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Yamada Haruka, whose practice explores
art in changing urban environments, has
examined shifting and interconnected
relationships among cities, nature, and
people from a variety of perspectives. Her
recent projects involve creating sundials in
locations around the world, and during this
residency, she explored various parts of the
city with that aim in mind.

This exhibition features two sundials:
one based on the anticipated path of the
shadow cast by a utility pole beside the
south exterior wall of TOKAS Hongo, and the
other a full-scale reproduction of a sundial
Yamada created in Los Angeles. Both are
rendered at actual size, with the difference
in scale manifesting the varying distance
between the shadow-casting element (the
“clock hand”) and the wall. The sundials
evoke the image of the single sun illuminating
different parts of the world in succession,
governing daily life with its celestial rhythm.
In contrast, Yamada’s cyanotype world
map color-coded by time zone reveals how,

YAMADA Haruka

under that same sun, humanity has imposed
divisions based on geopolitical factors.

As Yamada walked the streets in search
of walls suitable for sundials, she became
acutely aware of the presence of migrant
workers in urban spaces where people from
diverse backgrounds live side by side, and of
how their labor and movements have shaped
the present-day city. She gathered pieces
of discarded wire from construction sites
where these workers had been active and
connected them together. Arranged on the
wall, the rusted, fragile wires form new drawn
lines that read like fragments of a written
language. They seem to acknowledge voices
that have gone unheard, evoking linguistic
and social gaps that lie between these
workers and the society around them.

Born in Kanagawa in 1986. Lives and
works in Tokyo. Graduated with an
MA in Fine Art from Ecole Nationale
Supérieure d’Art et Design de Dijon in
2014.

Tokyo-Los Angeles Exchange Residency Program
Residency Period: 2024.4-6
Residence: 18th Street Arts Center

* L&D FE (L Call to Dream: The Sam Francis Fellowship
%3 7:18th Street Arts Center & TOKAS EDL Y722
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*Yamada Haruka's residency was made possible by an
artist residency partnership with 18th Street Arts Center.
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Chen Zhe researched the various ways

in which humans, as “the below,” seek to
communicate with deities, as “the above,”
focusing on the historical development and
purposes of incense burning in Buddhism
and Shinto as one such means.

The sculpture suspended at the center
of the gallery resembles a human spine with
sticks of incense placed along its curve.
Dozens of horsehair threads intersect with
it, each with a small metal ball hanging from
both ends. The structure is modeled on

traditional incense clocks, used for centuries

in China and Japan, in which incense burns
through threads, and the falling iron balls
signal the passage of time.

The curve of the spine in this work
recreates the posture of five-point
prostration (the act of placing both elbows,
both knees, and the forehead on the
ground) as the highest gesture of reverence
offered by Buddhist monks to Buddha.

The branching forms extending from the
spine represent human spinal nerves. In

one corner, a wooden bowl holds an image
of a figure prostrated in prayer, drawn with
pressed and shaped incense. When lit, the
incense burns slowly along the contours,
leaving only a faint line of ash.

CHEN Zhe

Born in Beijing in 1989. Lives and
works in Beijing. Graduated with a
BA in Photography and Imaging from
ArtCenter College of Design in 2011.

International Creator Residency Program
Residency Period: 2025.1-3
Residence: TOKAS Residency
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Christopher Joshua BENTON

Christopher Joshua Benton addresses
themes of immigration, labor, and
homeland through the lens of his African
American identity and his more than ten
years’ experience living in the United Arab
Emirates.

In this exhibition, he explores
connections between the history of the
world’s first cultured pearls developed in
Toba, Mie Prefecture, the natural pearls
that were once the Arabian Gulf’s main
industry, and Africa. Based on research
on these topics and archival materials,
he constructed a love story centered on
the meeting of a Japanese ama diver
(a traditional female diver who gathers
shellfish and pearls without breathing
equipment) and an Arabian pearl diver from
Africa. Underlying this tale is the history of
hundreds of thousands of Africans who, in
the late 19th century, were taken from their
homelands and forced into slavery to meet
the growing global demand for Arabian Gulf
dates and natural pearls. The Arabian Gulf’s

natural pearl industry suffered a devastating
decline in the 1930s with the development

of Japanese cultured pearls and the impact
of the Great Depression, and Africans who
had been forced to dive for pearls were freed
as a result. Through its allegorical narrative,
the work reveals various aspects of the
extensive networks of maritime trade linking
Japan, the Arab world, and Africa.

