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Void is not a mere nothingness.
It is a definitive trace of what once existed.
Void Art is an attempt to visualize this absence

and to bridge personal loss with collective social memory.
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Searching for how to fillthe" " where you are no longer.
—Voices of those living with loss, and the practice of grief care—
February 8 (Sat) - 16 (Sun), 2025

Ueno space BUZZCHIKA (B1F, 2-10-7 Ueno, Taito-ku, Tokyo)

Selected for the FY2024 Taito Ward Arts and Culture Support Program
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Chapter 1: Origin / The Prototype

Throughout our lives, we encounter various forms of loss—bereavement, separation, and the loss of physical
function or dignity. The resulting grief brings profound sorrow and emptiness, sometimes even draining the will
to live. This exhibition was held as an exploration of how we face such sorrow and find the strength to continue

living.

The artist, Ryo Shimizu, who has himself experienced the loss of a relative to suicide, presented video
installations created in collaboration with ten individuals who have personally experienced loss. Within each
work, their unique experiences are confessed. Emerging from these narratives is not merely sorrow, but the
fundamental question: "How do we live now?" Through these works, visitors were given an opportunity to

confront their own losses and gain new perspectives.

Furthermore, we provided replicas of letters written by the participants to those they had lost, allowing visitors
to take them home freely. The intention was twofold: to help those currently grieving organize their feelings and
share them with loved ones, and for those yet to experience such loss, to provide a way to share these themes
with family and friends in preparation for the time that will eventually come. Art possesses the power to
transcend individual experience, bridging people and fostering empathy and dialogue. Through this exhibition,

we aimed to realize a society where anyone can feel safe speaking openly about their grief.

On weekends and holidays, we also hosted performances by the participants and talk events featuring grief care
experts, art curators, and representatives from NPOs supporting the homeless. By approaching the theme of

loss from multiple perspectives, we created a space for deep reflection alongside the visitors.

Beyond a mere presentation of works, this exhibition served as a practical arena demonstrating how deeply
personal experiences of loss can attain public significance and be sublimated into expression. The dialogues
with participants and the multifaceted responses from visitors became the decisive catalysts for shaping the
concept of "Void Art," which now forms the foundation of my practice. The essence of Ryo Shimizu's
expression—starting from personal loss and connecting it to social memory and ethical inquiries—was

condensed within this space.
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1. Searching for how to fillthe " " where you are no longer.
Ryo Shimizu

Single-channel video, 6 min 6 sec

Letter and envelope, 2025

During a career break, Ryo Shimizu (the artist) began re-examining his life, tracing his lifelong preoccupation with
death back to the suicide of a relative. He consulted with specialists, grappling with questions: Why couldn’ t|
reach out? Why does death feel so close? Why did | say the words | shouldn’ t have? None of these "whys" were
resolved; however, he reached a resolve to continue living, embracing the idea that it is alright to remain

unresolved while constantly revisiting and reflecting on these questions.
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2. Lost Functions, Transforming Life
Ryo Shimizu X Sayaka
Single-channel video, 7 min 17 sec
Letter and envelope, 2025

Sayaka suddenly found herself paralyzed on the left side of her body, and every aspect of her daily life turned into a
series of "difficulties." It began with a sudden snapping sound in her head, after which she could no longer move.
Tasks like housework took twice as long, and she was sometimes met with clicks of the tongue from passersby. On
days when she wept with a sense of loss, it was her husband’ s words and the "warm-hearted banter" of her
friends that anchored her to her current self. Eventually, she arrived at a quiet realization: "I might have gained
more than I lost." Through careful tracing of the adaptations of her hands and her memories, this work depicts the
world that unfolds beyond "what she can no longer do," and the deepened gaze toward others she gained through
her disability.
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3. Walking Forward Without Looking Back
Ryo Shimizu X Miyo

Single-channel video, 7 min 2 sec

Letter and envelope, 2025

Following surgery to remove a brain tumor, Miyo was left with equilibrium dysfunction (rotational vertigo and
double vision), left-sided hemiparesis (with sensation, but lacking smoothness of movement), and facial nerve
paralysis. The gaze of others directed at her as she used a cane represented a loss that extended beyond physical
function, impacting her family dynamics as well. She shifted from being the "sister who can do anything" to being
"a person with a disability." When the position of being relied upon collapsed, the balance with her relatives
shifted, eventually leading to estrangement. Despite this, she continues to protect her two children, has found
employment, and is building a new daily life. In her voice, as she speaks of "having stopped thinking" about the
pain of loss, there is a sense of quiet determination and the strength to live in the present moment.
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4. Loss and Regeneration

Ryo Shimizu X Akari
Single-channel video, 8 min 37 sec
Letter and envelope, 2025

Akari is a mother who lost her high school-aged daughter in a certain incident. Now living apart from her family, she
recounts her experience amidst a landscape she frequently visits on her walks. In the immediate aftermath, an
experience inside the hearse left her unable to tolerate confined spaces, and she was tormented by regret and guilt
toward her daughter. In contrast to the anger felt by other family members, she felt only an overwhelming sorrow.
However, through the trial, she faced the perpetrator and now finds herself wishing for their rehabilitation after release.
She expressed her desire to create a place where those suffering can find a path to recovery.
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5. Facing Each Other with an Empty Chair

