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ABSTRACT 

This thesis will explore a metaphysical journey of my life through the 
medium of installation. 

Subconsciously my art work is strongly connected to my life. Zen 
Buddhism is very important for my art, so the thesis wifi explain how it 
connects to my art and my life metaphysically. 

This thesis will also introduce some of the influential artists in my life. I 
will examine how the work of the following artists is important for me: 
Yoko Ono, Isamu Noguchi and Wolfgang Laib reflected Buddhism through 
their art from different aspects; Yoko Ono, Yayoi Kusama and Louise 
Bourgeois reflect a feminine subconscious in their art. 

In a series of installations produced during my Masters Degree, I have 
synthesized these influences. I have used memory as a path to 
reconciliation by exploring the metaphysical connection between my past 
and present life in Japan and Australia. 
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1. Introduction 

I have been living in Australia for over fourteen years and have settled 
with my family, as a wife, a mother and an artist. During fourteen years in 
Darwin, my life has changed. I recognize that my art and life were 
unconsciously strongly connected and influenced by my background. 
This Masters thesis is a chance for me to reconsider my life and art. It has 
given me a wonderful opportunity for me to look back at my life and this 
has been beneficial for the development of my art work. 

When I recollect through my memory, my childhood was a difficult time of 
my life. When I was teenager I hated my family. As an adult, I needed to 
isolate myself from my family and I rejected everything about my family. I 
also denied any religion because my family strongly believed in Zen 
Buddhism and they forced me to become Buddhist. I have been suffering 
from my trauma for a long time and I really wanted to forget my past life. 
The research for this degree has been very important as part of a healing 
process in my life. 

Mter I settled in Australia, I recognized my thoughts about life and art 
are strongly reflected in my background even though I denied my life in 
Japan. Nowadays I realize Zen Buddhism is an important issue in my life 
and art. During my studies at art school, I have also met artists such as a 
Judy Watson, Peter Adsett and Dadang Christanto. These encounters 
were crucial to my development and they encouraged me to develop my 
own art. 

In addition, I examined the work of several other artists who have been 
important in the development of my art: Yoko Ono, Isamu Noguchi, Yayoi 
Kusama, Louise Bourgeois and Wolfgang Laib. Their art and life are 
totally different from my own but, I can see some of the similarities 
between them and my art and life. Yoko and Isamu are profoundly 
concerned with cultural identity through their art. Louise and Yayoi are 
creating art which is important for the healing process of their life. Laib's 
art work is strongly influenced by Buddhism. 

In the final chapter, I will describe in detail the development of my art 
work during the two years of my Master's research. 
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2. Mushin 

Introduction 
During the Kamakura period in Japan, monks studied in China and 
introduced the Zen Buddhism philosophy to Japan. They also introduced 
Zen art as a tea ceremony, shodo (writing Chinese characters) and ikebana 
(flower arrangement). Over time these arts were adopted by the Japanese 
and became part of Japanese culture itself. Zen Buddhism and Zen art 
such as caffigraphy, painting and tea ceremony are part of my cultural 
background and my research will analyze the relationship between these 
aspects of my cultural background and the influence of Japanese Zen 
Buddhism on my artistic development and expression. 

History of Zen 
Japanese culture has been influenced by the Chinese civilization for over 
500 years from the 13th  to the 18th century. Chinese Zen has been accepted 
and adapted into Japan to become Japanese Zen Buddhism. Zen is a part 
of the Buddhist philosophy and it has been incorporated into every day life. 
For the Zen sect to attain 'Ku' (empty mind), to find 'satori' (a new view 
point) and be freed from the order of the mind is to let one's own self be 
free (Sachiya 1996, 15). Mushin is another word for empty mind. When 
the Japan monk Eisai returned from a trip to China, he brought the 
doctrines of Zen and some of Chinese culture. At this time, a new 
government was established in Kamakura that wanted to form new 
political rules and guidelines for the public. So Zen and its aesthetics 
successfully fitted into the new government system and gradually 
penetrated into Japanese culture. 

In this period, Zen monks dominated the scholarship and art of Japan. 
Monks introduced poetry; literature, painting, the tea ceremony and 
martial arts to Japan. The monks used the Zen texts and arts to practice 
Zen Buddhism (Seo 2000, 5). Zen also expanded to the samurai (sword 
man). Through their lifestyles samurai faced trouble and death so they 
often gave consideration to the soul and the spiritual as subjects. Zen has 
therefore been incorporated into samurai thought and simple way of life. 
After that, Zen was gradually incorporated into the Japanese culture and 
expanded to include the whole of Japanese society (Frusta 1996, 18). 
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What is Zen? 
Initially I would like to briefly explain the meaning of Zen. Zen is not a 
religion like Christianity. There is no Pope. Zen teaches us to look into our 
self mind (Frusta 1996, 18). By looking into our self mind, we can find the 
way to human happiness! According to D. T. Suzuki, a famous Zen 
Buddhist philosopher, Zen is not a logical analytical system, it is an 
antidote to logic through which we achieve transcendence over a dualistic 
mode of thinking. There are many intellectual elements in Zen. Zen is the 
whole mind and in it we find a great many things, but the mind is not a 
composite of things that is to be divided into so many facilities, leaving 
nothing behind when the dissection is over. Zen has nothing to teach us in 
the way of intellectual analysis. Nor has it any doctrines, which are 
imposed on its followers for acceptance in order to find the way to human 
happiness (Suzuki 1974, 39). 

The scientific method of studying reality is to view an object from the 
so-called objective point of view, because reality is considered to be that 
which is made by individual experience and has been influenced by the 
individual and the environment (Fromm, Martino and Suzuki, 1960, ii). 
However, Zen teaches us to find a new view point, find a new reality; look 
into the 'I' (the self mind). The ecologists Naess and Rothenburg also 
write about the importance of finding 'I' and about the interesting issues 
around finding 'I': 

To have a 'home', 'to belong', 'to live' and many other similar 
expressions suggest fundamental milieu factors involved in the 
shaping of an individual's sense of self and self-respect. The identity 
of the individual, 'that I am something,' is developed through 
interaction with a broad manifold, organic and inorganic. There is no 
completely isolatable I, no isolatable social unit (Naess & Rothenberg 
1987, 165). 

So therefore the object of Zen discipline consists in acquiring a new view 
point for looking into the essence of thinking. If you have been in the habit 
of thinking logically according to the rules of dualism, rid yourself of it and 
you may come around somewhat to the view point of Zen (Suzuki 1974, 
89). 

Zen teaches us, to 'find a new view point' rather than the set objective view 
point. When an individual 'I' finds a new view point, Zen calls that 'I' 



satori. Satori may be defined as intuitive looking into, in contradistinction 
to intellectual, logical understanding. The meaning of satori which is 
discovered to find a new direction. (Suzuki 1974, 88). 

For instance, when I feel lonely or I feel exalted that is more general, 
and it is related to consciousness. But the unconscious is felt, not in 
the ordinary sense. I would call it the most primary or fundamental 
sense that points to the age of innocence ( Fromm, Martino and 
Suzuki 1960, 14). 

Therefore without satori there is no Zen. For Zen, it is important to 
recognize the empty mind, called 'mu'. 'Mu' is an experience of the freedom 
of mind or freedom from ego. 'Mu' is losing oneself mentally, free from the 
ego or to lose oneself. 'Mu' is an experience of the transcendent duality. 
Zen considers all reality is made by a coffision of dualistic modes of 
thinking such as love I hatred, afflrmationI denied or strong / weak etc. 
(Suzuki 1947, 39). According to Suzuki: 

Probably Zen followers may have sets of doctrines, but they have 
them on their own account, and for their own benefit; they do not owe 
the fact to Zen. Therefore, there are in Zen no sacred books or 
domestic tenets, nor are there any symbolic formulae through which 
an access might be gained into the signification of Zen 

If I am asked, then, what Zen teaches, I would answer, Zen teaches 
nothing. Whatever teachings there are in Zen, they come out of one's 
own mind. We teach ourselves; Zen merely points the way. Unless 
this pointing is teaching, there is certainly nothing in Zen purposely 
set up as its cardinal doctrines or as its fundamental philosophy 
Zen is nihilism. All nihilism is selfdestructive, it ends nowhere. 
Negativism is sound as method, but the highest truth is an 
affirmation. When it is said that Zen has no philosophy, that it denies 
all doctrinal authority, that it casts aside all so-called sacred 
literature as rubbish, we must not forget that Zen is holding up in 
this very act of negation something quite positive and eternally 
affirmative. This will become clearer as we proceed (Suzuki 1974, 
38-39). 

