LOKO GALLERY PRESS RELEASE

k| EEEEA (0L or o HER)
2025 4, 750 X476mm, MEABE - KRR Y A A

4i | IR (RV2501)
2025 4E, 380%210%270mm, 477§

L R

S NS = SN 1)
A2 H LIZsn

Lhaitrl v hn]

S Wl: 20254E10H10H () ~11H8H ()
BRI ¢ 11:00-18:00[k -1+ H - H-# KER

O = ANV D272 AA7alfE] 110 H 18 H (1) 15:00-17:00
R BIFRM, AR (T 3EMSEMifg ¥ 8)

oF—F=v L s av:i10H18H () P =24y METH

OV ARVIQ [EFZELHINOZ 7YV F 2 —0]:
11 A 16 H (H) 15:00-17:00 EREEA. EH KB, BHEE FEA%R)

1/5

T150-0032 HZR# %&BX EXHE 12-6 TEL: 03 6455 1376 MAIL: info@lokogallery.com



LOKO GALLERY PRESS RELEASE

SEOEHEEN L EHARBICE 2 ZAE TA2D Lty KAl 273N IZonTiE, F¥v 7 ) —=itH2ENS L0 b, KE
B - BHABICL20ME, 20 FCHERZENENORT = AV 2 ZB0EL0BRRmMNTH S EE 2T T, UTICEHKE
k2 MBEXICOWT] 220 FFHRZLETOT, O 5l 2T 0,

KERT7T = b0 EHEIZE T ZEZTF 5L REEVTT,

—REX o T—

EREEN L BIHRBOLIFIC X 3 RES [ o F 7% CARARE & PALL HtvTw» 320zl e R JIRHHR I 2 -9 7 4,
LOKO GALLERY, 2023 %) Ot HRKICKL T, ZAOFELHERAOGTE T A HOAHIEL 72 B (EFFic X 288 04l
IR & 2 EHOKE) THIT 22 LI Lz, MERKDBVOETLARVDDE o728, 2ok, JEEEE & m% BT 2 &
D D HGTEARVSEES [Bifi) R HHNCESET 2EMERR L2, HFmT 5/ EELEEAMZEET it o
TVWIEEREDP > 72 AD, WEHBREZLRICLTWEDREI VI T LEL ), Dl td, HEINZ b0 TNCRZBER] Ko
72E LCH A BREIF TRV ERE Lz v, ARIEZ, M2 51325 Bbn e b HARE LA Z BT ICEA>TELZAD, 208
B~DMRNAIRE L 2 HEET 27200k Cch 2, [201F, HETPLTIV] EWHIERIBCATEZ AR, B8 2 - AEBICL
T3 LA BERICTT2EROBEOEN LRI VWH TCIEEHX 72, ZAULEATUERZZ A, 2010 F2 R fiF CE 2= ANic &
2D [H@D “ANE] THb, BEDORy V= F—LHIDL v IAEITI) X5 bDFE, BETRICR 2, LW & 723 2,

[ZE ZN

»HLhZiwe

Fi S
[T i 3225
KIERD & AP 2 CORPIARARBE OERZ TSI E LT [HidHMER] LW b5 5, IRl - KHBE 7% EoEMmict
RKEIND, WS 2GRSO EEECIE 2, H2WEAZEL, LBV 0H25A%2A T 2O L NZEEOH Y J5id, HARBEDH 72
RlHETH Y, FESTH o7,

[ L WvwO B3I, B RHoBRZEM L, SHT 220 CHCERERSD Y, MRZLXHAMLEZDDTIE RV, H
BINCHAH T SN2 RR & . 2 e TRl B Iz 4T L b —8ed, BARMICXLBEL 5,

T2, OO EZE > Tk, EEEORITOER G0N D, [H] BZELTHI0203RHEETH Y, [ &Mzt
KBD2HLF TR, 72 [FF] LRI R—EHECHZ LW A Z0EETH S, 2b2d, [HMIER] 136K Z
B EfE T REORMACTH 2720, TNEVOZY%EHZ2d0D, W HUL VR4t I RoTh b, znTd, [FliLiE] o
DOBERE XX, T zic, KREHTICHRZIZ 2720 0fFEE LCTEN, ERICHRNASEE LTHEI N TE 2R E1H 5,