Ryo Shimizu X Suisei

Dual-channel video, 6 min 31 sec

Two chairs, table, floor lamp, houseplant, carpet, letter, envelope, 2025

Suisei lost her father to suicide at the age of eleven. As a young carer supporting her household, the absence of her
father—her sole emotional pillar—meant the loss of both affection and security. He left behind a suicide note with
the words, "Please protect your mother." From that moment on, the responsibilities of an adult were thrust upon
her, overshadowing her role as a child. A mother working at night, a grandmother who did not understand children,
and a home where she felt she had no place. One night, while waiting for her mother at a high-end hostess club still
in her school uniform, she was told, "You cannot live on the main street." Through her words—recounting a
childhood lived back-to-back with loss and the disconnect from "society"—this work illuminates pains that are
often invisible.
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6. Sharing

Ryo Shimizu X Setsuko Nambu
Dual-channel video, 9 min 18 sec
Letter and envelope, 2025

Setsuko Nambu lost her husband to suicide by a train. Even now, her heart remains burdened by regret—regret
over not noticing his depression in its early stages and not offering kinder words during their final telephone
conversation. While grieving, she initially kept the cause of death hidden from those around her. However, through
the support of her children and the presence of friends who simply stayed by her side without words, she gradually
regained a sense of stability. Stating that "l will never 'get over' it, but | will move forward while carrying it with
me," she now hopes to eliminate the stigma surrounding suicide and increase the number of spaces where
bereaved families can speak out.
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7. Teacher, Doctor, Host

Ryo Shimizu X Tomokazu Shiina
Single-channel video, 10 min 11 sec
Letter and envelope, 2025

After developing a condition that caused total hair loss, Shiina lost not only the hair on his head, but also his
eyebrows and eyelashes. As a result, limitations arose in the acting career he had long pursued. The strong visual
impact of having no hair led him to be repeatedly rejected from auditions for roles he would otherwise have been
able to attempt.

Recognizing in his ability to laugh at his own appearance a potential for comedy, Shimizu saw in him the qualities
of a comedic actor. Asking, “What kind of roles would you like to play if you had hair?” Shimizu selected from the
roles Shiina mentioned and structured them into a short solo performance piece.
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8. What was Tucked Away

Ryo Shimizu X Yachiyo Enomoto
Single-channel video, 10 min 55 sec
Monitor, caution tape, letter, envelope, 2025

Yachiyo Enomoto, an artist who creates photographic works featuring her late son’ s belongings, lost her beloved
son suddenly. Following advice from counseling, she organized his possessions into a trunk in an effort to gradually
accept the reality of his absence. She recounts the days of turmoil and grief: the immediate circumstances of the
loss, the sight of her son in cardiopulmonary arrest, and the subsequent interactions with the police. Despite
considering fertility treatments or foster care, she ultimately let go of those paths and chose instead to preserve the
evidence of her son’ s existence through photography. She pours out her heart, speaking of memories that remain
vivid even now and the poignant yearning for a son she can no longer meet.
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9. SETEBLATIHARTV 9.1 m Sorry for Not Sending This Until Now

e X EEO—THE Ryo Shimizu X AN ORDINARY CITIZEN

SYINF oY RIETH 85558 Z'“g'e‘chha”“e“l"d?’ 8 m 35 " A
om martphone, telephone handset, letter, and envelope,
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"An Ordinary Citizen," who lost her ex-husband to suicide, used to stay in touch through a family group chat on

TTREZBETEL LEEBO—TRIAIR. RIETSNS JIL—TE2E>TERZERMDE> TV, Ehig social media. This invisible connection persisted through their relatively happy times, through the period when his
DICHBL R >TWEED., TR EGHITEHN=C ETHRFREILL BTV =tEL. BIBEDE behavior began to change after moving away for a solo work assignment, and all the way through their divorce
LEVDEETT <. BICEZBULOAENRD, BEDRSLAELE>TLWIESNS FIL—FIc. 7Tk discussions. One day, a certain message addressed to the ex-husband, who had become silent in the group chat,

arrived from their daughter.
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10. The Act of Leaving Behind
Ryo Shimizu X Harumi Shinozuka

Single-channel video, 7 min 7 sec
Letter and envelope, 2025

When Harumi Shinozuka’ s mother developed dementia, Harumi found that she was the only one whose existence
had been erased from her mother’ s memory (at the time, other family members had not been forgotten).
Throughout their life together under care, she struggled with painful feelings—sometimes being treated as a maid,
or even being suspected of being her father’ s mistress. Amidst this complex relationship, she agonized over her
sense of self while still yearning for her mother’ s affection. She recounts how she now attempts to document her
mother’ s fading memory by referencing the haiku and senryu (humorous haiku) her mother wrote during her
illness, sublimating them into photographic works.
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11. Stigma and Silent Cries

Fuwa Fuwao (Script and Video by Ryo Shimizu)
Performance, approx. 10 min

2025

After false information about him spread widely on social media, Fuwa was forced to suspend his career in the
entertainment industry. While distancing himself from society and withdrawing into isolation, he found himself
unable to completely sever his ties with others, and gradually began searching for a new path forward.

This work was structured as a one-day-only performance, narrated in synchronization with a projected video. It
brings into focus the internal transformation of a person marked by social stigma.
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12. Sobani-Iru-Yo-Ken: The "I’ m With You" Covenant
Ryo Shimizu

Acrylic on linen, wooden frame, legal contract
2025
Price: 1/3 of annual gross income OR 1/5 of total financial assets

This work was inspired by the voices of those who say that, in the depths of grief, simply having someone by their
side can be a source of salvation.

Shimizu is neither a welfare professional nor a mental health specialist. However, he considered that perhaps he
could at least “remain beside” those in loss. Professional care does not reach everyone, and particularly for those
living under economic hardship, even access to such support is often limited.