A Japanese Aesthetic 
Though we know about equality in the sub-conscious mind, we are trying 
to forget. Zen teaches us that all people are Buddha. In our 'self mind' we 
are already aware that everybody is equal but even the 'self mind' exists in 
the duality of society. So our ego is suffering until we die. These human 



activities, Zen called the beauty of life. The Zen doctrine teaches us not to 
be ordered by ego, such as wealth, power and fame which has no human 
value. Zen shows that we should feel the existence of the things which 
have the highest value beyond the generation of wealth and the social 
status (Furuta 1996, 52). 

These thoughts are reflected in Japanese culture and arts (Furuta 1996, 
42). Zen art such as haiku (poems), painting and calligraphy were part of 
the Zen texts and they contain many Buddhist messages (Seo 2000, 5). 
According to Hisainatsu, Asian culture is 'Mu' (empty) itself. This is 
merely the point of denial and un-existence. It has to completely slough off 
the sense of ordinary humanity. Zen favors art without the distinction of 
subject matter. These aspects have been reflected in Japanese culture and 
Japanese aesthetics (Kurasawa, 1997, 89). 

The Japanese sense of beauty is referred to as Wabi or Sabi, which means 
simplicity, humility and 'frosted' or simple colors. That is seen to be beauty. 
Japanese dislike the glaring things. Those considerations have been 
reflected all their life (Furuta 1996, 41). Japanese also like an uneven 
sense of beauty or imperfection rather than perfection of beauty, but this 
doesn't mean they do not like perfect things. They prefer that once 
something is already made perfectly then it has to be broken from the 
inside and returned to its original nature again. Even though Japanese 
are aware of the perfect beauty, they prefer modesty rather than vanity 
(Furuta 1996, 41). 

Caffigraphy 
In Japanese culture written communication is important. Caffigraphy, 
playing with complicated signs consisting of lines, vertical, horizontal and 
diagonal is very important as a form of art (Richard 2000, 21). Calligraphy 
is influenced by the Zen doctrine. It explores simplicity and humility. It 
never uses colored inks and it denies color because in the Buddhist way, 
the artist wants to explore or depict color by transcending the dualistic 
mode without using realistic colors (Furuta 1996, 28). In the 17th  century, 
Zen philosophers started depicting the first Zen picturts. Priests often 
wrote paradoxical proverbs in their quest for satori (looking for the new 
view point). 
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They used broad brushes in an artistic form combined with lines as signs. 
This is like an expressionist painting, penetrating into and mediating 
depth with powerful brushstrokes often rounded to form the imperfect 
circle of perfection (Richard 2000, 21). 

Tea ceremony 
Tea ceremony is one of representatives of the Zen culture in Japan. Tea 
ceremony is not having a party to enjoy drinking tea for social purposes. 
There are many artistic aspects under the layers. Tea ceremony is a 
strictly prescribed arrangement of the utensils but it is also a flexible 
response to practical requirements especially by the manner in which they 
are shared and used by the host and guests. Tea ceremony requires total 
harmony. This includes manners, how to manipulate utensils and the use 
of a special space in the tea ceremony room. According to Richard, in a tea 
ceremony: 

a spatial work of art emerges from their concert of communicative 
movements, a work of art that incorporates and interprets space, 
transporting it into the realm of iniThity, a work of art whose 
meaning is temporary but always reproducible (Richard 2000, 23). 

Tea ceremony is therefore like an installation or a performance. 

Conclusion 
Japanese culture has been influenced by Chinese civilization for over 500 
years with Zen Buddhism. Zen gradually penetrated into Japanese 
culture and Zen thought has become a part of our culture. Japanese 
aesthetics are also reflected by Zen thought, they prefer a simple and 
modest of the beauty. 



3. Zen, cultural identity and visual art practice: the examples of 
Yoko Ono and Isamu Noguchi 

Introduction 
In this chapter, I will be examining two Japanese artists: Yoko Ono and 
Isamu Noguchi. In the 1940s and 1950s both were working in sculpture 
and installation work influenced by Zen Buddhism. Their art activities 
impacted on the art community in Japan and America. My own life as an 
artist is totally different from theirs, but I found some sense of the 
similarities connecting our life and art, especially because Yoko and Isamu 
struggle with cultural boundaries that constrain their existence. These 
are imposed both internally through the self and externally through 
aspects of society and culture. I empathize with these aspects as a 
Japanese artist living in a foreign country. 

Yoko Ono 
Yoko Ono is well known internationally as the wife of former Beatle John 
Lennon. But well before she emerged into popular fame in the seventies, 
she had established herself at the vanguard of minimalist art and the 
strong activities associated with the Fluxus movement in the America. At 
a time when women's issues had not yet been raised internationally and it 
was stifi difficult for an Asian woman to survive as an artist outside of 
their own country, she was a forerunner in her artistic field and a 
successful resident of New York. Ono is stifi strongly continuing her art 
activity and currently, she is very active in the international exhibition 
arena (Munroe & Hendricks 1999, 14). 

Yoko Ono is one of Japan's success stories in the world, as an artist and a 
famous musician's wife. Yoko was determined to forsake the high society 
of her family and become independent. This was quite a radical thing in 
the Japan of her time. Yoko was born on 13 February 1933 in Tokyo and 
was brought up in a wealthy and privileged society. Her mother's 
grandfather was Yasuda Zaibatsu, a major financier. Her father, Yeisuke, 
had come from a long line of samurai warrior scholars and he worked as a 
professional banker which required him to travel to America. The Yoko 
family in consequence was educated both in America and Japan. Yoko's 
historical background and her concern with human and cultural identity 
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are reflected metaphysically through her art works (Munroe & Hendricks 
1999, 14). 

Yoko's work is based on conceptual art. Her art engages with the 
transformation of consciousness through the media of languages and 
performance. Ono's early work often uses language conceptually such as 
minimal, epigrammatic and poetic work. She also created many films and 
stage performances. Ono's works are also strongly connected with 
elements of Japanese culture such as Nor (a traditional performance), 
haiku and tea ceremony (Munro &Hendricks 1999, 13). 

Around the late 50s and early 60s the Fluxus movement was most active 
and developed in Germany and in New York and went around the world 
(Armstrong, Rothfuss 1993, 14). The concept of the Fluxus movement was 
quite complex, but its basic ideals were that there are no boundaries 
between art and life. 

Fluxus opposed the institutionalization and commodification of art 
advocating an alternative state of improvisation that is non-art, 
anti-art, nature, reality. Fluxus is also slightly connected to Zen 
thought and Asian culture such as caffigraphy, Japanese poetry 
(haiku) and therefore, Ono's Asian artistic sense fitted with Fluxus 
thought, and she successfully became a central figure in the Fluxus 
movement (Munro & Hendricks 1999, 12). 

The musician and composer John Cage was also a central figure of the 
Fluxus movement. He was a student of Zen Buddhism. He found Asian 
aesthetics in the Zen doctrine and he started creating art using Zen 
thought. Initially Ono and John Cage met at the lectures of D.T. Suzuki a 
Zen philosopher and Ono became influenced by John Cage's idea of 
contemporary aesthetics (Friedman 1998, 78). 

In the early Fluxus period, many artists were influenced by John Cage's 
form of notation known as an 'event score'. This allowed Cage's code of 
musical notation to be transferred into a composition for a performer or 
reader as a form of physical and mental action (Munro & Hendricks 1999, 
18). For Ono, 'event scores' developed from a different kind of literature, a 
metaphysical tradition which combined ironical poetics and Zen Koan 
(Munro & Hendrick 1999, 18). 



Ono's earlier art work took the form of abstract painting using Japanese 
sumi ink and ideas from calligraphy. She depicted calligraphy with 
reductive form, minimal materiality and essential expressionism (Munroe 
& Hendricks 1999, 21). Ono later created works such as an installations, 
films and music, instructions and texts, events and performances that 
continue to to connect through an outstanding level of metaphysical ideas 
and a high level of formal innovation and poetic beauty (Munro & 
Hendricks 1999, 13). Ono is especially interested in the internal meaning 
of the human act. For example in Ono's instruction pieces, she isolates a 
sensory act of everyday life to bring us into direct encounter with the 
self-what in Zen terms is self— being (Munro & Hendricks 1999, 19). 