For this work, Benton incorporated Al
technology to render the presence of people
from that era and to envision the stories left
out of official records. The space, designed
in the image of an ama hut, draws inspiration
from the parallel custom, found among both
Japanese ama divers and Arabian divers,
of gathering around a fire to talk after their
dives, offering visitors a vicarious experience
of those moments.

Born in Virginia (United States) in
1988. Lives and works in Abu Dhabi
and Portsmouth (United States).
Graduated with an MS in Art, Culture,
and Technology from Massachusetts
Institute of Technology in 2023.

—
International Creator Residency Program

Residency Period: 2025.1-3
Residence: TOKAS Residency
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Director: Christopher Joshua BENTON / Sound Artwork:
Cristobal Garcia BELMONT / Architecture & Spatial
Design: Jayson KIM / DOP: Christopher Joshua BENTON
and Ismo / Voice-over artist: Shahad Al Saqaff / Visual
Effects Artist: Hisham Al Jeally / Editing: Christopher
Joshua BENTON and Marya MAKKI / Research: Mateo
ARNOSO, Gordon HIGGINS, Bernardo BROWN /
Cooperation: Aiko, Pauline CASAUX, National Museum of
Ethnology, City of Toba
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Drawing on the instability of her bodily

and spiritual identity as part of the Korean
diaspora in Japanese society, as well as
the linguistic conflict of having a disjunction
between her nationality and mother tongue,
Kim Sajik explores the possibility of
liberation from the historical trauma carried
across generations of the diaspora. As a
way of reclaiming her Korean physicality and
sense of belonging, she has been studying
traditional Korean dance for approximately
twenty years.

In Korea, she investigated how
shamans and shamanistic performing arts
bring comfort to local communities, focusing
especially on the gut ritual (a traditional
Korean shamanistic ceremony), which has
long offered a space for people to share
personal struggles and social issues and
to reaffirm communal bonds. When Kim
attended these rituals in person, however,
she was unable to understand the Korean
words chanted by the shamans. She recalls
coming to the painful realization that, no

matter how much she studied traditional
Korean dance and music, she would still
remain an outsider to that community.

In this work, Kim takes on the role of the
“abandoned princess,” a sacred female
figure who appears in shamanic songs of
the Joseon period (1392-1897) and guides
the dead to paradise during a gut ritual.
However, she only acts out the role, and the
shamanic songs she appears to sing are lip-
synched. This metaphorically reflects her
struggles with the impossibility of singing or
understanding the Korean words, and the
fracture in identity that emerges from this

gap.

KIM Sajik

Born in Kyoto in 1981. Lives and works
in Kyoto. Graduated with a BA from
Seian University of Art and Design in
2005.

Tokyo-Seoul Exchange Residency Program

Residency Period: 2024.9-11
Residence: SeMA Naniji Residency

BORY - ARBEEAT A XA NEM KV IREME
Grant: istyle Art and Sports Foundation
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Tsuyuki Haruna, who works in mixed media
to create spaces where written characters
and human emotions resonate, took family
memories of her grandmother’s evacuation
from Okinawa to Taiwan during World
War |l as a point of departure. She has been
researching the lives of people displaced
by war, investigating Japanese colonial-
era buildings and stone monuments that
still stand across Taiwan, and carrying out
interviews with those who experienced
evacuation and the colonial period.

Her copper plate works, shaped
like paulownia leaves, are based on the
propaganda leaflets, or dentan, that enemy
forces dropped over Japan during the war to
undermine morale. Only the central sections
that once bore words urging surrender have
been cut away. On the remaining surfaces of
the copper plates, she pressed impressions
from the uneven pavements and walls of
Taipei, intertwining memories of war with
physical vestiges of people living in Taiwan
today. The rubbing displayed on the wall

TSUYUKI Haruna

was taken from one of the memorials to

the spirits of livestock that were erected at
slaughterhouses during the colonial era.
Because these stone monuments are still
carefully maintained by local residents, and
remain places that preserve souls without
regard for political associations, Tsuyuki
added an LED rendering of the grass radical
(a kanji component which, in this case, turns
chiku &, “livestock,” into &, also pronounced
chiku, meaning “to store/accumulate”)
above the character for “livestock.” Written
repeatedly across the wall is a passage

from the inscription on Hiroshima’s Atomic
Bomb Memorial: “Let all the souls here rest
in peace, for we shall not repeat the evil.” By
bringing past inscriptions into the present,
Tsuyuki seeks to stir emotions and memories
that transcend time and space, and to
confront the history of war.