He conceived of a work that could be obtained through an equally painful burden, whether one is poor or wealthy.
The contract accompanying this work was drafted by a legal professional and carries legal validity. It proposes a
new form of “coexistence” between artist and owner that extends beyond conventional systems.



[Talk Session Report 01]
T—hITT7EENDD?
EMRAZDHCBFREETDEFEICOVT

BiEE

HF SR (—REEEABERT ) -7 FM s AKRIEE)

BAREEF (NPOEAT—YAZOTFT4TbIF3V[AIT/ IA ] FalL—%—/dear
Me 71 LI4%—)

BKE (REREE - HEER)

AERICTHESNIE =223 —Tld. JU—057DFE—ANEBTHI3HFHEERE. 77—
EAVANIANILRDESGEHAZF 2L —2—DERAEFFREBE. BKELHBEZOFIEES
BTHHD MBK (HU—7)1 & TRE (F—1F)1 oBEFREICOVWTHEVATELT

[Talk Session Report 01]
Can Art Speak of Care?

Trends in the Contemporary Art World and Its Responsibilities

Speakers:
Toshiro Ide (Representative Director, Japan Association of Grief Specialists)
Naoko Horiuchi (Curator, Arts Initiative Tokyo [AIT/Eight], NPO; Director, dear Me)

Ryo Shimizu (Artist and Organizer of this exhibition)

In this talk show held as part of the exhibition, Ryo Shimizu invited Toshiro Ide, a leading expert in grief care, and
Naoko Horiuchi, a curator exploring the intersection of art and mental health. Together, they explored the
relationship between "Loss (Grief)" and "Expression (Art)"—the core motivations behind Shimizu’ s own creative

practice.
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B What Art Can Do for Grief That Words Cannot Reach

Mr. Ide noted that "grief" resulting from bereavement or separation is a natural response that anyone can
experience. He pointed out that for deep sorrow, "words are far too small to catch up." When one carries suffering
that cannot be verbalized, art can serve as a vital circuit to expand those emotions and give them outward form.
Regarding the process in which Shimizu dialogued with ten participants to create video works, Mr. Ide praised it,
stating that "the very act of narrating one's own sorrow and having it heard by another leads to a catharsis and
reconstruction of the heart." This suggested that even without professional clinical treatment, the space of art

fulfills the essential function of care: "simply being alongside and listening" (accompaniment).

M The Sense of Security Found in "Open-Ended" Appreciation

On the other hand, Ms. Horiuchi spoke about the power of "dialogue" fostered through art appreciation, drawing
from her practices at Arts Initiative Tokyo. Speaking through a work of art lowers psychological hurdles compared
to discussing trauma directly, allowing people to project themselves into the work with a sense of security. The
free nature of art—where there is "no wrong answer" for the viewer—unravels the hearts of those who fear being
judged. Ms. Horiuchi strongly affirmed the social significance of this "Lab," noting that while it takes immense
courage for individuals to turn their experiences into works and present them to society, "that courage will

gradually change society."

M A Space Created Precisely Because One is "Not an Expert"

While Shimizu positions himself as "not an expert," the dialogue between the two speakers highlighted the
uniqueness of this project: it uses the flexible framework of art to catch emotions that often fall through the cracks
of medical and welfare systems. "Void Art Lab: Loss and Regeneration" functions as a rare sanctuary—situated in

the awai (liminal space) between care and art—where people can safely bring their sorrows to share.



[Talk Session Report 02]
TV=05T7HRBLEINZEK. AREKDES

TiEE

ABBHEF (FV—TN—brF—%H RKKR)
mHF ME (NPOEALKRS BIRAKR)
AKE (KREE - HEFR)

IREBHTEL LIRS T ) -7 7OBICEARFBHAEFRL. REHERXICHD

B THR— L L REICH B AL DOZEZHIT B HHMER. EnehoiRST MRK)
& T ICAEEVEITE AL, BRfEo7OS o MIRH LTI,

[Talk Session Report 02] el ey T
A FEILRETTASEEES aa

In an Era When Grief Care Is Needed: The Case of Taito City

Yumiko Hongo (Representative, Grief Partner Ayumi)

Kazunori Yui (Deputy Representative, NPO Yamayukai)

Ryo Shimizu (Artist and Organizer of this exhibition)

Yumiko Hongo turned to the field of grief care after losing her daughter to a violent crime. Kazunori Yui has long

supported people experiencing homelessness in the San’ ya area of Taito City, Tokyo. What possibilities did these

two—each continually confronting “loss” and “isolation” in their respective fields—find in Ryo Shimizu’ s project?
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B Why They Say "Thank You" — The Crystallization of Sorrow

Shimizu raised a question about his own creative process: “After subjecting participants to grueling interviews
lasting up to four hours, why do they still say ‘thank you’ at the end?”

In response, Ms. Hongo drew on her experience and explained that it is because “having someone listen allows the

i3

swirling emotions within oneself to ‘crystallize.’” Through Shimizu as a vessel—the “other”—participants are able
to release fears and pain they cannot bear alone and reconfirm their experiences as a narrative. This very process
generates catharsis. Even without professional therapy, sincere acts of listening and expression were shown to

contribute meaningfully to the emotional recovery of those involved.