Cfr -l - 138 2cAaBas

JROHSTEE S g T3 - il - B OFHEOMRVIFE AL 2L 2L, DIPIIREIL T3 X5 ThH 5, iPhone O+ — Al
ERMLT 2L, 7Yy FRRICBIILZT 7YV DT A4 a v /NGS5 2, BREMEINE DR, ZARELTH S, IREMREICH 2
HAEIO L o OMMEARBEREZFIZT, L ThBERIC, BWEZ RN A E IR 2, T - i - 338 3R C L AR AT ATHE
PR ERB L2 o, RICHAEZLDOND L E &R0,

DRl 38 | QMR bIIMAERE L 225, 175 05 S ——Tkil ] & 3T b2 2 OILEO 2 HlE, R C, hRMEZHA
Tw2, HHICEil S Nfe i, KERE LToERTHIINTWw S L w) X0, BIELORRBIRIC X o THHIEN T 2 729, HIfIIC 3R
NBBBEEY, Do THPRMREZT 5, —H L CHfafizZ Oz E LR 2 &, SUIIRIE L., #1282 oWk 2m 9,

BT AOH G ZHILL T2

BISADHBREZ i VZDIF 2022 FOZ &, 2 NEOHERO D OEFLH Y., BHVWICH &G (BIFE ARG >72). 2015 4
C=a—a3— 7 CRo B ADEEE RS, 2022 FLROFEFSAZERTHIVEZ, Ho v IBIcHivizZz o &EI:, §F
P DR INTHOBEINTITV 22, RARBTHZRVE W ELHICLE ITw3 -5 1FE), Tk, ZoRiciirsnzoidis ?

SEOREEATIE, BHEA»D LNAVAZMOZEREZIEG T2 2200 TALY LS, BFLIZ, TokrH#is 25—
SF Tz LA bR L, HIEEICHEEA O h b c 2 il TH B,

A TE /25, iPhone THEZ{R-> T, 20 EFEH T A IS,

20254 6 H 23 H



LOKO GALLERY PRESS RELEASE

HBHI LRI TITANV
IR

A5 EPREEDR, fiiE, Dk hITET, E0L b wolHE il o, EDo XS RGN R SR DB 0. EATHED
B BlDh, TOZLEHDLI Y7L THEREDL o TV EH, WELZITDOILRV,

Ab (fz) TeHIEMICHTEFMEAZLES L, 2N OWATERVWO2D Lk, FAE2L 294 FCHRTOEREEEF A F
PobARBEILDTERRNICVEN. ZZTELAS (F2) TEDOREMARESINRILE S, AFZORNICH HOMHEI ZELE DD,
WAES FYTLARKLZI T3 LICY "I Tn3, EbbbffoTuniwy, #HITFICEFPELAZRELZ Lo TRET 2% D
HpHEES,

DX L~DOBLE, KETERWU—CFCRBRICEZWANIRET 2—2MIEL COEL LR LE-> T 20rd Lk,
W, Bid [2dLinn] TEh [THa] LHRELTWEDER, 2L ESRATLEVSIZLETH->T, 2 DiFEE-T0nS,
BRWANZE T, HEINE2 55850, RUNREAT, 2 o TWB3RTADICES DR TE S, ThEHELHMOEEICH
FIRETZ L. BOEMNEOER Lo TLE > THIHL &\ i, HiEEFC, BT 2 2 LIFEES, Mo 2 HRNED 5, ﬁ
EPHIIINES DT AL, TEAIDDEA5, RILTIIAWE, HFE bIFThAwy, ZOWMWERELZ, 5L 2L #EE T 305
LI ERTEL L ICHRWHOERELH 5 L85, Hitgket. IRy 1T IEABRELET 5, ABE BRELO—2 2 (72) 225 —
Loz TPz LWw2 7o hAhBRidkid o7,