She also considered that, "Art is not merely a duplication of life. To 
assimilate art in life is different from art duplicating life" (Munro & 
Hendricks 1999, 19). This idea is strongly connected to Zen philosophy. 
Through this idea, Ono seems to be very interested in an important Zen 
issue, 'Mu' (empty mind). As discussed 'Mu' is an important issue for Zen 
Buddhism. Suzuki, the Zen philosopher, wrote that "Mu is an experience 
of the transcendent duality. Zen considers all reality is made by a coffision 
of dualistic modes of thinking" (Suzuki 1974, 39). 

Plate 1 Yoko Ono Cut and Piece (1964) 

I would like to discuss some interesting examples of Yoko Ono's art work 



in connection with the high level of metaphysical ideas expressed in her 
art work. 

The performance Cut Piece (1945) (Plate 1) is a famous Ono work that was 
presented in London, Tokyo and New York. Ono knelt motionless on the 
stage in the traditional feminine Japanese position, and invited members 
of the audience to cut away pieces of her clothing. About forty minutes 
later she was left all but naked. Her performance explored the 
relationship between physical and emotional pain (Munroe, 1994, 218). 
Ono said: 

People went on cutting the parts they do not like of me finally there 
was only the stone remained of me that was in me but they were stifi 
not satisfied and wanted to know what it's like in the stone (Munroe 
and Hendricks 2000, 28). 

The work explored many other ideas: discourses on passivity and 
aggression and abuse and self-denigration. Cut Piece also explored the 
play between: 

internal concepts (manifest in words) and external actions (the 
actual events of perceptual apprehension). Ono's performances 
represent an aesthetic deliberation on and enactment of the 

precarious meeting of mind 
and matter. They may be 
defined as a conjunction of 
idea and objective world in 
the event of an act carried 
out by the body (Munro & 
Hendricks 1999, 145). 

Plate 2 Yoko Ono 
Ceiliog Painting (Yes Painting) 
(1966) 
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I believe her concepts strongly connect with the Zen experience of the 
transcendent duality" (Munro & Hendricks 1999, 13). In her performance 
of Cut Piece the audience must take in the aesthetic experience and take 
responsibility for their individual actions. (Fredman, 1988, 81). This is 
also an interesting example of her inteffigence and innovation (Munro & 
Hendricks 1999, 13) 

Ono's art works often invite the viewer to the 'absurd' world and required 
psychological response from the audience. Ceiling painting (Yes Painting) 
(1966) (Plate 2) is another one of her installations. She made tiny letters 
on a large sheet of paper and attached them to the ceiling. The text was 
very difficult to read from the floor. The audience had to climb up a white 
ladder and look at the text with the use of a magnifying glass. When they 
looked at the ceiling, they could find only the tiny word 'yes'. Ono 
described the meaning of the word 'yes' as generally, when people accept or 
affirm the actions of others. For Ono, she wanted to give the 'yes' to 
viewers, as a reward for them making the climb (Munroe Hendricks 2000, 
100). 

Yoko Ono Now 
In 1997, Ono created 'Cleaning Piece' in Lonja Del Pescado, Alicante in 
Spain. A large expanse of stone was installed on the gallery floor which 
had been imagined as a river stream. Ono wanted to explore the memory 
of life (Munroe & Hendricks 2000, 100). Ono said that memory is the 
evidence of our lives. Our lives are like rivers and our memories are like 
the stones that sleep on the riverbed of life, which sometimes flows quietly, 
sometimes passionately (Munroe & Hendricks 2000, 266). Ex It. (1997) 
(Plate 3) was also exhibited in Valencia. She installed one hundred 
wooden coffins for sixty men thirty women and ten children killed in a 
catastrophe, a battle, a disaster or a massacre. This installation had quite 
an impact on the audience and reflected Yoko's growing concern with 
humanity the weakness of human existence (Munroe & Hendricks 2000, 
266). 

Ono is now over 70 years old yet she is stifi strongly committed to her art 
activities. Currently she is working more in the international exhibition 
area and her art work is concerned with expressing a calm and peaceful 
human existence. 
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Plate 3 Yoko Ono ExIt (1997) 

Isamu Noguchi 
In the early 1950s, D.T. Suzuki's lectures on Zen at Columbia University 
were the fascination of the New York art world and Asian art was the 
preferred model for the American avant-garde. Satori was especially very 
interesting to American artists. Tenshin Okakura also introduced the 
aesthetics of Eastern thought through The Book of Tea which was greatly 
admired. In this context, many American artists began traveling widely to 
Japan and China studying caffigraphy, ink- painting, rock gardens, haiku, 
and the art of the tea (Munro & Hendricks 1999, 17). Isamu Noguchi, a 
Japanese American sculptor who grew up in Japan was fascinated by this 
context. He traveled to China and Japan during this time (Munroe 1994, 
133). His exploration of Asian art has had an impact on Japanese artists 
and triggered them to reclaim and re-interpret their traditional culture 
(Munroe 1994, 133). 

Isamu Noguchi was born in Los Angeles in 1904. His Japanese father 
Yone Noguchi, was a poet and his American mother was an editor, It was 
this divide between east and west, between two distinct histories of art 
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and thought that would engage him his entire life. Until thirteen, he was 
living with his family in Japan. During this time, he absorbed himself into 
Japanese traditional culture. Finally his heritage became the duality of 
two cultures (Munroe 1994, 133). 

Zen and Noguchi 
During 1950 and 1951, Noguchi was traveling to Japan to Kyoto and Nara, 
researching temples, rock gardens and the art collections of the ancient 
capital cities. His research on Japan was enormous and included 
philosophy, aesthetics and traditional materials. He also read many 
traditional Japanese art books. By this time, he had developed his 
creative style and techniques. He loved hand tools and natural materials 
and he was attracted to simplicity of form and structure. For Noguchi, 
traditional Japanese art furnished him with the material to further 
develop his own modernist project (Ashton 1993, 42). Noguchi was 
especially interested in Zen Buddhism. He studied metaphysics and the 
Zen poetry of the Edo-period, Ryokan. Basho was his favorite Japanese 
poet. During his study, he was also interested in 'satori' or the meaning of 
'Mu' (emptiness). This also connected with a Mahayana Buddhist system 
of belief (Munroe 994, 133). 

According to early Buddhist teaching the world perceived through the 
senses, the phenomenal world as we know it is 'empty' because all such 
phenomena rise from causes and conditions and are destined to change 
and pass away in time. Emptiness is thus the essential unifying character 
of both the phenomenal and absolute worlds. In Mahayana (including Zen) 
Buddhism, this concept of emptiness or non duality led to the assertion 
that samsara, the ordinary world of suffering and cyclical birth and death, 
is identical with the world of nirvana, and that earthly existence holds 
potential for enlightenment (Munroe 1994, 133). 
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Plate 4 Isamu Noguchi 

Mu (1950-1961) 

Sandstone, 

7.2/1(228cm) high. 
Keiyo University, Tokyo 

Through Noguchi's interest in Zen philosophy, he created Mu in 1950-1951 
(Plate 4) in Keio University in Tokyo. This large sandstone sculpture is 
228 cm high. In this sculpture Noguchi successfully unifies his early 
understanding of philosophical Buddhism with his art. The form is 
absolutely abstract and non-referential and avoids any reference to 
personal experience (Munroe 1994, 133). His simple, minimal forms can 
also be seen to be influenced by Brancusi. When Noguchi was in Paris, he 
become an assistant of Brancusi for six months in 1927. At this time, he 
absorbed Brancusi's techniques and concepts learning how simple organic 
shapes could be used to evoke figurative associations (Ashton 1992, 15). 

Noguchi also created sets for the choreographer Martha Graham. He 
created innovative furniture design and architectural interiors, large 
public sculptures in Mexico and New York and more intimate sculptures of 
wood stone and metal (Arbor 1993, 130). As a result, Noguchi was already 
successful in New York as an American artist. However, after World War 
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II, he decided to return to Japan and wanted to help develop the art 
community. Noguchi wanted to become a personal and political bridge 
between Japan and America. He did this by collaborating with young 
artists to create new ideas. 