Born in Shizuoka in 1991. Lives and
works in Shizuoka. Graduated from
the Calligraphy Department at China
Academy of Art. Graduated with an
MFA in Global Art Practice from Tokyo
University of the Arts in 2018.

Tokyo-Taipei Exchange Residency Program
Residency Period: 2024.10-12
Residence: Treasure Hill Artist Village
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Komiya Chiku produces music, sound art,
performances, installations, and other
projects that question musical norms while
exploring new modalities through the lens
of physicality and contemporary media
environments. In Finland, he researched
two themes: the Finnish language and

its structure, and Finnish folk songs and
their forms. During this process, he was
inspired by the director of the Finnish Folk
Music Institute, who remarked, “Speaking
is singing, and there is no clear boundary
between them. Each utterance has its own
melody.” Drawing on this idea, Komiya
began experimenting with new song forms
derived from invented languages.

For this exhibition, he gathered
vocabulary in which Japanese and Finnish
grammar and phonetics overlap, and created
the synthetic language Koe-go, governed by
its own rules that combine the two. In Koe-
go, a single word has multiple meanings.
For example, ohukainen means “pancake”
in Finnish, while in Japanese Kansai dialect

(someone [possession] / cold / country / someone [possessi
@50/ %ar) 0/ BpD/ ELA) R

KOMIYA Chiku

it reads as “is it wheat gluten?”, producing
layered interpretations. In the gallery, songs
in Koe-go are performed by two people with
different native languages, Japanese and
Finnish. On the elliptical screen at the center,
the lyrics appear with Japanese-based
meanings on one side and Finnish-based
meanings on the other, so that multiple
sounds and meanings overlap and resonate.
These Koe-go songs serve as a form of
resistance to today’s linguistic hegemony,
in which certain languages gain strength
with globalization while minority languages
go extinct. They propose the possibility of
people with different languages embracing
their divergences and sharing songs
together.

Born in 1998. Lives and works in Tokyo.
Graduated with an MA in Music and
Composition from Tokyo University of
the Arts in 2018.

Tokyo-Helsinki Exchange Residency Program
Residency Period: 2024.8-11

Residence: HIAP [Helsinki International
Artist Programme]

BigzT- e ENRE B IO VIT0F,
INEMA S REEE : studiodX [FFEEME + T EM + A
HF] SFHAL IS 70Ty bEE  HIEEAR
/ KOE B&fEHiBH : 4=TL - wILEH, Iy - TIEH
/%7 - HIAP [Helsinki International Artist Programme] .
T4> 5> K> 42—, The Finnish Folk Music Institute,
ZhFIAVH

Poem: Daniel MALPIKKA, AOYAGI Natsumi / Voice: Miro
SOIVIO, KOMIYA Chiku / Spacial design: studio9X [NOTO
Suguru + SHIMODAIRA Takaya + SAKANASHI Momoko]
/ Design: YANAGAWA Tomoyuki / Project Adviser:

WADA Shintaro / Support for creating Koe-go: Daniel
MALPIKKA, Eva MALPICA / Cooperation: HIAP (Helsinki
International Artist Programme), The Finnish Institute in
Japan, The Finnish Folk Music Institute, NIKAHO Yoshio
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Ayano Fumimaro takes everyday images and
objects as a starting point, using wordplay
with the meanings and etymologies of
specific words and phrases to question
expressions of cultural customs, traditions,
and beliefs.

In this exhibition, Ayano uses paper
bags from frites (French fries) collected in
Brussels and found photographs by unknown
photographers acquired at flea markets as
starting points, reconstructing personal and
collective experiences and memories from
his own perspective and presenting them
as “translated experiences.” On the wall
hangs a photograph of men crouching in a
row. The men, with ball-like objects dangling
from their waists, appear to be playing a
mysterious game in which they compete by
moving small boxes across the floor. From
the portraits of the Belgian king and queen
visible in the background, it can be inferred
that the scene took place in Belgium. Struck
by the humor of their postures, Ayano
recreated the scene as an installation,

AYANO Fumimaro

offering visitors an experience of engaging
with the work while deciphering the image.
The paper bags randomly placed on the
floor contain something inside, revealed only
when viewers bend down to peer into them,
causing them to unconsciously assume the
same posture as the men in the photograph.
This functions as choreography devised by
Ayano, reflecting his interest in the movements
and bodily states of his audience.