FADS BRI A S iz 2 2 A L THIEZ LTW201d, 2R e TR T O, v 7Y F 7Y 24 TR L Cwkd o b b A,
ZZRETCZOBBEREVDDOLEZVERE X5 IChotz, FDXIARICARZNPIEIMS LZATIRARY, AoftFocnEceahnrsd
BEZDIOICH [—ERZT] BHEAVLZVWDRE, AOFET (HH) tmEHuizu 28 ik CHHE. 3 LET MR R EERE2 -
7oA —REELFEHRDO L 5 —IC R 2726, ZNIEATOLHLATL R, £S5 THY RRLE I MIr—ZEMZDb D, BwdhxFic
RolzbD—ITIRLIR\NTEA D D,

CTIH L LIRERECHCE Vo 2L RATELELIITE o7z, ZNADIC 2022 4E, HHBEIA L BEVONGRETIELEZZ L2k
PEATS, ES5 LK,

202547 H13 H

Al WYY (e
LTGS2

AR 2 s 201 & A 2SN e T2 BHICL a5 R L —va v iz SELER] S 2 Wi HIRER |2 FTcT 2 0w 5,

2 Z ORI, T L EHTH L RARVES TW 5, RIS S 3HOEARE LTHE S5, —HOHAHK b OEREZDZ &
CHEAGDE, BIFEFALZ LIETERBA. & QB LOEHRO 2 5 HiER, 2% ) AMOHEIEOGR 2 Bviivcn s

FRBED LS TEH 2, 3% LERXLVIEAINTZZ, 27K L —vavyobiifiiians,

HETPERZEVIHERDRE, 270 DEROEL SIS, 2023 FD Z OB COERUKBICR I N, ZRZNOHIfEDER & 2 2 2
DO S pa3biv s, TR 2023 FOX ¥ 7Y —aM THELAVRAZL =y a3 v~DE%Z, SOl EoFEPeRIEICEN L.
T 2024 FFOBEET — Py X —CRELOEICK 28, MM EEED D O BIRO 5 3 WE~ LI L T2, Hillo X5 ics7k
Y DIER AP IC AR T 2 2t R FALE D 72,

LIFo K Elic o8, 5700t kit Db, 0eO>TPRTE D01, (AJE'/:EI’JZIEF'E] HBVEZN T ZHT
OWHGEBENIC A O N 2RO X 5 BZEMBLLHH 5 &) T e, BATEIE ., KA M I =, ZERIER E KT &2/ LT B
TRTICDERBoTHT, TNODEAICIRMED 2 W IFHL L LTHNZ WL 20 DIHF 0GR &R & Lf:\ éiéi‘&zﬁs#y_’bkﬁ
BRHEHED, RICHRBIICEKE L2 V9 FIIL 20 Lav vy BIRTIIFLINTw 228, 208402 0EENLEICLk T, 20k
EHNOLOWBAERET 2 (VeEERICEbNT LS, HEBIZFLEMICIENLTALI EF5759),

ZOGIHETH D, R LENE, 2oz b LablEEE*THRHICL T NE LI RDDOTIE, ZEAR Y, 2EVoTEHE
A%@%%%%Eé&%@i?u\k%tbt%ﬁ%kbf(ﬂ%%@f%&mothtbiﬂktfﬁfwti?@wEGLKwo®i
Zh EFon. 2 2 lEND LRICHE (=AY F) ZHoRIc b Dh e LT L DEMICHIFL R T NIER S v B2 b AR TWw3



LOKO GALLERY

PRESS RELEASE

i&%lh\jl\

Keisuke Kondo

Z7a74—
1981 EBREIELEEFN
2007 BEREMAZEMFEIGER A ARNBEREEZE

&=
2024
2023

2022

MeBEORE | EBRFEME (EX)

[FAFEOBER vol.2 EBEEN | SbNAWF, 100 FFT0~]
gallery aM (BEXR)

[f2B D F & F] LOKO GALLERY (GEX)

2017-2020 &R (5 E0#aE | MA2 Gallery (BER) —
2013-2014 EHE [12 5+ BO7=HDHE] MA2 Gallery (HER)

2008

IN—TR 2025 4F, 750 X 476mm, A

2025
2023
2023
2022

2021
2019
2019
2019
2018
2017
2016
2013
2009

[project N 34 SEBEEN| ERARTI VT4 T7—bF¥+ 7V — (ER)

RN - BHAB [Avd Lk AL 53 Hh] LOKO GALLERY (BEXR)
[BXH5T7— b —E0IHAY ., ERMOILAY —] EBERFEME (EX)

