguous about some things—origins, identity, knowledge, legitimacy—while
crystal clear about needless suffering, hypocrisy, misuse of power, sorrow, and em-
pathy. She is also a sophisticated and technically proficient artist, and her effective-
ness comes in part from the diversity and elegant execution of her images.

My first encounter with Tomiyama's art was in 1984, when I visited the Tokyo
Metropolitan Art Museum to see Maruki Iri and Maruki Toshi's newly completed
mural of the Battle of Okinawa, on display before traveling to its permanent home
at the Sakima Museum in Ginowan, Okinawa. The adjacent room held a linked ex-
hibit of Tomiyama's black-and-white lithographs depicting Koreans who had been
forced to work in Japan's wartime mines, and other postwar Japanese mine scenes.
I was just then writing about the history of labor relations in Japan's coal mines,
including the horrific treatment of Korean and Chinese slave laborers during the
war.1 Tomiyama's images impressed me as both social and aesthetic creations. This
artist had obviously thought deeply and creatively about how to depict the difficult
subject of coerced labor. She forthrightly acknowledged colonial violence, some-
thing that was much less common in Japan at that time than it became in the 1990s.
She was also clearly familiar with the international oeuvre of modern printmaking
and its use as a medium of social protest, particularly early twentieth-century Ger-
man prints. The images were hauntingly beautiful and stayed with me for a very
long time.

About a decade later I began writing about war remembrance in both Japan
and the United States, and thought of that exhibit whenever I came across the asser-
tion that Japanese remember World War II only as victims and never as perpetra-
tors. In fact, war remembrance is, and always has been, far more diverse in Japan.
Although there is some truth to the generalization that Japanese see themselves pri-
marily as victims, either of their own government or of foreigners, ever since 1945
some Japanese have raised tough questions, not only about the way the Japanese
government treated others during the war but also about the conduct of ordinary
citizens.2 Tomiyama's art rests squarely within this tradition.

After making the prints I saw in 1984, Tomiyama went on to produce several
other series of paintings, prints, and collages that focused on Japanese brutality

1. This 1984 exhibit in the Tokyo Metropolitan Art Museum included images from the 1950s through
the images in Pop out, Balsam Seeds! (Hajike hosenka, 1983). For wartime mining labor, see Laura
Hein, Fueling Growth: The Energy Revolution and Postwar Economic Policy in Japan (Cambridge,
MA: Council on East Asian Studies, Harvard University, 1990); Ohara Shakai Mondai Kenkyujo,
Taiheiyo sensoka no rodo undo (The Labor Movement during the Pacific War), special volume in
Nihon rodo nenkan series (Tokyo: Rodo Junposha, 1965). For a recent publication of photographs
taken in 1945 of Chinese forced mine workers, see Carolyn Peter, A Letter from Japan: The Photo-
graphs of John Swope (Los Angeles: Grunwald Center for the Graphic Arts, 2006).

2. Laura Hein and Mark Selden, Islands of Discontent: Okinawan Responses to Japanese and American
Power (Lanham, MD: Rowman & Littlefield, 2003); idem, Censoring History: Citizenship and
Memory in Japan, Germany, and the United States (Armonk, NY: M. E. Sharpe, 2000); and idem,























































































































































































































































































Working on and off the Margins

Figure 25. Coerced and Forlorn. This 1984 lithograph depicts the wives and mothers of
Korean men who were dragged off to become slave laborers in Japan's wartime coal mines,
never to return home.

including fossil fuels monopolized by empires and capitalists. For the collabora-
tive exhibition Fox and Coal Mines (2000),13 to which several artists contrib-
uted, she crafted marbled paper onto which she collaged images of ammonites,
fossilized insects, Korean women mourning miners' deaths, the sooty hands of
a miner, and miners' shacks (figure 26). Some are quotes from photographs taken
by Motohashi Seiichi. Other images are from the artist's lithographs of 1984 and
her sketches of the 1950s. Tomiyama combines cutout images, which she has de-
tached from different contexts, to generate a new formation of images. The mar-
bling, in nuanced grays, evokes ancient geologies, giving the space of the work a
mythical character. The audience is invited on an imaginary journey to the ancient
geological strata formed hundreds of thousands of years ago, while simultaneously
being urged to face the modern imperial history that exploited both the ancient
natural resources and the people of the twentieth century who were conscripted
to mine them.