In this way, Ayano draws on quirky
customs and minor moments of cognitive
dissonance from daily life, weaving playful
elements into enigmatic exhibition methods
that allow multiple narratives to unfold from
a single image.

Born in Fukuoka in 1992. Lives and
works in Tokyo. Graduated with an
MFA in Global Art Practice from Tokyo
University of the Arts in 2023.

Tokyo-Brussels Exchange Residency Program
Residency Period: 2024.9-12
Residence: WIELS
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HBINYR] 2R/E L T2ICREBE
ROLOLEBREMEBRFELT. £AHKL
B ES LTV [RFURT] EFIEND
BERICIR. Bm EEER. LB, 85 &
ICRERBMBASNTHY ., BOTRNAZRF
BT EBAIRETH o7,

ARETR ANFLLEEPENO—IRELT
ATUCLTWAETHNERS] WS TAICE
54, AKONITOD XX LR TDNANT
B CBURIER P, AL ABDEMIEED
VEDTHHIBFEICESV. BHOEED
SHELABEANLCRERELLAFY. BD

MTROWF TV ERERDEEEREV
DUHAEFHIERNSNATND, ZTORIZIE, FH
hERXUHETEAOENIEEL(RE
INTWERETF» 5. HF X [Can this
bone ever fade? (ZDBEIEWVDHHZED
ZA5P) ] Vo BN LS N B E RS
L. B EDBICHTEIEREICOVT
E7Z2%,

AKONITO l&. RF¥ L 2B KGNS LTV
IR ARN) v VEHBREBEMPER
EORELEEW) ENFDS, ZOEFEOH %
BENDEEEZLEHSLIRTIET. HLLS
PEWHBEFEIEREEEZIALBICES
TCHENBZIDDL, £-HEDHTEED
HEEDOHNHICDOWTEWER TS,

AKONITO explores the fundamental
commonalities of humanity, producing
works by dismantling, recombining, and
reconstructing broadly shared concepts
such as time and the soul. In Belgium,

they studied Beguine communities, unique
mutual aid groups that arose in the Middle
Ages when women with no options beyond
marriage or convent life joined together to
live independently. Unlike convents, they had
no strict monastic rules, and their residential
districts, known as béguinages, included
churches, medical facilities, workshops,
farms, and sometimes schools, enabling the
women to work and earn income.

For this exhibition, inspired by the
Beguines’ cherished practice of murmuring
prayers, AKONITO presents a video of
themselves murmuring by the riverside in
a béguinage. Carrying on their creative
practice of composing poetry, AKONITO
also exhibits poems recounting personal
experiences inspired by local photographs,
along with poems linking objects found

at flea markets to memories of their stay.
Further inside, inspired by the modest
enshrinement of saints’ bones they saw in a
Beguine church, they display bones in glass
cases inscribed with questions such as “Can
this bone ever fade?” This invites reflection
on our attachment to the remains of the
dead.

By retracing the history of the
Beguines’ communities and faith, distinct
from traditional Catholicism, and conveying
their way of life in her own words, AKONITO
encourages us to consider what their
collectives might mean for us today and how
communities can take shape within society.

Recent exhibitions: “Green guys with
red breath.,” Tochuda Building, Tokyo,
2023, “Do my feet still touch the
ground?,” Tokyo University of the Arts,
2022.

Tokyo-Brussels Exchange Residency Program
Residency Period: 2024.1-4 / 9-12
Residence: WIELS

LIF U REBHRE
Residency Program Activity Report
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List of Works

m'JA B

JUBI - & B, BIEE. |tk B0 X
(#E X 18 [ X BITImm, B FRDHEF
R DIBEICEEHR L 7o

Notes: Information of works is arranged
in the following order, title, year of
production, media/material, size
(heightxwidth [xdepth] mm, duration in
case of video works).
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ANRAY 233 T Carmen PAPALIA

(Loud Cane 1.0)
2024
RURARNATAT
Mixed media
PEPE
Dimension variable

{Access Friction)
2024

IURRAT AT
Mixed media
220x310x120 mm

ARAI- HISAMATSU Tomoko

(FrordH50—=)

Dancing Salarymen

2025

FIHE. 77 VIR E TARADY) ATHAL K AR ZOM
Japanese paper, acrylic paint, starch glue, PVA glue, wood,
etc.