[2Z 3D Z&] MA2Gallery (3E5)

EEEESN - BHAB [H - T CHRAKRBE EREL, HELTWL2hh bR W RE & RZZ ]
NEHHRI 12— 74 (Web %4 bR Tthe 3rd Area of “C” —3 28D 2 12— 7 4 ]) LOKO GALLERY (BEm)
[FRrE—=] kenakian ({£%&)

[EEORRBARE] EBERFEME (8

EEEEN - H)IIBHS [ 8] LOKO GALLERY (BEXR)

[VOCA B 2019 BAEMOEE—H L VWFEOERLL] LHFOHREME ER)

B OIRTE] FPHEME GRF) * ATEF & 0HfF

[BIA#% 2017]) IBATR™IIE 2 ZREREY & — (BE)

WEEEN - BB £ &v &y, & &> &>,| LOKO GALLERY (BER)

HEEEEN - EHAHE [Ho T AVGRE., BRAFL<BER>] NIBTHRI 12— 74 @R
[Re:Membering—Next of Japan] Alternative Space LOOP / Doosan Gallery (7L, &H)

fEm&E

2014
2014

X
2024

2023
2021

i -

[12 » Bot=»D#E] (HeHe)
WEEN - BHAE [H-o 1 <BHRARBBE L EZ. L TWDbhsAWGHE & L] (HeHe)

MehbhiWF, 100 FFIOF ]| 2R5HT 2] (EBEREZMBERT V1 VL BARBIE H8EFE1S)
[THeEOF & F] #iLHY 5] (EBERZXMMEHT V1V 2HARBXEETEELS)
[2 L ofaE, HRORE] (EEXRZEMBIRT A »2RARBE £45

i

2020-2023 X2 Ly o [z eiFe] (ZRARRE)

https://www.kondokeisuke.com/

EREEA (Vo> DR

- KRR Y A A

2R (L VN




LOKO GALLERY

PRESS RELEASE

BHKE Motohiro Tomii

7a74—

1973 #FRBEEN

1999 HEHEMAFAZTERLMARLEZI I —-RET

2024 [PRIZE for LEADING CHARACTER 2024] DSF CULTIVATION AWARD =&
& &

2024 [SHOW-CASE PROJECT Extra-1 EBHA#® T/ LDE| BERZRBRFT7—F - tr&2— (ER)
2023 [SHOREZ — bbby WEF v —/>r—] HREMEME HHEA)

2023 [# 3 7= DKM FRHEME GNR)

2021 [#R%E+4 %] Yumiko Chiba Associates viewing room shinjuku (Z23X)

2020 &l DEZZI] Yumiko Chiba Associates viewing room shinjuku (E3R)

2020 [#%/8 & 22f8 ] Art Center Ongoing (BR3X)

2020 [Eh% | switch point (BEH)

2019
2019
2019
2018
2018
2017

[FEZNhBHh?—/—b, &, BAR] ¥ VEF7— b+t %Z— GALLERY. awai art center, kulwa (£%)
(%%, B%)] HIGURE 17-15cas (2%X)

(B % 2E%)] RC HOTEL BEBA\R ()

Rz &Y %] void+ (RR)

[avReyay —€/HEHD——] ATELIER MUJI (EEX)

[Z4 v | REE #WF/ gallery DEN5 (BR)

2017 [&% #5350 Yumiko Chiba Associates viewing room shinjuku (B83)

IN—TR

2025 SEBEEAN - BHAR [ALH LB L—RA LR 753 HIL] LOKO GALLERY (BER)

2025 [MOT aL 2+ 3>v 92507074 —)L1935—2025| HERIPIMAEME (ER)

2025 [7—h - A7 - ¥ - UTLBREBZDEM—FFD LT 4=k, UbkR—~—] BEEEME (B

2025
2024
2024
2024
2024
2023
2023
2022
2021
2020
2020
2019
2018
2017

[L AW The White (BER)

FHN - EHAH ZAR [BEoEH] RETFENAY - REE ER)

[TRIO /%Y -EHR - kKR EL>7—bt - aL 7Y 3y ] BREMDARENE GER) KRbzEEME (KR)
[SCREWDRIVER 1st shot SCULPLAY| ¥V E 77— bt 42— (R¥)