13. The collaborative exhibition Fox and Coal Mines (2000) was held at Setagaya Carrot Tower, Tokyo,
from 11 November to 3 December 2000.
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Figure 26. This collage from the 2000 show Fox and Coal Mines adds a dimension of
environmental awareness to Tomiyama's long-time theme of protest against forced labor.

HIRUKO AND THE PUPPETEERS: A TALE OF SEA WANDERERS

Collage on marbled paper is a technique that Tomiyama develops further in a new
series, Hiruko and the Puppeteers: A Tale of Sea Wanderers (2007-9).14 The artist's
focus is now on the sea that has divided, linked, flowed through, and swallowed
people's lives in Asia for centuries. The series is made of four acts. Act One is about
drifting, and the exchange of people and cultures across the sea before European
traders came. Tomiyama follows the transformation of Japan's popular folk god
Ebisu (whose name can also be read "Hiruko" in Chinese characters), the guard-
ian of fishermen, tracing his movements back from Awaji, Japan's small island
where the artist's parents came from, to Taiwan, Indonesia, Korea, China, and
Central Asia. The guardian deity is said to have been an unwanted baby called
Hiruko who was discarded in the sea, either because of its illicit birth or a physi-
cal deformity ("Hiruko" means a leech-child). Along the sea route, this discarded
child was transfigured into the tutelary saint Ebisu, who protects fishermen. Ebisu

14. Tomiyama began working on Hiruko and the Puppeteers: A Tale of Sea Wanderers in 2001. The
work was exhibited in the Tsumari Triennial 2009, Niigata.
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is assumed to be a folk god generated out of people's compassion for a discarded
child and their belief in other local guardians. Mythological studies have not
shown the genealogical tie between the myths of Ebisu and Hiruko, however. The
series is based on Tomiyama's own interpretation of history, parts of which are
unknowable.15

Ebisu is worshipped in more than three thousand shrines all over Japan. Some
of the shrines host an annual performance of puppet theater dedicated to Ebisu.
And although puppets are artifacts with no minds of their own, they are infused
with life and spirit in these performances. Tomiyama also imagines Indonesian
shadow-puppet theater spreading and being transformed into the marionettes and
puppets of Taiwan and Awaji Island. Thus the artist posits close connections be-
tween evolving cultures of puppets on Asian shores.

The two oil paintings and several collages that comprise Act One are filled with
images quoted from cultures around the Western Pacific. This section of the series
is about free navigation by fishermen, folk deities, and cultures of puppet theater.
The artist gives testimony to an active exchange that ranged widely in terms of
time and space. Tomiyama collages images of fishermen, Ebisu and other Asian
saints, mythical Asian animals, an undecipherable script from ancient Central
Asia, heads of Chinese and Japanese puppets, and embroidered theater banners
onto the marbling pattern in pale turquoise and gold. In the oil paintings, Ebisu
and the Indonesian puppet Wayan travel deep under the sea among jellyfish and
sculpted images of a Sepic River deity from New Guinea. This first act, which is
visually festive and mythical, encourages us to imagine these unknown histories
of the sea route.

Another figure that appears repeatedly in this and later acts is the goddess
Mazu. The myth of Mazu is based on a Chinese woman born in the tenth century. It
is said that her prediction of a shipwreck and her farsightedness saved her father and
brothers. After that event she became a prophetess, and later, the legend of Mazu's
prediction became a popular folk belief in the coastal areas of China. Accompanied
by two auxiliary deities, Senrigan (Clairvoyant One) and Junpu Mimi (Ears for Fair
Winds), she was worshipped as the guardian of local sailors and fishermen.