2100x4000 mm

2024
wmora—12>9
Drawing on paper
295 x 208 mm

{Squirrel)

2024

ARAKRE

Wood, charcoal
600x600x698 mm

{Sparrow)

2024

AR ARk

Wood, charcoal
300x400x1003 mm

{Woodpeckers)

2024

KRB KT 78— KRk

Wood, paint, optical fiber, charcoal
B A XA[ZE

Dimension variable

11 #% YAMADA Haruka

{FY.R.)

2025
FHLNRITIIIN
Acrylic on canvas
805x1004 mm

FYxF =¥ FA79497 Borjana VENTZISLAVOVA

(TRDEEFI-BI3HED. ZLUT ZhISFALBDEGELDESD0)
‘7 Butterflies and we dance. And it will be our revolution.’

2025

[23E3

Video

33°00”

(EE#ET)
Make a Wish
2025

a

Stones

P XFZE

Dimension variable

{Silent Writing)

2024-2025

IHERG TR ER

Steel wire collected at a construction site
PREPIE

Dimension variable

{Sun of the City (TOKAS Hongo): A Window That Became a Wall)
2025

IUXRNATAT

Mixed media

1855x1455 mm

{Sun of the City (Santa Monica))

2025

{Sun of the City (Sana Monica)) DETANEIR, ZH

Full size recreation of Sun of the City (Santa Monica), paint

{Time-zone)

2025

YA T/ 24 T AR 2O19FHRDF > aF I IFTIT19 THD
X

Cyanotype, paper, time zone map made by National
Geographic published in 2019

HdH 572 MORI Arata

(1007 D)

A Million Monkeys
2025

HD 7 2 UBf&
HD digital video
17°35”

YAX—-5XT7NF4 Rizki LAZUARDI

(BENPSREN 1)
Farm to Table 1
2025
LEDEYa2—-J)b
LED Module
5440x160 mm

(BEPOREN2)
Farm to Table 2
2025

235

Video

{Circle of Fractures)

2024-2025

LoZHETAIVL {EVERTHAT)ICLEZEER
Photograph taken by disposable film camera
1700x1700 mm

Bi# (#=> %) CHEN Zhe

(EBERE BbE)

Spinal Incense Clock: Prostration

2025

BEOBE 7IVIZU L £BHE. ROBK. WSO, 71v—.
BOE.2BSSVLPMDOA—IL BV /84IR. K

Hand-made soft incense, aluminum, metal foil, carbon powder,
steel needles, wire rope, horse hair, metal and mineral balls,
rusted iron panel, wooden beam

Y1 XAE

Dimension variable

(B EDHE: HibE)

Memory of Spine: Prostration

2025

FEOARE ROVK, HFE

Found wooden bowl, carbon powder, incense powder
570x170x110 mm

(EEWTIRELY)

Not Masterless Object

2025

3DTYULMPLA MR, RV FF v XIVETH AR T7 IR
EPE AN

3D printed PLA, resin, multi-channel video, plywood, found
objects

P XAE

Dimension variable

IYAL7 7 ==Y avaT- X} Christopher Joshua BENTON

{Lover’s Shell) (ZBEA7=6DER)
2025

233

Video

422"

AH ¥ KIMURA Momoko

{Glowing stump)

2024

RHT7AN— &
Wood, optical fiber, video
A XA

Dimension variable

(RDHE)
Branch Map

(The Fable of the Copper Stranger) (R15 s 388 B D #:E)
2025

B

Video

5'31”

{From Toba with Love) (BF &V E &I HT)
2025

[23E

Video

513"

KIM Sajik

(FAIRSPICEAZEF TELV)([NYAL V2] - &)
I Cannot Die with a Tranquil Heart (from the Baridegi Series)
2025

BE. SR MATAT

Video, mixed media

10°37”

#AHI TSUYUKI Haruna

(Leaflet)
2024

$H

Copper
190x160 mm

(B EFEREL)

My Grandmother and Her Schoolmates
2025

BE

Photo

192x147 mm

(E5E)