[T72X7 EHRYERE] BERAI2—-VT7 L 3TV (ER)

BEHAW - EAEM [#5E25H 751 Yumiko Chiba Associates (3EiR)

SEREEN - BHAM [H - (74 CHRAKRE & FZ. L TWahh SR aE & BZZ] LOKO GALLERY (BER)
[AGAIN-ST )L—Y /Y — )L B D EM & 54 | BREREFEMAS EiTeE - KEE (ER)

[vx<E| REBWE/ ¥+ 7Y —DEN5 (&R

[Re construction BHE] WMEXIIEME (FER)

WELL I ay FI—TR2020 [HEANET—Ib, BEHEAND W] EREPEMNE (ER)

[B13A%R / &R Absorption/Radiation] £ 19 db2keL / AR (BE)

[ XL REZDFHEDS] Maki Fine Arts (BE5X)

Tty 7Yy Y e FTY 2017 [N/ FRER—RA LY —0 TV ZX—]

ZEEA~FEHOTY 7—F (BM)

2017 [B13A4% 2017] |HFFRTILEE 2 2B EBE Y 24— (BF)
fEmsE
2011 [Motohiro Tomii: works 2006-2010] FiLEHZE - BHAR

2013
2015
2018
2020
2023
2023

N7YysaLovav

RERRA ST
NBHHFRI 2 —27 L GEEEN & DF1E)
R EAMTER

RRELEREMNEE

RS X 3= 1HTEE

T E TR

https://tomiimotohiro.com/index.html

[5x14] EHKXHE - JIIFIER

[the plurality and lightness)] Yumiko Chiba Associates
[BE% 9 % | Interact] Rondade

[switch point /EFH KD 10 F£] switch point

[& 2= DiRE] KEH

[SBo/EH) KEH*

EIFR#H (RV2501)
2025 4F, 380 %210 270mm, A4}

2R LN

5/5

T150-0032 HRZE# EBX EXET12-6 TEL:03 6455 1376 MAIL: info@lokogallery.com



LOKO GALLERY PRESS RELEASE

Left | Keisuke Kondo (W< 2 D E &)
2025, 750x476mm, color on paper mounted

on wooden frame

Right | Motohiro Tomii (RV2501)
2025, 380x210%270mm, plaster

Photo: Dai Yanagiba

Keisuke Kondo-:Motohiro Tomii

“Possibly a Human —— Somewhat Classical”

2025-10-10 [Fri] - 2025-11-08 [Sat]

Open: 11:00-18:00 [Tue-Sat] Closed: Sun:-Mon-National Holidays

B Talk Event 1 “Classical Production”: October 18, 2025 (Sat) 15:00-17:00
Keisuke Kondo, Hirohisa Tomii, Keisuke Mori (Curator, Chiba City Museum of Art)

[ Opening Reception: October 18 (Sat), following Talk Event 1

M Talk Event 2 “The Ecriture of Installation and Dismantling”:
November 16, 2025 (Sun) 15:00-17:00
Keisuke Kondo, Hirohisa Tomii, Tomotaka Yasui (Sculptor)
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Rather than offering a detailed explanation from the gallery, we believe the most straightforward way to introduce Possibly a
Human-Somewhat Classical, the two-person exhibition by Keisuke Kondo and Motohiro Tomii, is through Tomii's own curatorial
proposal alongside the artists’ statements. Below we present Tomii's text “About the Exhibition” in full, without edits. We invite you to
read it in its entirety.

We hope this exhibition becomes a place where you can encounter the charm and joy of art.

"About the Exhibition”
Motohiro Tomii

For the publication of the catalogue documenting Plain and simple painting and sculpture that continues like an enigma in the
background (Kawasaki City Museum and LOKO GALLERY, 2023), we decided to include not the photographs of ourselves, but
portraits we made of each other (my sculpted bust of Kondo and Kondo's portrait of me). What began as a casual whim soon led
Kondo to explore portraiture in his solo exhibition, while | presented a piece on what | call my “B-side,” a piece verging on sculpture.
We have had almost no experience depic‘ring actual peop|e, |\'ving or historical, which leads me to wonder W|’1y we now find ourselves
drawn to portraiture. At the very least, | want to stress that—even if the works appear to resemble human figures—fhis is not a sw’mp|e
return to figuroﬁon. This exhibition is our attempt to pursue a more abstract engagement with the traditions of Nihonga and
sculpture—traditions that we have willingly taken on ourselves as representatives of, regardless of public perception. One might say,
“Then why not do it as a solo exhibition?” Yet we hope you will see our cautious choice to present it as a two-person show as itself an
expression of respect toward portraiture. Half in jest, this is also our first “ordinary” two-person exhibition since we began
co||c1borc1‘ring in 2010. It feels like stepping into the ring for a sing|es match after years as tag-team partners. Whether it turns into