Act Two, which consists of ten collaged pieces, is about the Age of Great Voy-
ages. Here Tomiyama collages pages of the unequal treaty concluded between
Holland and Formosa (Taiwan) in the seventeenth century. Its leaping and whirling

15. Hiruko is known as the firstborn child of Japan's founding gods, Izanami and Izanagi. The ac-
count of the nation's founding appears in the beginning of the Kojiki, the first official history
of ancient Japan. Tomiyama believes that the story of a deformed or undesirable child survived
the official editing of the national imperial history despite its unfittingness. She is interested in
Hiruko's story because she thinks it reflects something old and indigenous preceding the Kojiki
and the eighth-century state it supported. Tomiyama, taped interview with Hagiwara Hiroko,
Tokyo, May 2007.
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calligraphy in Dutch reminds us of the pompous bureaucracy of European power.
An Asian diplomat without a head, who is dressed in a densely embroidered West-
ern suit, symbolizes the collusion of the unprincipled elite with Western powers.

In this second act, cutouts are collaged onto the marbling pattern in black
and gold, which implies the plunder and pillage that characterized the dark age
of "Great Voyages." Mazu appears again, but in this act Tomiyama chooses more
formalized images of her, displayed on a gaudy altar. Mazu is now a guardian of sea
traders. In the Age of Great Voyages, the Portuguese, Spanish, and later the Dutch
competed over East and Southeast Asian trade routes. They did not bring their own
products to exchange, other than weapons, so they mainly competed over control
of trade between China and other countries in the area. Chinese silk, for example,
was imported to Japan exclusively by Portuguese merchants in the sixteenth cen-
tury. Mazu belief, which does not advocate any specific teaching, expanded among
Asians engaged with European traders in the coastal area of southern China. While
images of lions and tigers generally symbolize sacredness and power in China, the
ones that Tomiyama uses here, from photographs of Taoist shrines, look like fero-
cious fiends. Her point is that the vernacular deities survived and were transformed
when the European superpowers came to control the Asian seas.

Act Three is about capitalist greed in the nineteenth and twentieth centuries.
Mazu and Ebisu were by then worshipped as guardians of worldly material prosper-
ity, and they are shown glimmering in pink and gold. People's hope for a better life
was appropriated by materialist greed. Puppets, into which life and spirit had once
been infused to represent the human aspirations in front of gods, were now once
again mindless objects cynically operated by humans. In this third act Tomiyama
draws on childhood memories of her parents, who often entertained themselves
by chanting stories from the puppet theater they had seen on Awaji. Many of these
stories were about tragic love, unfulfilled dreams, and the absurdities of life, and
reflected and represented people's sorrow and anger. But audiences were not ener-
gized by these performances; rather, they were appeased and placated. And they
became resigned to the fates of the characters portrayed in the theater.

For the last century and a half, Japan's imperial power has advanced, some-
times through military force, toward other Asian countries. The western Pacific
Ocean, which once cradled many different cultures, became a battleground for
several wars in the nineteenth and twentieth centuries. Tomiyama visualizes the
cultural transformation of Ebisu and Hiruko through collage, in which she uses
images from New Guinean, Chinese, Manchurian, and Korean popular and indig-
enous art and anthropological sources. The collage pieces that form the main part
of the series effectively convey complex layers of exchange, conflict, appropriation,
and amalgamation among cultures and people in history. Collage as a medium has
a nonauthoritarian origin. Cutouts are juxtaposed to create images and new mean-
ings that are not implied in any of the component parts.
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The series ends with Act Four, which includes two large oil paintings. The first
shows a puppet theater without human performers. Puppets, which were aban-
doned at the bottom of the sea in the late twentieth century, after the invention
of moving pictures, have now regained their own lives deep in the Pacific Ocean.
Now the puppet theater is performed by forgotten, unwanted, deserted or destroyed
spirits. These puppets are not manipulated by humans, but they themselves play
the roles of greedy human beings. Generals with monstrous heads in military
uniforms, the rich showing off their medals, and those obsessed with money—all
played by puppets—are performing a weird theater. Set among the cast, Japan's im-
perial family crest blazes in gold. Human beings manipulated by puppets are now
the nonliving, mindless puppets.