: \ 

Plate 5 Isamu Noguchi Plate 6 Isamu Noguchi 

The Sun atMidnight(1970-1989) Hiroshima Monument (1962) 

Plaster model for unrealized project 

At this time Noguchi often stayed in natural environments where he 
re-founded a Japanese aesthetic. He had a studio in Kamakura where he 
created ceramic sculpture and he was very friendly with Rosanjin a 

famous Japanese ceramic artist (Sasaya 1997, 60). Meanwhile he was 
continuing to create individual objects and he was given the opportuiiity 
to work on another large site-piece, like Mu in Keio University 1950. The 
Sun at Midnight (1970-1989) (Plate 5) in Yokohama Museum of Art was 
famous for its minimal form. Noguchi's idea of work expanded and 
developed to include the environment, gardens, fountains and 
architecture. Noguchi also wanted to make a monument at Hiroshima 
where the atomic bomb was dropped by America. However his project was 
rejected by the Government at this time. (Plate 6) Finally he was allowed 
to develop the Hiroshima Peace Project but instead of the original 
sculpture, he designed and constructed two bridges. (Sasaya 1997, 60). 

Noguchi's work was extremely diverse. He wanted his art to become a 
personal and political bridge between America and Japan. Until his death 
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in 1988 at the age of 84, he strongly continued his art activities. Noguchi 
has made a major contribution to the environment and to the design of the 
public space and architecture in Japan. His influence is continuing to 
spread. 

Conclusion 
After World War II, both Yoko Ono and Isamu Noguchi developed strong 
activities between east and west. Their art activities have been 
successfully accepted in both art communities. Their concept of work was 
strongly connected to Zen Buddhism in Japan. Through this Isamu and 
Yoko seem to be struggling with cultural boundaries. As an Asian 
foreigner and a female artist in America, through her art, Yoko has been 
seeking her own identity. In her famous publication Grape Fruits (1964) 
she recalled that when she was child, she used to like grapefruits very 
much. She believed that she was a like a grapefruit; the grapefruit is a 
hybrid of an orange and a lemon and she was a hybrid of Japanese and 
America (Munroe, Hendricks 2000, 82). 

The creativity of the book title thus points towards the hybridization 
of Japanese and western cultural sources in her instruction works, 
which unite the reductive forms of Zen-related aesthetics with the 
Conceptualist score developed by the circle of John Cage. But the 
notion of hybridization also has a psychological dimension, alluding 
to Ono's profound sense of never being at home in either Japan or 
United States (Munroe, Hendricks 2000, 82). 

Noguchi's cultural identity seems to be confused, he was a child of mixed 
parentage between Japan and America when both countries were 
opponents during the Second World War. Yet he was successfully accepted 
as an artist in both countries. In America, Noguchi was admired as 
Japanese artist; in Japan, art communities accepted him as American 
artist. He was never called a Japanese artist in Japan even though 
Noguchi tried to develop a bridge between Japan and America. He wanted 
to end this confusion of cultural identity between Japan and America. 
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The creativity of both artists was totally different and both empathized 
with Zen Buddhism in different ways. I believe that through Zen 
Buddhism they worked to find their cultural identity as artists living in a 
foreign country. 
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4. Artistic development and "Border Crossing". 

Introduction 
For several years my art work has been based on the exploration of a 
feminine subconscious and its relationship to Japanese and Australian 
culture via the use of contemporary textile and fiber art. When I lived in 
Japan, I did not recognize the surrounding Japanese value system. 
Having left my country, I began to appreciate that the women's movement 
was stifi limited in Japan compared to Western society. When I arrived as 
a Japanese migrant in Australia, I experienced significant conflict trying 
to merge into Australia society. The appearance of 'borders' of cultural 
difference and language created communication barriers in front of me. I 
recognized both positive and negative things about this conflict. 

My research for the Master of Visual Arts degree has made me realize that 
my art and my identity come from an amalgamation of Japanese and 
Australian influences. In this chapter I examine my family background. 
My childhood in Japan unconsciously affected my art because I grew up 
with an absent father and I was given a traditional education in a strong 
Buddhist family and especially with my grandmother practicing flower 
arrangement, caffigraphy and Japanese painting. 

Japan Time 
I have been very influenced by artists from Japan and the west in 
particular, feminists such as the American Louise Bourgeois and Japanese 
artists Yoko Ono and Yayoi Kusama. Although they are older than me, 
their feminism has had a huge impact on their art. They experienced the 
same circumstances they grew up in a traditional middle class society,  
they had problems with their fathers, they felt society was conservative 
and they unconsciously sought to run away from their personal 
circumstances. 

When I became a teenager I rejected all traditional art in Japan and I also 
rejected all religious beliefs. I was fascinated by western culture and 
innovation rather than old culture. However as I have grown older my 
ideas have changed. Gradually it has become important for me to go back 
to the past to heal the pain of my family background. I married and had 
two children and settled down in Darwin in Australia. Today I often ask, 
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what is meaning of human life? Therefore I am really considering deeply 
about human life now, and I have come back to being a Buddhist. My art 
work is now influenced by a Buddhist way of thinking. Through these 
perspectives I will look back on my past because my art is related to my 
past life. It has been important for the re-recognition of my identity and 
my creative development as an artist to revisit the past. 

I grew up in a middle class society in Tokyo, Japan where I lived with my 
parents and grandparents, two brothers and one sister. I was the second 
oldest chi1d, my brother was the eldest in the family. After World War II, 
my grandparents succeeded in their business and they became wealthy. 
They had only one daughter and they needed someone to look after their 
business, so my father married my mother by an arranged marriage and 
he helped out in the family business. While I was in preschool, our family 
was wealthy enough to have three servants and a driver who took us every 
where in a luxury car. However my parents and grandparents were 
always busy. I did not see them very much and did not get much attention. 
I was always left with my nanny who looked after me most of the time 
until I was seven or eight years old. I always felt lonely, I wanted more 
affection from my parents, but instead my nanny was by my side. But 
then, one day she too left me, when she ran away with her boy friend. I 
became even lonelier. 

My family was a typically middle class Japanese family, but when I was 
little there was a lot of difficulty occurring and this tension was very 
emotionally painful. When I was ten years old my father and mother 
divorced. My father left his four children and he chose to live with a new 
girlfriend. I was shocked and I bore a grudge against him. My youngest 
brother was disabled and he really needed attention from his parents, but 
it was hopeless. After my father left us, my grandparents dominated the 
children. Our family was concerned with social status and class and my 
grandparents wanted to hide everything that was happening from outside. 
We did not see my father again and he died 27 years later. 

After my father left home, my grandparents looked after the children and 
became very strict. My grandparents dominated the whole family and the 
house. Their decisions were absolute no one was able to disagree for they 
had great power. My grandmother looked after us like our mother, while 
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our real mum just sat there and did nothing, or should I say she couldn't 
do anything. My grandparents were strong Buddhists and forced us to 
become Buddhists. They taught us how important our ancestors were, and 
how we had to appreciate them. Every morning my duty was to give the 
offering food to the Buddha, but I hated this duty. I felt that my grand 
parents were making us do this so that when they became ancestors, we 
would think of them and appreciate them. Really they were afraid of 
death. They wanted to not be forgotten. Seeing this I hated religion and 
didn't want any religion with gods and beliefs. 

After my father left, many things changed. The family business wasn't as 
successful. We still had enough to live on but we no longer had nannies 
and house maids. My grandfather became very violent and short tempered. 
He targeted me because I had a different character compared with my 
sister and my brothers. I had my own thoughts and disagreed with what 
he said. My grandparents also had very old fashioned ideas. They said 
that all girls had to be quiet and lady like. But my character was not like 
this. As an outcome my grandfather often threw nasty words at me, and 
always told me how bad my father was and said that I was just like him. 
When he started becoming violent I had to hide in my room until he 
settled. No one helped me, not even my mother. She too was afraid of him. 
We always had to follow his direction even though it was wrong. 

Grandmother was very concerned about the education of the children. 
Even though I was a very active child, she sent me to a traditional and 
conservative girl's school where the students came from upper middle 
class society. I went to this school for over twelve years until I ftnished 
college. My grandmother also forced me to practice the tea ceremony, 
flower arrangement, caffigraphy etc. This training is typical of a Japanese 
women's upbringing before marriage. When I was a child my favorite 
lesson was learning to paint from a private teacher. She came to my house 
to teach painting to my grandmother and me. My grandmother also 
enjoyed learning traditional arts. She practiced poems and caUigraphy. 
She was like a mother to me and my teacher was also like a mother. I 
often stayed at her house on weekends and holiday times. While she was 
painting I enjoyed playing in her studio and I watched how to do painting. 