tentative sparring or an intense battle remains to be seen.

“It Might Be Him"
Keisuke Kondo

Neoclassicism

“Neoclassicism” is the name given to a style of Japanese-style painting that came into full bloom between the late Taisho and early
Showa eras. This style, exemplified by artists such as Kokei Kobayashi and Yukihiko Yasuda, placed strict linear draftsmanship at the
core of composition. Combined with bright colors and generous blank spaces, it produced balanced, harmonious images. It marked
both a new turn and, in some sense, a culmination in the development of Japanese-style painting.

The painters themselves never called their work “Neoclassicism.” The label was later coined by art historians as a way to sort and
explain artistic tendencies. Inevitably, the retrospective naming did not perfectly align with the actual practice of the painters, and a
certain gap emerged between term and work.

Even among scholars, the term remains contested. What the "neo” refers to is vague; the “classicism” has no clear point of
reference; and the paintings themselves lack the internal coherence one mighf expect of a true "-ism.” Since the term is borrowed from
Western art history, its use is somewhat ad hoc—though not entirely unfounded. Yet it is precisely this vagueness that has allowed the

word to persist: a convenient, abstract shorthand that, however loosely, captures the character of these works.

Re-reading “Neo-Classic-ism”

The string of morphemes in “Neo-Classic-ism,” sits awkwardly together, its components ill at ease, as though faintly trembling, unable
to rest in their given form. It is like pressing and Ho\dmg the home screen on an iPhone: the necz‘r|y O\igned icons begm to quiver,
befroying their discomfort and hinfing at a shift. In the same way, this compound word, coughf inifs vibrofing state, resists sef‘r\ing
into a single, fixed meaning. Instead, it sustains its ambiguity, holding meaning in fluid, shifting forms. "Neo-Classic-ism” thus
embodies the inherent impossibility of definitive naming, even as it waits for the moment when it will be re-read and reinterpreted.

The painters associated with what is called “Neoclassicism” placed particular importance on lines. Their linework—often described
as tessenbyo ("Wire-line drawing”), with its uniform, unmodulated strokes—appears expressionless, yet carries a quiet abstraction. On
the picTorio| surface, the lines are jomed not so much by the imagery H’]ey form as by the tensions that bind line to line. This fills the
surface with taut energy, which porodoxico”y gives rise to a sense of stillness. Yet when one |ingers over that seeming\y ‘rrcmquﬂ field,

the lines begin to pu|se, hinfing at the possibih’ry of bemg drawn anew.

Treating Tomii's Portrait as a Classic

I drew Tomii's portrait in 2022. For the catalogue of our two-person exhibition, we decided to portray each other —he made a
sculpture of me, while | drew him. Using a photograph of Tomii taken in New York in 2015 as reference, | overlaid it with how he
looked in 2022. The portrait came fogefher quicHy. It was built from lines abstracted from Tomii himself, yet | heard more than once
that it bore no resemblance (‘rhough | think it does). So who, reo||y, is this a portrait of?

For this exhibition, | intend to begin by copying that portrait of “someone who might be Tomii.” To copy a work is to take the
origin<:1| as a model—in other words, to treat it as a classic. And it is precisely because a classic remains open to being redrawn that it
remains a classic.

Once the drowing is finished, | will phofogroph it with my iPhone and send it direcf\y to Tomii.

June 23, 2025
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"Seeing is Classical”
Motohiro Tomii

Seeing is the question—seeing is the problem. What do we see? By what means, from what distance, for how long? From which place,
position, or circumstance do we look? What exactly are we seeing—or have seen? | create in order to understand this, but | still do
not.