H Care Without a "Goal" — Connections That Prevent Isolation

From the perspective of homeless support, Mr. Yui sounded an alarm against the modern social trend of rushing
toward "independence" and "solutions." He argued that economic independence is not the only goal; rather, it is
crucial to create a state of "neither isolation nor loneliness." Instead of a binary of "curable/incurable" or
"solved/unsolved," the focus should be on maintaining a relationship (connection) where one can feel safe being
present, even if the problem remains unsolved. The "space to simply be together without providing answers" that

Shimizu practices in the Art Lab functions exactly as the "safety net against isolation" that Mr. Yui strives for.

H The Value of the "Third Party" Who Is Not an Expert

Both Ms. Hongo and Mr. Yui strongly affirmed the significance of Shimizu engaging in this activity, despite not
being a medical or welfare professional. Without a formal professional framework, participants can sometimes be
approached not as “patients” or “recipients of support,” but as individuals, on equal footing.

Ms. Hongo’ s remark that “grief is not something to be overcome, but something to live with,” and Mr. Yui’ s
statement that “it is enough to simply be by their side,” together underscore the value of the “gentle space for

living with loss” that Shimizu later envisioned.
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On the Possibilities, Conflicts, and Future Outlook Surrounding Ryo Shimizu’ s “Void Art”

Critique: Hiroki Yamamoto

“Void Art” as a practice

Ryo Shimizu is an artist who entered the contemporary art world after working as a director for television
commercials and music videos. This unconventional background comes alive in the video elements that structure
his distinctive installations. The singular path Shimizu has taken up to this point is, in itself, worth discussing;
however, due to space limitations, this essay will focus specifically on the concept he presents as “Void Art,” along
with the activities and practices that have formed around it. | will also develop an argument concerning the

possibilities for its application and expansion.

To begin, | would like to examine the concept of “Void Art,” which Shimizu places at the core of his practice.
Generally, “void” is translated into Japanese as koki (empty space/void) or kyomu (nihility). Comparing it with
the near-synonym “nothingness”—often translated as mu (non-being)—helps clarify its implications. While
“nothingness” indicates the complete absence of existence or substance, “void” suggests a condition in which
something specific is missing. In other words, “void” means that something that should be there is absent. Put

differently, it is the experience of loss.

In his outstanding work on Bergson, Tatsuya Murayama refers to Bergson’ s idea that “nothingness can neither be
perceived nor thought.” " If that is the case, then perhaps the question that has troubled humanity for centuries
(since Leibniz)—“Why is there something rather than nothing?”—can be rethought as a problem of loss. If so,
Shimizu’ s “Void Art” can be said to possess socio-political significance, while also being a practice that sinks

deeply into the most fundamental questions of human existence.

1 Tatsuya Murayama, Bergson Nydmon [Introduction to Bergson], Seidosha, 2026, p. 165.
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& 2 : Sarah Banet-Weiser, Empowered: Popular Feminism and Popular Misogyny, Duke University Press, 2018.

The significance and potential of art that addresses loss

In his 2025 solo exhibition, “I’ m Searching for How to Fill the ¢ ’ Without You,” Shimizu collaborated with people
who are directly affected by experiences of loss. Needless to say, to varying degrees, everyone encounters loss in
life. There is no hierarchy of “heavier” or “lighter” losses—and arguably there should not be. Even so, undeniably
traumatic losses do exist; and the people with whom Shimizu collaborated in “Without You...” all carry profound
grief, including the loss of bodily function and the loss of children or partners. Losing part of one’ s body in an
unforeseen accident, or losing a beloved family member to an untimely suicide, can be described as especially

piercing experiences of loss.

Working with such individuals—and developing his practice around the theme of “loss”—was, for Shimizu, also a
process of facing his own wounds. As he himself has disclosed, Shimizu has also experienced suicide within his
family. In “Without You...,” through collaborations with people who similarly have undergone loss and are
engulfed in grief, he confronts his own experience head-on. This is an endeavor of facing questions with no
definitive answers, and in that very fact lies an irreplaceable significance for both Shimizu and those who have

experienced loss.

In society, our voices are distributed in a profoundly uneven way. Whose voices are deemed worthy of being
listened to, and whose are not? Such an “economy of audibility”—to play on Banet-Weiser’ s notion of an
“economy of visibility”—is arbitrarily determined by majorities that maintain social hegemony.? In that sense, for
the most part, the voices of those who have experienced loss can be said to be subject to social marginalization.
Art that addresses loss has the potential to mourn irreversible loss and to bring back from the abyss of oblivion

the voices of people—often unnamed and always particular—who struggle to escape their grief.

2 Sarah Banet-Weiser, Empowered: Popular Feminism and Popular Misogyny, Duke University Press, 2018.
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Conflict over the tension between beauty and ethics

There is no doubt that the loss Shimizu has experienced—and the suffering that accompanied it—is beyond what
language can adequately convey. Nor is it something others can easily understand or speak for. Acknowledging
that fact, | would nevertheless like to put forward the following critical question. | believe it will play a decisive
role in the future development of “Void Art.” Moreover, it is a question that no form of socially engaged artistic

practice can ultimately avoid.

Let me ask this: even if Shimizu grounds his work in his own experiences of loss, is he not “using” other people’ s
experiences of loss for the sake of his art? | understand well that this may sound excessively harsh as an
interrogation. Precisely for that reason, | want first to turn the blade of critique toward myself. Spivak once
pointed to the aporia—or irony—whereby each time postcolonial intellectuals “represent” (both as proxy and as
re-presentation) oppressed people at the “margins” (the subaltern), it is their own authority at the “center”—not

the authority of those people—that rises.?