The final piece is an image of skyscrapers on fire, which reminds us of the
event of 9/11. But it also might be a more general reference to capitalist cathedrals
that once loomed high in prosperity and are now ruined. The wreckage of broken
computers is piled up at the base of the towers. Raven-like creatures swarm over it.
Ruins cover the sea floor, and the sea is in turmoil because of the many discarded
spirits at its bottom. Tomiyama asks, when centuries of modern empires come to
an end, what comes next? Yet, while the series is fully charged with a sense of global
emergency, her canvases and collages are satirical and sometimes humorous.

The series Hiruko and the Puppeteers is full of images from Asian and Pacific
cultures, such as dragons, Chinese gods and goddesses, Sepic deities, and various
puppets and marionettes from Asian shores. Tomiyama's use of Asian images might
be misunderstood by some as a return to "traditional Asian imagery," that is, a
move that is somehow innate and natural but one that she previously resisted due to
her early training as a Western-style artist. But I would argue that Tomiyama's use
of these images is an innovative "re-imagining," as part of her strategy as an artist
in the context of her unique and evolving work. Tomiyama knows that she is not
inheriting the long-lived, premodern lexicon of visual symbols and images that de-
veloped in Japan and other Asian countries. Nor has her personal lexicon of visual
symbols and images been generally transmitted in the process of Japan's modern-
ization. The Asian images that appear in Tomiyama's work—lions, dragons, Mazu,
and Hiruko/Ebisu, for example—are presented not in an organically traditional
formation but in a uniquely arranged style. They are bits and pieces quoted from
fragmentary sources she happened to come across or discovered through research.
It was the writings of Pearl Buck and Agnes Smedley that sparked her interest in
China, and those of Romain Rolland that led her to look more deeply at India.16 In
this sense, she is much more of a "modernist" than an "Asian traditionalist."

16. Tomiyama, Hajike hosenka, 31, 38, and 70; idem, "Ajia no shiza kara—gaka toshite, onna toshite"
(From an Asian Perspective: A Reflection of a Woman Artist), in Tomiyama Taeko, Hamada
Kazuko, and Hagiwara Hiroko, eds., Bijutsushi o tokihanatsu (Setting Free Art History) (Tokyo:
Jiji Press, 1994), 5.
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Hiruko and the Puppeteers is about modern European and Japanese empires,
observed from the point of view of abandoned spirits who were silenced by offi-
cial history. Different visual effects from collage and oil painting are merged and
enhanced to appeal to a broad audience. The series has been made into a bilingual
book and scripted DVD, today's alternative to a slide presentation, with music by
Takahashi Yuji.17

Tomiyama Taeko has produced on the margins, and sometimes off the mar-
gins, of the art world. Her marginalization can be attributed to the issues raised in
her work, and it has led her to create alternative spaces for showing it. Tomiyama has
attempted to democratize her media so as to reach wider audiences, and thus share
the process of critical scrutiny of modern imperial history. In Tomiyama s case,
creating an alternative to established modes of showing, reviewing, and reproduc-
ing art has entailed creating alternative audiences, and also alternative perspectives
for both making and seeing art. Ironically, the very conditions limiting Tomiyama's
production have served to create a unique alternative base for the artist, which has,
in turn, enabled her to keep on producing and developing her art for decades.

17. Tomiyama Taeko and Takahashi Yuji, Hiruko and the Puppeteers: A Tale of Sea Wanderers, bilin-
gual book and DVD (Tokyo: Gendai Kikakushitsu, 2009).
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