Since I was child, I dreamed of becoming an artist and I wanted to go to 
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art school but my family stopped me. They always said to me, "Marriage is 
the happiest life for women." Art could be a hobby, but I was not allowed to 
become a professional artist. I was so uncomfortable and stressed. My 
grandmother gave me the totally wrong education. She forced me into an 
anachronistic education. So I was always stressed and I thought, I wanted 
to get away from my family and become free. When I was in my final year 
of college, my grandparents allowed me to go for a commemoration trip 
with my school friends. We went around Europe for one month. I really 
enjoyed this free trip and I had good experiences with my friends. After I 
finished this trip, my grandparents expected me to stay home until I was 
married. But this trip only made me more keen to be free from my family. 

In 1984, I met my husband who worked in Australia, when he came back 
on holidays to Japan. In 1987 I decided to marry to get away from my 
family. My grandparents were not really happy about this marriage. They 
expected me to stay with them near our family, and look after my youngest 
brother and sister. But I refused to do this although I felt guilty. 

Plate 7 Dadang Christanto They Give Evidence (1996-1997) 

Australian Time 
I settled in Darwin, Australia and had two children. As a mother and wife 
however, I stifi never forgot my dream which was to become an artist. So 
in 1993, I decided to go art school at the Northern Territory University 
(now Charles Darwin University) in Darwin, Australia. At first when I 
started to study at art school, it was so difficult, because I was pregnant. 
Also my eldest daughter was still little and it was difficult to manage time 
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for study and moreover my English was not good enough to understand 
the lectures. Nevertheless I was lucky to have several good lecturers, such 
as New Zealand artist Peter Adsett, the Aboriginal artist Judy Watson 
and Indonesian artist Dadang Christanto. They were very influential as 
artists. If I had not met them, I would not have decided to become a 
professional artist. I also would like to mention that the Asian Pacific 
Triennials commenced when I was a student. I had the chance to go to the 
Asian Pacific Triennial in 1999. Dadang Christanto was also involved in 
this exhibition. I saw many Asian artists work in APT. They had been 
active around the world and their work had a strong impact on me. I 
really wanted to become a professional contemporary artist. 

Judy Watson is a well known Australian Aboriginal artist who taught me 
when I was a second year painting student at art school. She works in an 
abstract style using wash techniques to depict a spiritual landscape. She 
was a very strict teacher and I learnt many different painting skills from 
her. She also taught us how to exist as professional artists. She 
encouraged me a great deal. Another influential lecturer was Peter Adsett. 
He also painted the landscape in a very abstract style. He taught us 
drawing once or twice week. His teaching was unique. He did not teach us 
drawings or techniques; his lecture took the form of a philosophy. For 
example, I remember when we had a nude modeling class, students 
expected to draw the nude figure lying down in front of the class but 
instead we studied the meaning of line. So no one was allowed to exactly 
depict the nude figure. We were not drawing reality, we were drawing with 
lines and marks. I remember that he taught us, "Do not think about 
making marks on a square piece of paper, don't think about creating 
marks in your mind, marks exist everywhere around us. Marks are not 
marks, mark are the universe." He seemed to be trying to open our minds 
to create art without a dualistic mode. At first I was expecting to learn 
more drawing skifis and that created some confusion. At the time I also 
could not completely understand his lectures. However nowadays, I find 
his philosophy is quite similar to Zen philosophy and his thoughts have 
become very important to my artistic philosophy. 

Finally I would like introduce Dadang Christanto. He was a one of my 
most important and influential teachers. I believe that if I had not met 
him at University, I would not be continuing to work as an artist now. 
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Before I met Dadang in 1998, when I went back to Japan for Christmas 
holidays, I visited the contemporary museum in Tokyo, Japan. There I 
accidentally saw Dadangs work They Give Evidence (1996-7) (Plate 7). He 
is a political artist. His installation art is connected with his own country, 
Indonesia. In They Give Evidence, he created twenty torsos which 
symbolized those who were killed by civil war in Indonesia. When I saw 
his art work, it had a strong impact and I was very shocked to see it. At 
the time, I was struggling with my art work because I could not express 
myself through painting. I was suffocated by two dimensional art. 
Therefore his installation art work fascinated me. I could feel a strong 
message from his art and it seemed to be a very free form of expression to 
me, but at the time, I never thought I would meet him later. However two 
months later Dadang Christanto became my lecturer at the University. 
When Dadang became my teacher, it confirmed that three dimensional 
installation art would suit me better as a form of artistic practice. So I 
chose to create installations rather than paintings. 

Feminisms 
Initially my installation work was strongly connected to feminism. Yoko 
Ono, Yayoi Kusama and Louise Bourgeois were my favorite female artists 
at the time and they had a strong impact on me through their art and 
their life. At a time when women's issues had not yet been raised 
internationally and it was stifi difficult for Asian women to survive as 
artists outside their own country, these women were forerunners in their 
artistic fields and successful residents of New York. Bourgeois was born in 
France and her art activities have quite a long history. She was discovered 
in 1980's and accepted into New York art world. 

Plate 8 Yoko Ono 
Rape (1969) 
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These three female artists were totally different from each other. However 
for them, creating art was a very important healing process for their lives. 
My own life as an artist is different from theirs but I also have a sense of 
the similarities connecting our lives and art. 

Plate 9 Ono Yoko Freedom (1970) 

16mm film, color, sound, iminute, 

Soundtrack by John Lennon 

• .•• 

Plate 10 Yoko Ono Fly (1976) 
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Ono and Kusama 
As I mentioned above, in 1950's and 1960's Yoko Ono and Yayoi Kusama 
were very active in New York. They grew up in Japan during the WWII 
period, in what seems to me to have been feudal time and in conservative 
families, when young women were expected to obey their father's will and 
follow their husbands after marriage. Both of them escaped this 
paternalism freeing themselves from the conventions of women's lives in 
Japan and becoming artists. Both artists created sculptures and 
installations but Ono's work was more philosophical and conceptual and 
Kusama's art was more concerned with material. 

Earlier I looked at the way Yoko Ono crossed borders between Japan and 
America but she was also an important feminist artist. In the 70's and 80's 
Yoko Ono often created feminist films. Through the creation of her art, she 
wanted to deal with women's rights and their personal search for inner 
freedom (Munroe 2000, 218). Yoko created sixteen films between 
19681982. For example Rape (1969) (Plate 8) shows a girl being chased 
on a street until she become very angry and upset. The idea for Freedom, 
(1970) (Plate 9) developed from cut and piece (1945). In the film Ono took 
her bra off in front of the camera. She wanted to explore female 
stereotypes and how women struggle for liberation. 

Ono used the bra as an iconic symbol of the burgeoning women's 
movement, to stress the importance of socially determined restrictive 
roles through a revelation of the body. The difficulty in breaking the 
fabric of the bra evokes the struggle for emancipation in which 
women, including Ono, were engaged at the beginning of the 
seventies, and from which, it is implied, one can never be completely 
free (Munroe & Hendricks 2000, 22). 

Fly (1970) (Plate 10) presented cropped and naked female figures. The 
film showed magnified house fly movements as they crawled over the 
woman lying on a bed and was accompanied with a soundtrack of Yoko's 
voice: 

Yoko's voice suggests the unconscious, otherworldly life of the 
woman's knocked-out state, a life that is oblivious to yet omnipresent 
in the activities that occupy the ifies in search of the sugared water 
that her flesh has been prepared with for their delectation (Munroe 
and Hendricks 2000, 29). 
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Kusama 
Yayoi Kusama was well known as an artist in New York in the 1960's and 
1970's. As a female Japanese artist she led an unusual life, suffering from 
mental illness from early childhood. Her work consists of an obsessive 
repetition of images deriving from the painful conflict she experienced 
with her mother during childhood and her mental illness in which she felt 
depersonalized (Hoptman, Tatehata & Kultermann 2000, 13). Kusama 
was born to a well known family in the mountains of the Nagoya 
prefecture in Japan. Since early childhood she suffered from a nervous 
disorder in which she heard voices and had hallucinations which she 
accepted as mysterious signals from nature (Hasegawa, 2000, 74). 

Her parents had no knowledge of childhood mental illness and she was 
punished and physically abused by her mother (Hoptman, Tatehata, 
Kultermann 2000, 13). Kusama studied Japanese painting at the 
municipal school of arts and crafts. She was keen to be an artist, however 
her mother disagreed with her becoming an artist. Her parent's attitude, 
that a woman's happiness was based in marriage rather than career, (a 
reflection of their conservative, traditional, upper-class background) was 
stifling to Yayoi. Finally she was allowed to go to Kyoto and continue 
studying art (Ze1evansky,  Hoptman, Tatehata, Munroe 1998, 61). 