The same is true of me. | use others in order to elevate my own standing as a researcher. Even if | have no such
intention, | cannot deny the fact that this is what happens as a result. That is why | have no powerful means to
refute such reproaches. In art, this kind of aporia often surfaces as a conflict over the tension between beauty and
ethics: for the sake of artistic quality (making “good” art), is it acceptable to disregard ethical considerations
(using others “for” art)? From the various moments in the interview | conducted for this essay, | sensed that

Shimizu, too, creates his work while carrying this conflict.

This conflict, in itself, is something that must not be “lost.” Like one’ s own experience of loss, it is a question
without an answer—and the only option is to continue facing it. | think the same about my own work. Just as an
experience of loss cannot be lost, the conflict over the tension between beauty and ethics in socially engaged
artistic practice also cannot be lost. Rather, as Bishop suggests, what matters is not attempting to discard the
inevitable tension between the social (ethics) and the aesthetic (art)—even though they do not form a simple
binary opposition—but instead experimenting, through trial and error, with ways to put that tension to productive

use in order to deepen the work.*

3 Gayatri Chakravorty Spivak, Postcolonial Risei Hihan—Kiesariyuku Genzai no Rekishi no Tame ni [A Critique of Postcolonial Reason—
Toward a History of the Vanishing Present], trans. Tadao Uemura + Tetsuya Motohashi, 2003.

4 Claire Bishop, Jinké Jigoku—Gendai Ato to Kankyaku no Seijigaku [Artificial Hells—Contemporary Art and the Politics of Spectatorship],
trans. Toshikatsu Omori, Film Art-sha, 2016.
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Application and expansion of Void Art

At the same time, it is worth emphasizing that art dealing with loss is not necessarily a one-sided act of
exploitation. In fact, Shimizu speaks of times when participants expressed gratitude to him. His practice will likely
gain a stronger presence in the art world over time. At times, it may also become necessary to use such a position
strategically. The very framework of using one’ s own voice to make visible those who face loss could itself be
described as Void Art—and would be realized through concrete practices such as “Without You...” and the

subsequent “Art Lab for Loss and Regeneration.”

This may include an element of self-justification on my part, but | believe it is not productive either to become
brazen and fall into extreme nihilism, or to be crushed by guilt and sink into extreme pessimism. If Shimizu’ s
socially engaged practice were to “lose” the tension produced by the conflict between ethics and beauty, it would
seem to “lose” its great potential as well. If so, then a more constructive direction—though this repeats what |
have already said—would be to continue holding that conflict (wavering and struggling as one does so) while

searching for a circuit that transforms it into the work’ s strength and intensity.

Finally, while trauma and wounds are often personal, they can also be deeply rooted in a place and its history. For
example, Tanya Talaga refers to the dire conditions faced by Indigenous children in Canada, pointing to “trauma,
exposure to suicidal behavior in childhood, the history of discriminatory laws and policies, and the absence of
spiritual and cultural identity.” ° Trauma and wounds can differ by place as shared, collective experiences to some
extent—in other words, there may be forms of trauma that possess distinct localities. If so, then as the next
development of Void Art, identifying a methodology that incorporates such locality will become a crucial key. At
that point, Shimizu’ s socially engaged and aesthetic artistic practice would acquire, alongside its fundamental

universality, a locally attentive gaze capable of grasping the specificities of time and place.

5 Tanya Talaga, Watashitachi no Susumu Michi—Shokuminchishugi no Kage to Senjaminzoku no Torauma o Norikoeru Tame ni [The Path We
Take—Overcoming Colonial Shadows and Indigenous Trauma], trans. Kayo Murakami, Seidosha, 2022, p. 16.
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Chapter 3: Loss and Renewal: An Art Laboratory (Social Practice)

During interviews with ten individuals who had experienced loss, Shimizu confronted a certain reality: many of
them had few opportunities to share their experiences with society. One participant, after finishing their story,
shed tears and said, “Thank you for listening.” Those words revealed how rare such spaces for speaking openly

truly are.

Loss is not limited to bereavement. It can include the loss of physical function, the stripping away of dignity,
broken relationships, or the disappearance of a place to belong. While each experience is different in nature,
they share the commonality of being held silently within. What might happen if these individuals gathered and
expressed themselves through art, opening their experiences to society? This question became the starting

point for the Lab.

The Art Lab for Loss and Renewal is a space to put this question into practice. In the workshops, participants
confronted their own experiences of loss, shared with peers, and explored channels of expression through art.
The creative process was not meant to explain their experiences, but rather to externalize the sensations that

persist even after loss.

The works on display may not make strong declarative statements. Yet they bear traces of people carrying
different forms of loss, offering their experiences to society. This exhibition is not a solution, but a stage along
the way. Even so, it provides a tangible sense of accomplishment as a small experiment in preventing loss from

being confined solely within the individual.
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Workshop Record

Day 1

Art Lab of Loss and Regeneration began without presupposing completed works. It started from a place of
uncertainty, not yet knowing what or how anything could be expressed. What mattered was not technique, but
the creation of a structure that would allow participants to keep thinking.

Five participants, ranging in age from their twenties to their fifties, gathered for the first session. Through a
lecture on art history, they explored possibilities of expression beyond fixed forms. This was followed by a
dialogue using a card game that prompts reflection on life and death. The day concluded with an informal meal,

offering time for conversation and connection.

Day 2

Each participant spoke about their own experience of loss in an interview format. Even experiences too heavy to
articulate began to take shape when spoken aloud. Putting words to them became the first step toward
organizing memory and emotion, gradually leading to the question: What can this experience ask of society?