A Monument That Holds All Souls
2024

#. 7L 3> $4. LED

Paper, crayon, chain, LED
1760x1350x100 mm

CBLIREHELEEHRY D)

WE SHALL NOT REPEAT THE EVIL
2025

£

Ink

A XAIE

Dimension variable

(BEH»F)
STEPS

2025

A7 LR
Stainless steel
210x210 mm

()

DO NOT
2025
233
Video
28’00

Zachtjes, zachtjes, Reizen ons gedachtjes. Waar die
gedachtjes reizen? Wie men, Wie reikter u zijn armen?
2024-25
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Video

11°40”

(BBIHFBAL D ITEDZR)

The name of this flower you didn’t remember after all.
2024-25

BEE. 77U 7XXb

Photo, acrylic panel, text

210x148x5 mm

(DI LDBHEHBDED DN DBDEICHSHNATWBEHE
LTELEICHEYDB,)

My fear, too, could be something beautiful, like the pull of
gravity in the fleeting spaces between ocean waves.

2024-25

BER. 7U7UIIR, THZ b

Photo, acrylic panel, text

210x148x5 mm

(E@EEBOBEN DCBROHRIC, EHFIEERDYBNS
£EAI77?)

In the shadows cast by the living moon’s rays, will you be able
to find me?

2024-25

BER.7U7VIR, THZ b

Photo, acrylic panel, text

210x148x5 mm

(FK{SADBEN BEIREANRILT HALDDISLENET
BEIEL BB BB UHBIERDEVDESID,)

When we believe we can find your heart by searching every
nook and cranny of a house with many rooms, is that when we
lose you?

2024-25

BEE. 7Y XX

Photo, acrylic panel, text

210x148x5 mm

CBALVER IS ThHRENDFDH B -D—HMIFHATLES
fzo ThTHZDHRIEIENTNL)

The ‘ghastly comedy’ has caused something inside you to vanish.
Even so, life goes on all around you.

2024-25

BE. 77k, 7X%X b~

Photo, acrylic panel, text

210x148x5 mm

(BhT-0B)

Bones remember what someone’s heart tries to forget.
2025

BOE £0& BOE. &

Pig bone, sheep bone, deer bone, Japanese lacquer
PAFSE

Dimension variable

NEHIA KOMIYA Chiku

(kokokko)

2025

4ch AE—H—, 2ch B&, WE. &
4ch speaker, 2ch video, gauze, mirror
P XFZE

Dimension variable

RSO
AYANO Fumimaro

(andh—T—nr)

Spijkerpoepen

2024

12991y NTUC M 771 RETRNBEADKE. 771 KT
FOBA. LEARANIMED TN X7 )2~ 754 RKET MEH
BOHLET(2—

Inkjet-print, fritkot paper bag, frites magnet, Manneken Pis
cork screw, souvenir lighter from Frietmuseum

PAPSIE S

Dimension variable

(25112024)
2024-25

] AHIX
Paper, glass
156x101 mm

{12022024)
2024-25

gLt 7¥X b
Clay, text
98x90 x115 mm

{29012024)
2024-25
A== Rt g
Dice, text

18x18 x18 mm

{13012024)
2024-25
#TEXN
Key, text
83x30x25 mm

(97997718
Crackfriet

2025

1299z y UL b
Inkjet-print

329x483 mm

AKONITO

(EBPEZEDZET)

| welcome the pain of starting over.
2024-25

F—=7N7OX IR

Embroidery on a tablecloth

A XA

Dimension variable

(Z28. 2o FhI-BDBERRET 5. ZOBWEEIAFHS
DHI?HHEIHEELARDDILFE?)

(21122024)

2024-25

LN HEY M= =R FEIH
Cigarette box, cassette case, card, text
149x244x49 mm

(20102024)

2024-25

IvTHhy 7 THEIb
Egg cup, text
60x42x42 mm
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Artist Talk

T—=T14Ab =7

1

Erd ARFTF.