In the Japanese art world, Yayoi was ostracized for her mental illness and 
at the highest pitch in the on-going feud she had with her mother, she 
decided to escape to go New York where she arrived in 1958. In her first 
ten years, Yayoi produced a powerful body of works that anticipated 
subsequent artistic trends in the United States. She finally entered into 
the company of contemporary famous artists and exhibited in museums 
and galleries of the United States and Europe. 
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Plate 11 Yayoi Kusama Infinity Nets (1961) 

Yayoi used polka dots in her art. The dot motif represents a hallucinatory 
vision and her painting of them in quantities is an attempt to escape from 
the fear that arose from her attacks of depersonalization (Hoptman, 
Tatehata, Kultermann 2000, 14). Yayoi produced a series of Infinity Nets 
(Plate ii) paintings in the late 50's and early 60's. These paintings are 
largely monochromatic and use spira1s that converge and overlap in an 
obsessive yet non-systematic manner (Zelevansky, Hoptoman, Tatehaya, 
Munroe 1998, 46) 

Each Infinity Net of this period, from small works of paper to a 33 foot, 
white-on white mural the artist produced for her 1961 exhibition at the 
Steven Radio Gallery in New York, has minute, repetitive movements of 
the brush as well as a record of the artist's time and labor. In 1963 the 
nets within Yayoi's vision went beyond her canvases, and they started to 
cover chairs, desk, even floors (Hasegawa 2000, 74). 
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Plate 12 Yayoi KuBama Food Obsessive Sculpture (1962-64) 

While Yayoi had a particular obsession with sex, she also had one with 
food and she began to produce environmental works using macaroni, 
western-styled clothes, shoes, chairs, desks and dressers. Things that had 
been covered in dots and spots were liberated from their polka dots only to 
be buried in sprouting phalluses or macaroni.(Plate 12). 

"Sex and food are both essential for life" (Hasegawa, 2000, 74). Kusama 
says that her sculpture on this theme was an expression of the terror she 
felt when she imagined, passing by on a conveyor belt, the vast amounts of 
food that a person consumes in a lifetime. Today these images appear to 
comment on the eating disorders anorexia and bulimia which are a 
feature of the 1960's where the exaggerated obsessive attempts to conform 
to a feminine ideal become physically destructive (Zelevansky, Hoptman, 
Tatehata, Munroe 1998, 19). 



Louise Bourgeois is a French born American sculptor and installation 
artist. Her work was linked with Noguchi Isamu and Louise Nevelson an 
American sculptor. Through her art work can be seen an exploration of the 
feminine subconscious. Louise became a sculptor to get rid of her past; 
recreating the past became part of a healing process for her life (Bernadac 
1996, 8). 

Bourgeois's life and art are strongly connected with her family. Traumas 
such as her childhood memories, her relationship with her parents, 
brother and sister have become the inspiration for her art. Louise had 
been especially wounded by her father's betrayal of the family through his 
young mistress Sadie, who was a young English governess in the family 
unit. Louise's heart was deeply wounded by this harmful situation 
(Bernadac 1996, 9). 

Louise was born on Christmas Day 25th  December 1911, in Paris, the third 
child in a middle class family. When her mother was pregnant, her 
husband expected her to have a boy, but instead the baby was born a girl. 
Nevertheless Louise's father gave his name to his third child calling her 
Louise and when she was little, he handled her as a boy. Her earliest 
childhood memory was of the Second World War when her mother and the 
children were forced to descend into the family cellar (Bernadac 1996, 
164). 

Louise hated her family. Her mother was a solid rational woman and 
fairly feminist while her father was a bore and indulgent. Louise felt her 
father was a fickle, seductive, lying and immature man because he had a 
mistress. For Louise, his mistress was an act of betrayal and she hated 
them both (Bernadac 1996, 166). In 1932 her mother died. Louise tried 
to commit suicide by throwing herself in the river because her father 
provoked Louise by joking about her distress (Bernadac 1996, 168). 

While she was young, Louise often helped in her father's tapestry gallery, 
practicing the drawings for tapestry restoration. This was her first contact 
with art (Bernada 1996, 166). In college she enjoyed studying 
mathematics however she did not like algebra so she decided to abandon 
mathematics and devoted herself to studying art. She briefly attended 
academic studies at the Ecole des Beaux-Arts however she tired of its 
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conservative style. In the 1930s enrolled in a number of art schools in 

Paris: Ranson, Julian, Colarossi and Grande Chaumiere art studio. Louise 
said "I did them all, I was looking for truth, for people who weren't phoney, 
looking for authenticity" (Bernadac 1996,168). 

Bourgeois met American art historian Robert Goldwater whom she 
married in 1937. This decision was against the wishes of her father who 
did not get along well with his son-in-law. Louise and her husband left for 
United States together with their adopted son Michael. Therefore leaving 
France was very important for her, fleeing from an oppressive family 
atmosphere. Bourgeois was very happy to become independent with her 
husband and live in America. Finally she had three children and managed 
to assume a role as wife mother and artist (Bernadac 1996, 170). 

The Destruction of the Father (1974) 
This title alludes to her memory of family meals and Louise's ambivalent 
love-hate relationship with her father. (Plate 13) The idea came six years 
before the installation, when she thought about the whole family's revenge 
by metaphysically devouring him during a meal: 

The piece is first of all a table, the horrible and terrifying table presided 
over by the father, who pontificates from his chair. And what can 
others-the wife and children do? They sit there silently. The mother, 
obviously, tries to appease her husband, the tyrant. The children get 
restless (Bernadac 1996, 93). 

This work deals with ideas of cannibalism and ritualistic meals. Using 
pink and red forms with bloody intestines and scattered limes. Louise 
Bourgeois imagined the destruction of her father in this way; 

My father was overcome with annoyance when he looked at us. He 
was always telling us what a great man he was. So much that we 
became exasperated, seized him and threw him on the table, tearing 
his limbs apart and devouring him (Bernadac 1996, 93). 
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Plate 13 Louise Bourgeois The Destruction of the Father (1974) 

After she confronted and destroyed the traumatizing image of her father, 
Louise Bourgeois started to depict a freakish creature, a mix between 
animal and human, male and female, using different materials including 
bronze sculpture. (Plate 14) The figure has three breasts and the image 
comes from Artemis of Ephesus. This idea comes from an earlier work, 
The Confrontation, which explored ideas of sarcastic humor. Louise 
mentions that the animal represented her father. According to Louise: 

Since I was demolished by my father, why shouldn't I demolish him? 
I take a really masculine animal and I give him breasts And then I 
cut off his head, It's a way of teasing. As I was teased, so shall I 
tease (Bernadac 1996, 105). 

Conclusion 
Through my research, I have come to the realization that my art is 
strongly connected to my life across cultures in Australia and Japan. 
Leaving Japan and settling in Australia allowed me to come terms with 
my past experience in Japan. During my research I have also realized that 
many artists have been influential on the development of my art: Dadang 
Cristianto, Judy Watson and Peter Adsett. I have also found the work of 
three leading feminists Yayoi Kusama, Yoko Ono, Louise Bourgeois very 
important for the development of my ideas. These artists are very 
influential feminine artists, their creative art was totally different, but I 
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was stimulated by their art and their life experiences because life and art 
are connected and I saw parallels between their life and my own. 

Plate 14 Louise Bourgeois 

Nature Study, Velvet Eyes, (1984) 
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5. Installation: Mushin to Spiritual Garden, Satori 

Introduction 
During my Master's research over the past two years, my installation 
work has been driven by the ideas and philosophies of Zen Buddhism. The 
title "Reminiscence" embodies my own personal, spiritual and cultural 
journal and encourages the viewer to reflect on the purpose of their lives 
and the tranquility to be reached through by Zen Buddhist principles. I 
am Japanese and have lived in Darwin for fourteen years. My artwork 
reflects my Japanese heritage and my identity as a migrant. I am both a 
voyeur of and a participant in Darwin culture. My sense of belonging is a 
process of comparing and accepting new and different cultural values and 
social mores. 