Participants also examined precedents—artworks that engage with loss—while considering how their own

expressions might take form.
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Day 3

Each participant presented their project proposal. Through mutual exchange and discussion, their ideas were
gradually refined. While experiencing the difficulty of offering candid feedback, the depth of dialogue steadily
increased. The group also engaged in a collage exercise, discovering how unexpected images can emerge from

materials and chance encounters.

Day 4

The focus shifted to further developing each proposal. Feelings and pain that had once been abstract began to
approach a stage where they might take on tangible form as artworks. The method of discussion was also
adjusted: by using written notes, participants were able to exchange honest feedback in a way that supported

one another.

Day 5
Tomoko Shimizu, a licensed clinical psychologist, joined as a guest speaker. Participants learned about the
psychological strain that can arise when confronting experiences of loss, as well as strategies for care. While

deep engagement can serve as a source of creation, it can also lead to exhaustion. This session offered a space

to acknowledge and share that reality.
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Final Session

In the final session, participants brought their prototypes and discussed how they might open their personal
experiences of loss to society. Members who had been absent due to emotional exhaustion returned, and a
shared sense emerged that no one was alone.

Memories of family, the conflicts of those left behind, parting from a lover, questioning social conformity, the
death of a pet—five distinct forms of loss were gradually transforming into five distinct modes of expression.
This space became more than a site of artistic production; it evolved into a practice of relearning how to live,

sustained through mutual support.

Toward the Exhibition

Originally, the program was scheduled to conclude after six sessions with a final exhibition. However, the
participants conducted a site visit to BUoY in Kitasenju, the exhibition venue, and began developing installation
plans in relation to the space itself. They also received guidance from exhibition engineers, creating an

opportunity to test feasibility and refine the works. Through this process, the projects gradually assumed

concrete forms that connected personal interior experiences to a broader social context.
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Exhibition Record

Over the course of a six-month workshop, participants confronted their own experiences of loss and developed
their artistic concepts through ongoing dialogue. The creative process was not merely an act of self-disclosure;
it was also a process of transforming personal experiences into forms of expression that could be shared with

others.

This exhibition was presented as the outcome of that socially engaged practice. It served as a platform to
materialize the attempt in which individuals directly affected by loss open their experiences to society through

artistic creation.

During the exhibition period, 145 visitors attended, and 86 questionnaire responses were collected. More
striking than the numbers themselves was the weight of the words exchanged after viewing the works and the

quiet resonance that filled the space. Many visitors paused, taking time to engage deeply with the pieces.

Originally, five artists were scheduled to participate in the exhibition; however, one was ultimately unable to
take part due to health reasons. Nevertheless, that artist’ s ideas and concepts had already been firmly shared
throughout the project. Through continued dialogue, the remaining members chose to realize the work while
honoring the artist’ s intentions. This was not an act of compensating for absence, but a practice of continuing

to stand together while holding that absence within the space.

The exhibition consists of works by the Art Lab participants and Ryo Shimizu. Though each emerges from a
different quality of loss, they are united in their exploration of how to remain connected to society while
carrying what has been lost. This exhibition does not present loss as something to be “overcome” or “healed.”

Rather, it is a site of practice in which personal experiences are opened into social questions.

In this project, emphasis was placed on creating a structure in which those directly affected become the
creators themselves, rather than having their experiences represented by others. Instead of confining loss to the
private interior, the aim was to generate new circuits between expression and society. That is the core of this

endeavor.

This exhibition represents only one stage in an ongoing process. Yet as a modest practice that repositions

narratives and expressions of loss within society, it holds a tangible and meaningful significance.
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Searching for Loss Cards
Ryo Shimizu
Deck of 54 playing cards, 2025
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Is It Gone? Can It Be Retrieved? — Quietly Fading —
Akanei

This installation explores the loss of memory—an invisible human faculty. Within a space enclosed by a white
mosquito net stands a goldfish bowl with gently circulating water, a metaphor for the brain. Viewers write a note
and submerge it in the bowl, enacting an experience of “entrusting” it to memory.

What becomes of the note once it enters the brain? Is memory something that resides within us, or is it entrusted to
the world beyond? These questions quietly settle in the viewer’ s mind. Rather than directly depicting grief, the
work is structured so that anyone can re-experience loss through the lens of “dysfunction of memory.”

Standing within the installation, one may find vague recollections and slipping moments resurfacing, encountering
a faint surprise—“Can even something like this be forgotten?” Loss is not simply disappearance; it continues to live
on in altered form. This work quietly conveys that truth.
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Connect, Unravel, Connect Again
Hideto Kobayashi

This work quietly gives form to the act of reconnecting with the world while gently unraveling grief. Sitting in one of
the three chairs and listening to the distinct photographs and accompanying audio, viewers are enveloped in a
shared moment, sensing the various losses the artist has accumulated since childhood—lost time, departed loved
ones, and emotional wounds—as well as the gradual recovery that followed.

Kobayashi’ s photographs subtly suggest that loss, even as it unravels, continues to persist in altered form. Viewers
quietly experience that reconnecting the frayed threads requires the courage to face those very frays. Rather than
hastening healing, the work offers a quiet space where one may remain with loss as it is.
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Watching the Same Sea

Misa Shimizu

Her theme is the memory of a lover who died of illness. Yet the work does not overtly emphasize “loss” ;instead, it
carries a faint sensation that “you might still be somewhere here.”

The piece begins with a journey sparked by her lover’ s simple remark: “l want to see the sea.” She stands alone,
gazing at the horizon of the Seto Inland Sea. The question of whether he might be looking at the same sea
somewhere quietly runs through the work.