KV v F T FRT T+ T 7 FEHDI
From left: HISAMATSU Tomoko,
Borjana VENTZISLAVOVA, MORI Arata

2

EHS AR LB 1§

From left: KIMURA Momoko, YAMADA
Haruka

3
YRF—FXTIT 1
Rizki LAZUARDI

4

B (F1>-X)
CHEN Zhe

5

JUYRNTp—=2322 TN b
Christopher Joshua BENTON
6

FBAEMR

TSUYUKI Haruna

7

v

KIM Sajik

8

NEHX

KOMIYA Chiku

9

RN E
AYANO Fumimaro

10
AKONITO

[P Y

GELitars 47
fﬁ.’m

, .
f2 1 (f

W

F—%3—F-YFPURAN-ZL YT R2025 HRRRE
257505

18 202558178 (£)- 6822H (H)
HEER: KU I Tz FRTT+ T 7 KT HIvx>-
INISUT, ZARFIF FRH 57 1WA & VUAX—-FX 7T«

%28 2025%7A58 (£)- 88108 (B)
HEMER : AKONITO. BENE. £ 4V /IEMIX. BE
(Fr2 X)), BAER. VURNT7—=T32 2T N> b

[BE=]

S h—F3—T—YTLRAN—ZKR

FE  ARBMEEARTHRELLHE RREBBRLEMEE
h—F3—T7—YFPLRIN—Z

R Y — X NILF— T F—2ABRF (NILF
—. TUaytl) HIAP [NV XA 8—F 2 5FIL-T
—FT(ANTATIL] S T1>F RXERE (71252 K,
NIV %) 18th Street Arts Center (XU, A%
WR), 2 B—T5=0/ TNy 7 T—=Ih) DI (hF 4,
aRy M [EZR)A—IL]) . SeMAF LT LI F o —(8
B, Vo), bL¥v—ET—F1ANTLy T/ T—
FAAR AL LYTF LA (BE. Adt)

SBHT : A—/X—T7 7 M) —#%RE4
BREA  IUAEX

[Hh40Y]

% 1 KBFF [P.3-15]. FTAEMHMF [P.17-29] (TOKAS)
WE: FP—F3—T-—YTLRINR=Z

BER: JUART 7 —XFT 4T X

BEHIRT  GBEA. b—F3—T7—-Y 7> RAR=2Z
FHA L B B (X&tikaruga.)

ENR : RS- I X T 77—

1T ARMRAEARRHRELLHE RREBBRLEMEE
fh—F3—T—YT7LRINR-2Z

31TH : 20255108318
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Arts and Space

TOKAS Creator-in-Residence 2025 Exhibition
Lingua Franca

[Part 1] May 17 (Sat) - Jun 22 (Sun), 2025

Artists: HISAMATSU Tomoko, KIMURA Momoko, Rizki
LAZUARDI, MORI Arata, Carmen PAPALIA, Borjana
VENTZISLAVOVA, YAMADA Haruka

[Part 2] July 5 (Sat) - August 10 (Sun), 2025

Artists: AKONITO, AYANO Fumimaro, Christopher Joshua
BENTON, CHEN Zhe, KIM Sajik, KOMIYA Chiku, TSUYUKI
Haruna

[Exhibition]

Venue: Tokyo Arts and Space Hongo

Organizer: Tokyo Arts and Space (Tokyo Metropolitan
Foundation for History and Culture)

Partner Institutions: WIELS / Government of Flanders
(Brussels, Belgium), HIAP [Helsinki International Artist
Programme] / The Finnish Cultural Foundation (Helsinki,
Finland), 18th Street Arts Center (Los Angeles, United
States), Centre Clark / Conseil des arts et des lettres
du Québec (Quebec [Montreal], Canada), SeMA Nanji
Residency (Seoul, Korea), Treasure Hill Artist Village /
Artist-in-Residence Taipei (Taipei, Taiwan)

Installation: SUPER - FACTORY Inc
Lighting design: YAMAMOTO Keita

[Exhibition Catalog]
Texts: OSHIMA Ayako [p.3-15], YOSHIDASawako [p.17-29]
(TOKAS)

Editor: Tokyo Arts and Space

Translation: Christopher STEPHENS, UCHIYAMA Fumiko
Photos: TAKAHASHI Kenji, Tokyo Arts and Space

Design: MIZOBATA Mitsugu (ikaruga. Co., Ltd.)

Printing: Rise Factory Co., Ltd.

Published by Tokyo Arts and Space (Tokyo Metropolitan
Foundation for History and Culture)

Publication Date: October 31, 2025

© 2025 Tokyo Arts and Space (Tokyo Metropolitan Foundation for
History and Culture)
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