When I started my Master's research at the University, my art work was 
connected to the feminine sub-consciousness and explored women's 
limitation of the cultural life in a persistent traditional patriarchal society 
whether in Japan or Australia. I did not recognize until I moved away, the 
formality of my culture and the restriction of Japanese culture that limits 
women. It is this intercultural experience and vision that I bring to my 
work. Recently I have come to recognize the importance of Japanese 
identity as a Japanese woman but I have shifted from notions of the 
feminine and female identity to embrace the importance of my spiritual 
heritage. I have realized that all my thoughts and creations are part of 
what I have learnt through life and what I have learnt has been passed on 
to me from when Buddhism was the central thinking of Asia 

A Feminine Subconscious 
I created the Land of the Memory (I) (1999) (Plate 15) just before I started 
my Masters Degree at an early stage of my studies into Zen. This work 
was awarded the Union Pica Prize and was selected for exhibition in 
Hatched 2000 at Perth Institute of Contemporary Art. The work is 
concerned with the feminine subconscious in relationship to my Japanese 
cultural background. The installation used large quantities of cheese cloth 
painted with abstract patterns in Japanese calligraphy ink so the 
material had a combination of dark and light and faded colours. I had 
already used cheese cloth for my abstract drawing in earlier works. I then 
wrapped the abstract patterned material into long pieces and connected 
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them to make a large whirlpool/swirl on the floor. The remaining material, 
I made into a ball which wound around the circle and connected the swirl 
and the ball with a srngle strip of material. This installation had a number 
of meanings: the images are like rivers or ocean streams, the circle is an 
exploration of human life and also an image of the mother land as body. 
The cord is the umbilical cord. In this installation I wanted to explore the 
relationship between motherhood and life: all humans are given life 
through the mother's body. 

Plate 15 Yosbie Mizuno 

Land of the Memory (I) 
V V (1999) 

I 

Plate 16 Yoshie Mizuno 

Land of the Memory (II) (2000) 

I started to use the medium of bamboo 
in my next art work Land of the Memory 

(II) (2000) (Plate 16) which was 
exhibited at the International Biennial 
of Contemporary Fiber Art at 
Pittsburgh, America in 2001. Using thin, 
flexible bamboo sticks and cheese cloth 

.......cotton thread, I made a cocoon by 
weaving bamboo sticks and then 

V weaving through the cheese cloth which 
had been painted with abstract marks 
in Japanese black ink. I made five 

different cocoons: each object was placed in a different position in the 
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gallery space and some were suspended in mid air. These images explored 
the women's body and especially the mother's body. 

Plate 17-1 Yoshie Mizuno Land of the Memory Ill (2000) 

In 2000 I had my first solo exhibition at the Darwin Visual Arts 
Association. In Land of the Memory III (Plates 17-1,17-2) I used bamboo 
to make a large fan and fence. The fan is made with the same materials 
and used the same techniques as in the Land of the Memory (II) however 
the fan and a fence were now vertical curved shapes. This idea came from 
the destruction placed on my life and that of women in today's society in 
Japan. This work also references the Heian Period in Japan (794 AD). 
During this period women in aristocratic society in Japan were not 
allowed to show their faces in public. Women used the fan to cover their 
face and even hid behind a curtain when they spoke to men. Nowadays in 
Japan we do not need to physically hide behind curtains or cover our faces 
but some countries and some religions stifi have the same rules. Even 
though Japanese women do not need to cover their face, there are stifi 
many limitations on women in our society. The fence is a symbol of 
society's value systems which limit the movement of women. I often feel 
that the world of women is restricted by a fence: we only peek from inside 
the fence or from behind a frame to see what is happening outside. 
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Plate 17-2 Yoshie Mizuno 

Land of the Memory III 

(Fence) (2000) 

Towards Buddhism 
I continued with the idea of the frame 
in my work Land of the Memory (III) 
(2000) (Plate 18). This was exhibited in 
the Bali Sika Gallery in Ubud in 
Indonesia in 2001. I stayed in Ubud for 
two months and created the 
installation. While I stayed in Ubud, I 
had a very good experience with local 
artists and local people. I also found 
that Indonesian culture and thought 
are strongly connected to religion. 

Against this background, I saw the limitation of women's life and 
hierarchical society in Bali and I could feel a sense of similarity with 
Japanese society, even though Japan is a advanced country whereas Bali 
is very trathtional. 

Plate 18 Yoshie Mizuno 

Border (2001) 

Several years later a series 
of unforgettable terrorist 
attacks occurred around the 
world in New York and Bali. 
This was followed by the 
Iraqi war. So many people 

have been killed. For me particularly, this was a terrible experience 
because I had just finished my exhibition and one month later, Bali had 
been bombed by terrorists and many people were killed in the place and 
the street I was familiar with where I had stayed for two months. This 
was a very shocking experience and I became deeply concerned about 
human life. I also lost my father in same year. These experiences caused 
me to return to Zen Buddhism. I recognized that sometimes people forget 
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the meaning of life. Why do people need to suffer? Why do they kill each 
other? Through my art, I really wanted to consider, What should I do in 
my life? 

The First Year 
In the first year of my Masters Degree, I researched the history of Zen 
Buddhism and I studied Zen art in Japan, caffigraphy, painting, and tea 
ceremony and Japanese poetry (haiku). This research was very important 
for developing the ideas for my art work and helped me analyze the 
relationship between my cultural background and my art work. 

Plate 19 
Wolfgang Laib 
Milk Stone (1970) 

Secondly, I researched artists who had 
been influenced by Buddhism. I have 
already mentioned in a previous 
chapter, Yoko Ono and Isamu Noguchi 

who are particular interesting to me through their art and life. Another 
artist who has been very influential is Wolfgang Laib, a German 
installation artist who has been active internationally for over twenty 
years. He creates work of great simplicity, purity and minimalism. He 
originally studied medicine however finally chose to become an artist. 
When Laib was a child, his father often took his family traveling often in 
India and other Asian and near Eastern countries. This experience 
strongly connected his life and art, especially the influence of Asian 
thought and religiouns such as Buddhism (Zeller, Catoir, Szeemann 2000, 
13). 

Plate 20 Wolfgang Laib 
Pollen from Pine (1999) 

In an art work such as Miikstone (1970) 
(Plate 20) Laib ground a white marble 
block to create a shallow concave hollow 
and then filled it with the milk. Another 
interesting work Pollen from Pine (1999) 
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(Plate 21) was composed of hazelnut, dandelion and other pollens collected 
from the fields near his house, then scattered on the floor. He use natural 
materials such as milk, pollen, rice grains and bees wax. These materials 
promote life and act as an intermediary to the next generation. Laib is 
very much concerned about the nature of the life circle: this reminds him 
of the grand life that transcends life and the meaning of death. For him 
making art is similar to monks offering food everyday to God. He said, he 
became an artist to devote himself to God, that his creative process was 
like a monk giving sutra in everyday life (Zeller, Catoir and Szeemann 
2000, 13). 

Plate 211 Yoshie Mizuno Mushin 2003 

In the second year of my Masters Degree, 
I created a new installation work Mushin 
(2003). This was a shown in Charles 
Darwin University Gallery (previously 
NTU Gallery) in Darwin. This 
installation explores Mushin, the empty 
mind. For example, when people try to 
meditate in their mind, they try to not 
use their brain to think about their mind, 
and they try to make contact with their 
own mind, transcending the duality of 
life. This is called Mushin. This 
installation aimed to create a spiritual 

space: using the medium of rice, paper, and calligraphy I created a 
number of three dimensional sculptures with rice scattered on the floor. 
For Japanese people rice is very important source of life and is used in 
offerings of food for the Buddha. Rice is eaten everyday. Therefore I used 
rice to symbolize Japan and the meaning of life. 

Mushin has evolved over this year. After the CDU Gallery exhibition, I 
had another two solo exhibitions at the Zab Gallery in Melbourne and 
Japan Foundation in Sydney and after that I was invited to participate in 
three exhibitions: Route Number 4 in Darwin, the Japan Foundation 10th 
Anniversaiy Project in Sydney and the Hutchins Prize 2003 in Tasmania. 
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These exhibitions were successful and I received a good response from 
viewers. So I began work on my final exhibition at 24HR ART and at 
Bentara Budaya in Jakarta. 

Plate 21-2 Yoshie Mizirno Mushth (2003) 

Satori (Plate 22), the final exhibition for my Masters Degree, will be 
shown at 24 HR ART Gallery in Darwin in 2004 and in Bentara Budaya 
Jakarta. The concept is similar to Mushin (2003) which drew upon a Zen 
philosophy to create a spiritual, calm space. However my new exhibition is 
more metaphysical rather than objective. I will use white cotton threads 
to create abstract forms on the floor and the wall. The cotton threads will 
make a beautiful mark with great purity and simplicity. The threads will 
also explore the merning of human life and also connect with women's 
cultural life. 