Before a large canvas filled with the expanse of the sea, an “invisible shadow” painted in fluorescent pigment
gradually emerges. Under black light, as the viewer’ s own shadow overlaps with it, “the presence of absence” and
“the absence of presence” intersect.

Though unseen, it is undeniably there. Viewers gently encounter the sensation of not being alone.

This is not a story of overcoming grief, but a quiet articulation of the choice to live alongside what has been lost.
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Backpack Shrine
Haruka Nakayama

During the years of the COVID-19 pandemic, many people lived their daily lives wearing masks, concealing their
“true faces.” For Nakayama, the mask shifted from a means of preventing illness to a “psychological shackle” that
shielded her from the gaze and words of others.

This work constitutes a “space of prayer” rooted in a childhood experience. While those around her chose red or
black randoseru(Japanese school backpack), she selected a light blue one—and her parents accepted that choice
without hesitation. That experience became the origin of what it means for her to exist as she truly is.

At the center of the space stands a light blue randoseru. Red and black pillars, along with veils of nonwoven fabric,
divide interior and exterior. Within this structure, viewers confront the “coverings” within themselves and the
unspoken truths they have been unable to voice. The small altar formed by the satchel becomes a site of prayer—a
place to recognize the lost “authentic self” and quietly reclaim one’ s face.
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Lifeline / Preserving
Akino Minami

“Lifeline” crystallizes the experience of losing a child to illness into a quiet present form, without directly narrating
that loss. Light flickers in response to the movements of viewers, generating a pulsating rhythm within the space.
The time of the lost presence and the time of those of us who continue to live gently, almost imperceptibly, overlap.
“Preserving” is a participatory work. Through the process of dehydrating and decolorizing fresh flowers and then
restoring color to them, it renders visible the acts of memory and regeneration. Small arrangements and records
created by viewers accumulate quietly within the venue, transforming memory into new forms.

Minami’ s works softly suggest that even in a world that cannot return to what it once was, there are things that
undeniably continue.
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A Final Toast
Ryo Shimizu X Taro Tanzawa

Single-channel video, 9 min 7 sec
Raised tatami platform, table, floor chairs, cushions, assorted tableware, letter, 2025

Tanzawa lost his mother to cancer, yet he speaks of their parting by saying, “I feel lonely, but | am not sad.” His
mother chose not to undergo aggressive treatments such as chemotherapy, instead deciding to spend her final
days at home, easing her pain. As her condition progressed and the time to prepare for farewell drew near, Tanzawa
decided to take her to an izakaya. It turned out to be three days before her passing. When he consulted her doctor,
he was encouraged: “Please, by all means, take her.”

That night, they sat across from one another at the izakaya and shared cups of her favorite sake. They did not speak
of anything extraordinary—just an ordinary evening drink together, as they always had. That sense of “as usual”
became their final night. Though it was a farewell in the face of death, what filled the space was not tragedy, but a
quiet moment shared between a woman who fulfilled the life she had chosen and the family member who saw her
off.
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Commentary: Takashi Serizawa (Executive Director, P3 art and environment)

I3

“Loss and Regeneration: A Universal Laboratory Moving Through the ‘In-Between

I’ ve been involved in the art world for many years, and “loss and regeneration” are, in fact, deep motivations
behind the work of many artists. However, very few openly declare, “This work was born from my own loss,”
and build their practice around that statement. So to present this explicitly under the banner of an “Art Lab”

takes courage—real courage.

Generally speaking, pain and loss are things we want to keep hidden deep inside. But | believe that the act of
releasing them—of letting them out rather than storing them within—is profoundly important for the individual.
Transforming one’ s own experience into an artwork and placing it outside oneself allows certain emotions to

be organized for the first time.

What I felt while viewing the works this time is that “regeneration” is not a simple switch that flips one day—“All
right, I’ m fine from today.” It’ s not that straightforward. You feel sadness, then you think you’ ve recovered a
little, and then you’ re pulled back again. The real sense of reality lies in that ambiguous intermediate zone—
the awai, the in-between—where one moves back and forth within a gradient that is neither black nor white.
What is remarkable here is that a space has been created where even those unresolved, uncontainable

emotions can be safely given form.

If | were to say what functioned most effectively as a “lab,” it would be this community. Members of different
ages and experiences came together, voiced their opinions, and truly listened to one another. Since the process
involves opening one’ s wounds, it cannot happen without a deep sense of safety. Things that cannot be borne
alone can take shape because there are others present. | think the design of this space—as a kind of safety net—

worked exceptionally well.

Usually, | speak about genius loci (the spirit of place) and create art festivals that excavate the memories and
history held by a specific land. So, | am naturally interested in the loss and regeneration of a place's memory.
However, when it comes to this project, | would say it addresses an even more fundamental question.

Because it is a story of loss and regeneration that is extremely pure and lies at the very core of being human, it
has the potential to reach the hearts of anyone, living anywhere.

That is why | want you to dig even deeper, without letting it end here. If you do, | believe a wider world—or

perhaps | should say, a deeper world—will begin to unfold.



Chapter 4 : The Next Void (x7#:3 RS | $ifEigi8)

Future Perspectives and New Conceptions
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Until now, Ryo Shimizu has engaged with the “absence of what should have been there” through the practice of
Void Art. Rather than treating loss as a mere theme, this work has sought to open the very space of absence

itself into society.

Collaborating with individuals who have experienced loss and presenting their voices as artworks has been a
way of making visible experiences that are often marginalized. At the same time, this process has always
involved inner conflict. To engage with the loss of others inevitably carries a tension between representation

and appropriation. This is a question that cannot be avoided—and should not be avoided.