I don't think it's possible to represent what we see (or have seen) accurately. But maybe that impossibility is its own kind of truth. |
find myself able to look at a work not only from the standpoint of making, but also from that of viewing. And there, again, the
inaccuracy and even the dishonesty of seeing rises to the surface. In this tension | feel a certain soundness, but also an uneasy
suspension, a kind of moratorium, which unsettles me. | want to hold both. Making, | think, becomes the act of keeping such
contradictory sensations together.

Maybe my interest in these questions started back when | was studying figurative sculpture in college—that is, modeling in clay. No,
not ‘maybe’—actually, | knew it for sure. But so what? Knowing that didn't really solve anything. Honestly, it just meant | was scared.
Figurative sculpture is interesting. There are methods that can be shared: even when looking at and shaping the same subject, what
emerges is different. If the purpose is only to master technique, those differences just end up as levels of skill, which isn't very
interesting. Of course, learning and practicing methods matters; they open up the world of dialogue. But methods and techniques
aren’t things to be strictly followed—they are things to work with. They are not the same, nor entirely different. | think the point of
figurative sculpture lies in this subtle sense—something that both maker and viewer can feel equally. Turn in any way you like, and
you'll find the human figure. The stubborn, tangled, classical relationship between people and figurative sculpture—bound up with
seeing (or having seen)—goes on.

I've kept my practice at a distance from figurative sculpture because | wanted to relate to it loosely, in a kind of hit-and-run way. But
now | want to deepen that relationship. What kind of depth it will take isn't the point. To think about what my work has been and
what it might become, | want to take it on “just once.” | want to face the human head—the bust, not the whole body. If the head were
to turn into something abstract yet concrete—like architecture, or a spaceship—then would it not become something other than a
person or a sculpture, but something else altogether: space itself, or a question given form.

All of this should have remained at the level of daydreams. But in 2022, when Kondo and | made portraits of each other, one thing
led to another. And now I'm left wondering: What do | do now?

13 July 2025

"Raised onto the Stage”
Takayuki Hayashi (Art Critic)

This time, the collaboration between Kondo, who works from a foundation of Japanese painting, and Tomii, who begins from
sculpture, takes “the classical” or “classicism” as its point of reference.

Yet their intentions diverge. For Kondo, the term applies to the works of certain Japanese painters, which he reproduces as
specimens. For Tomii, it evokes figuroﬁve scu\p‘rure, por‘ricu|ar|y the portrait bus‘rs—scu|p‘red heads that form part of the Western
scu|p‘rure tradition.z

As the old idiom goes, it's as if they share the same bed while dreaming different dreams. Yet, it is precisely through such
dissonance that the exquisite quo|i‘ry of their collaboration emerges.

| have seen some of the works they plan to exhibit. In both artists” practices, one can glimpse the development and subsequent
shifts that have unfolded since their presentation here in 2023. Kondo has condensed the installation that he presenfed at Go”ery a
M in 2023 into the \oyered surfaces and reversals of a painting. Tomii, meanwhile, has shifted from the p|c15fer constructions he
showed at the Keio Umversi‘ry Art Center in QOQ4—movmg from linear frameworks to so|id, modeled forms. This time, unlike before,
their works seem un|il<e\y to physico”y merge.

How will the dreams, pursued separately for a time, meet again in this place? What can be anticipated is the rise of an illusory
spoce—indeed, a space reco”ing the stage of classical Western theater. The space has shallow depfh and an ex‘rreme\y nign ceihng.

The exhibition space opens onto the upper floor through an atrium, and throughout these areas, various installations arise, each
beginning from head images rendered in painting or scu\pfure. Both the images and the installations are abstract in that ‘rhey refrain
from overt descripﬁon or exp|ono‘rion; msfeod, it is their visual form and presence that direct the movement of visHors—who, without
instruction, will almost ins‘rincﬂve\y face what appears to be a face head-on.

That place is a stage. Yet, it probably will not cast us—the viewers—as its protagonists. Nor will it leave us as tranquil bystanders,
as when we usuo||y look at paintings or scu|pfures, We find ourselves raised onto the stage we ‘rhough‘r was an illusion, and there, we

must confront each work as an equo| presence, each carrying its own persona. The heads are wofchmg us.