In this installation I am equally concerned with the creative process as 
much as the final object. During the process of creating the art work in 
the gallery, I will isolate myself from society in order to enter a state of 
meditation. I will become an empty mind -'Mushin'. This art work is 
strongly concerned with a Japanese sense of beauty which is referred to as 
Wabi or Sabi. This means the beauty is concerned with simplicity, 
humility and 'frosted' or simple colors. Simplicity is achieved through a 
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complex process and involves return to a simple and natural state. 

In my previous art work, I had already used cheese cotton to bind three 
dimensional objects as in Land of the Memory I, II, III. I now realize that, 
through my art, I am metaphysically wrapping a bandage around my 
wounds, as part of a healing process in my life. In Saton, the final work 
for my Masters Degree, I will begin to unwind the bandages because I now 
feel that its time to remove the wrapping of bandages off my wounds. The 
wounds are not healed completely, but I now understand the cause of the 
wounds and how they can be healed. Writing this thesis has helped me to 
understand this process. 

Plate 22-1 Yoshie Mizuno Satori (2004) 

Conclusion 
Through my Master's research, I have had the opportunity to look back 
and analyze my previous art works, and the issues they deal with: 
personal identity, feminine subconscious and Buddhism. This process was 
also a good opportunity to get to know myself metaphysically and was 
extremely important for the development of my final exhibition Satori. 



Plate 22-2 Yoshie Mizuno 
Saton' (2004) 
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Conclusion 

In recent years I have begun to realize that my art and life are strongly 
connected. In this thesis, I wrote about my previous life and its 
relationship to my art work. I had been traumatized from childhood. This 
experience is crucially important to my life and it is also reflected in my 
art work. I used to hate all my Japanese background and I wanted to 
reject my previous life in Japan and Japanese culture. However, after I 
moved to Australia and settled down in Darwin as a wife and mother and 
artist, I realized my life and thoughts and art are all connected in my life. 
I therefore needed to look back at my life. Even though this process was 
very difficult work for me, I realized that it is very important for the 
further development my art. 

I have been influenced by a number of artists: Yoko Ono, Isamu Noguchi, 
Yayoi Kusama, Louise Bourgeois and Wolfgang Laib. Physically their art 
is totally different from my art. However I had a sense of the similarity 
between these artists and myself. These artists are isolated from their 
home place and they are seeking their own identity in different ways. Ono 
and Noguchi and Laib were influenced by Buddhism metaphysically and 
their creative art work reflects a Buddhist simplicity and beauty of form 
which I find very attractive. Ono, Kusama and Bourgeois as women, have 
a very similar background to me. My background and their creative art 
connects strongly to a feminine sub consciousness. 

In chapter 4, I wrote about my life in Japan. This reminded me about my 
unforgettably bad experiences. Initially this process of writing was very 
painful for me, like a flash back to my trauma. I felt sometimes scared to 
remember it. It was like taking the bandages off my wounds which had 
stifi not healed. However through this process, it has given me a good 
opportunity for me to look back at my life and art work and this was good 
for the healing process of my life. Metaphysically my wounds are not yet 
healed but I feel much better. 

In my art work I have often used mediums such as bamboo, cheese cloth 
and Japanese paper. I subconsciously realize that this is also reflection of 
my cultural identity. For example: Bamboo and Japanese washi and ink 
were used everyday life in Japan. Rice is also a major food in Japan and 

42 



this is also offering food for Buddha. 

Recently I have come back to being a Buddhist again. This time no one has 
forced me become Buddhist. This was my own decision. Several years ago, 
two incidents occurred: the terrorist attacks in New York and Bali and 
also the war in Iraq where so many people have been killed. I had also lost 
my father and I had not had a chance to see him before he thed. Because of 
these events I began thinking very deeply about human life and I have 
begun to base my art work on Zen Buddhism. Laib already mentioned that 
his creative process was like an offering. Monks give a sutra and an 
offering in the same way. I found these ideas very similar and I see my art 
in the same way. So my art has become a form of prayer or offering for 
peace and human rights. In my future work, I want to engage further with 
these issues. 
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List of Plates 

1 Yoko Ono Cut Piece, (1964), Carnegie Recital Hall, New York 

2 Yoko Ono, Ceiling Painting (Yes Painting) (1966) Installation, The 
Israel Museum, Jerusalem,2000 

3 Yoko Ono, ExIt ,(1997), Installation, L'almodi, Valencia 

4 Isamu Noguchi, Mu, (1950-1951), Sandstone, x 2m high, Keiyou 
University Thkyo. 

5 Isamu Noguchi The Sun at Midnight (1970-1989), 2 m xlm xlm high 
Yokohama Museum 

6 Hiroshima Monument (1962) Plaster model for unrealized project: 
Proposed height above ground ( 6m high). 

7 Dadang Christanto, They Give Evidence, (1996-1997) 

8 Yoko Ono, Rape, (1969) 

9 Yoko Ono, Freedom, (1970) 

10 Yoko Ono, Fljç (1970) 

11 Yayoi Kusama, Infinity Nets (1959), oil on canvas, (133.4 x125.7 cm) 
12 Yayoi Kusama, Food Obsessive (1962-64) 

Chair, dress, handbag, suitcase, shoes, macaroni, sewn stuffed fabric, 
gold paint. Dimensions Variable, Installation, Galerie M. E.Thelen, 
Essen, Germany 

13 Louise Bourgeois The Destruction of the Father (1974) 
Plaster, Latex, wood and fabric, 237.8 x 363.3 x 248.7cm 

14 Louise Bourgeois Nature Study Velvet Eyes (1984) Marble, 
66 x 83.8 x 68.5cm 

15 Yoshie Mizuno, Land of the Memory (I), (1999), Installation 
Cheese cotton, Japanese inks, Charles Darwin University 

16 Yoshie Mizuno, Land of the Memory (II), (2000), Installation 
Bamboo, Cheese cotton, Japanese Inks, Darwin Visual Artists 
Association Darwin Australia 

17-1 Yoshie Mizuno Land of the Memory (III), (2000), Installation 
Bamboo, Cheese cotton, Japanese Inks, Darwin Visual Artists 
Association Darwin Australia 

17-2 Yoshie Mizuno, Land of the Memory (III), Fence (2000), Installation 
Bamboo, Cheese cotton, Japanese Inks, Darwin Visual Artists 



Association Darwin Australia 
18 Yoshie Mizuno Border(2002), Installation, Sika Gallery; Ubud Bali 

19 Wolfgang Laib, Mil stone , (1970) White marble, milk; 3 x 92 x 98 cm 

20 Wolfgang Laib, Pollen from Pine (1999) 60 x 80cm 

21-1 Yoshie Mizuno Mushin (2003), Installation, Japanese washi paper, 
bamboo sticks, Japanese Inks 

21-2 Yoshie Mizuno Mushin (2003) Japanese washi paper, bamboo sticks, 
Japanese Inks 

22 Yoshie Mizuno Saton (2004), Installation, 24HR Art Gallery; Darwin 

Australia 



CD List of Plates 

1-13 Land of the Memory (I) 2000 Charles Darwin University 
Gallery, Darwin, Australia. Cheese cotton, Japanese Inks. 
Diameter 2.3m. 

2-1-'6 Land of the Memory (II) 2000 Charles Darwin University 
Gallery, Darwin, Australia. Cheese cotton, Japanese Inks, 
Bamboo sticks 

3-1-4 Land of the Memory (III) 2000 Darwin Visual artists Gallery,  
Darwin, Australia. Cheese cotton, Japanese Inks, Bamboo sticks 

4-1-4 Border 2001 Sika Gallery, Bali, Indonesia 

5-1-3 Sei 2003 Charles Darwin University Gallery, Darwin Australia. 
Japanese Paper, Bamboo sticks, Japanese Inks 

6-1-4 Mushin 2003 Zab Gallery; in Melbourne, Australia 

7-1- 4 Mushin 2003 Japan Foundation, Sydney 

8-1-10 Drawing Mushin 2003 Japanese Inks, Japanese Paper 

9-1-11 Drawing ThiJapanese Inks, Japanese Paper 

10-1-3 Satori 24HR Art, Darwin, Australia 
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