In the next phase of this practice, Shimizu seeks to transform that very tension into the strength of the work
itself. Rather than attempting to erase the instability between ethics and aesthetics, the aim is to internalize it
and assume it at the level of form and structure.

The work will not rely solely on social significance, but will pursue a point at which the artwork itself holds

autonomous intensity.

From creating “a space in which loss can be spoken,” to materializing the structure of loss itself as artwork.

This is The Next Void.

Furthermore, attention turns to the locality of loss. Trauma and wounds are often personal, yet they can also be
embedded in the memory of a place, in its history, and in social systems. The forms of “absence” produced by

different times and places are never the same.

Going forward, Shimizu will listen closely to specific places and historical moments, seeking methods to
connect individual loss with the voids produced by social structures.
Rather than merely presenting a universal theme, the work will examine how absence emerges within

particular contexts of time and place.

Loss does not disappear.

Nor does the conflict between ethics and aesthetics.

Precisely for that reason, the practice is to carry this irreducible tension and transform its instability into artistic

intensity.

The Next Void builds upon previous socially engaged practices while stepping toward a new experiment—one

that pursues the inherent strength of the artwork itself and a heightened sensitivity to time and place.
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Artwork 1: What Passes Through

The river reflects human activity, yet never assumes responsibility for it. Birth, daily life, labor, conflict,
celebration, disaster, death—people live beside the river and entrust things to it. The river, however, receives

everything without distinction and simply lets it pass.

Voices gathered through workshops in various regions—local residents speaking of their experiences of loss—
flow through the space. As viewers move along the current, they encounter fragments of speech and traces of
everyday sound. Before forming coherent narratives, these fragments overlap, fade, and drift downstream.

What remains is not a story, but the trace that someone once lived.

This installation reconsiders the river not as a “metaphor for memory,” but as a system that allows human

activity to pass through indiscriminately.

Structure:

The entire space is conceived as a single river in linear form.

« A long stretch of translucent fabric is suspended continuously along one side—or the center—of the space.
« The fabric hangs close to the floor and remains in a constant, gentle state of movement.

« Abstract imagery suggestive of flowing water is projected onto its surface.

« There is no fixed “front.” The work can only be experienced through movement.

(Voices continually travel from upstream to downstream, always receding.)
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Artwork 2: There Was Someone

This work does not tell a specific story of bereavement or loss.

Instead, through bodily sensation, it presents a moment in which absence unmistakably rises into presence.

Form: A set of two identical chairs.
One chair is for the viewer to sit on; the other remains beside it, intentionally left vacant.

When the viewer takes a seat, a subtle sensation emerges—as if someone were sitting next to them.

Mechanism 1: The Suggestion of Body Heat
Heating pads are embedded within parts of the seat, backrest, and armrest.

A faint warmth radiates gently through the fabric.

Mechanism 2: Occasional Vibration
Avibration transducer is installed beneath the seat.

At rare intervals, it produces a slight movement, as though the adjacent chair has shifted almost imperceptibly.

Mechanism 3: A Sunken Cushion

The seat is subtly pre-distorted, retaining a slight depression as if someone had just been sitting there.

Environment:
The space is maintained at approximately 20°C and kept dimly lit.

If possible, three sets are produced and arranged to encircle a softly pulsing lamp at the center.
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Artwork 3: 410 GONE - Still Online

This installation addresses the phenomenon in which a person who has become physically absent through
death or loss continues to remain online in a state that cannot be fully terminated.

Through an experience that reverses their position—from observing the absence of others to becoming a
recorded presence themselves—the viewer physically confronts the condition of “being unable to disappear” in

contemporary society.

Concept
In web terminology, the HTTP status code “410 GONE” signifies that a resource has been permanently removed.
Yet within actual social media platforms and cloud environments, accounts, logs, and behavioral histories often

persist after death, never reaching a complete “410.”

I reinterpret this condition as “Still Online”—a bug-like state in which termination does not fully occur.

Rather than narrating bereavement or loss as an emotional story, this work seeks to visualize the structure by
which an individual’ s death is processed within systems—and how it remains partially unprocessed,

suspended within them.

In the latter part of the exhibition, viewers themselves become incorporated into the side that is recorded.
This is not an act of memorialization or empathy, but a temporary participation in the condition that one, too,

may someday become “Still Online.”
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Chapter 1: 404 NOT FOUND (The Other as Trace)

« Multiple PC monitors, Multiple tablets, Multiple smartphones

Content:
Inactive social media accounts are displayed across the devices. The timelines show that several years have passed since the last
post. Time appears to have stopped; however, the accounts have not been deleted. They remain viewable—existing as entities that

should no longer exist, yet persist as accessible traces.
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Chapter 2: ACTIVE USER (Core Experience)
« A group of monitors arranged in a circular formation, or a configuration approximating a circle

« A simple detection system using sensors or similar devices

Content:

When a viewer remains in the space for a certain period of time, their presence is detected in the form of a silhouette, contour, or
difference in brightness. It is then converted into abstract visual data that does not allow for personal identification.

These transformed traces circulate across the monitors arranged in a ring and accumulate gradually over time. Even after the
viewer leaves the space, their trace is not immediately erased. Instead, it lingers, overlapping with the experiences of subsequent
viewers and remaining within the environment.

Here, ACTIVE USER does not refer to an autonomous acting subject. Rather, it signifies an existence that continues to be classified

by the system as “active.”
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