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The Fondation d’entreprise Hermeés is pleased to present “A Quiet Sun,” an
exhibition by the Vienna-based artist Kazuna Taguchi.

Taguchi's practice involves the discovery of metaphysical presences in time and
space through monochromatic works with multi-layered structures. Taguchi's
work also often includes references to past works of art and application of
pre-existing images, such as anonymous found photos and magazine clippings.
She gathers up signifiers of the constellated spaces of memory from multiple
time frames and body fragments in these found images, sometimes restoring
them, sometimes reintroducing them into her own works, with the goal of
moderating and incorporating chance into the image-space.

“A Quiet Sun” is composed of a body of artworks created for this exhibition and
found photographs collected by Taguchi. Myths and anonymous memories are
brought to life through the actions and tactile sensations of various corporeal
presences preserved in gelatin silver. A daring yet delicate approach to the
exhibition layout, which employs strong natural light flooding the gallery, in
order to reveal its architecture, realign the space, and imbue it with multiple
layers, is in part an endeavor by Taguchi to interpret issues in photographic
production from different angles. What kind of light will emerge from the
stillness, when this corpus of photographs forms a kaleidoscope of images in
the flood of a quiet sun?
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In the Quiet Sun™
Notes on the work of Kazuna Taguchi

Martin Germann Curator

When | arrived at the opening of “A Quiet Sun”, Kazuna Taguchi's solo exhibition at Ginza Maison
Hermes Le Forum, | was a little late. It was shortly before the post-opening festivities would start one
floor above the galleries, where | would later be introduced to the artist, and shortly after visitors were
sent out of the galleries. This put me in an unusual situation: | could wander around three more or less
darkened spaces and glimpse some of the show. These moments left me with an epiphany that | saw the
exhibition in its totality, although this was technically impossible. Later | learnt that the electronic
lighting in the gallery was not used at all during this exhibition, which probably means that | indeed saw
the show, or said differently, that | saw it as it was conceived. This made me briefly think of Louise
Lawler's recent series of photographs of Donald Judd's MoMA retrospective — images which were shot
at night and which ask what happens if transparency as the Modernist criterion par excellence is no
longer the leading factor. While entering Taguchi's exhibition | must have therefore accidentally brought
into a state of “praising the shadow”, to quote Tanizaki Jun'ichird’s iconic 1933 text, which should also
be considered as a celebration of natural light's infinite gradations.

When | went up to the second floor to meet the artist and other guests, | could congratulate Taguchi
with an upright sincerity. Approximately one month later, | was able to visit the show during the day;
I could finally experience how meticulously it was constructed, not only with regards to how daylight was
used as an elementary part of the show's choreography but also to the accuracy of the placement,
connections, and variety of displays that the artist had established. The majority of the photographic
prints were framed and presented on artificially built walls, but fixed museum walls also served as
carriers, while other photographs were presented in vitrines, standing in the rooms, designed by the
artist. Whereas the latter were for archival images the artist found and preserved, the works hung
directly on the walls were “hers”, to make this naive distinction. And upon looking closer, it became clear
that the show was also built with horizontal and vertical axes — one showing Taguchi's own works and
the other hosting the found photographs, most of which had the sepia tone typical of old albumen prints.
These throughlines act a simple statement on the naturalness that any image we produce is part of an
endless chain of pictures by a multiplicity of authors referencing each other.

What | experienced reminded me of the fugue in music: a circular play of a compositional technique
in which a few themes are repeated polyphonically and come and go in different variations. Maybe this
refers directly to the artistic practice of Taguchi, who, by a simple definition, works with painting and
photography. But from another perspective, both artistic media could be also considered as tools to
camouflage her creative praxis. The artist conceives and reflects within the medium of painting, in which
she was formally educated, but speaks through the medium of photography and its histories, which she
uses as her productive counterpart. Considering the many smears and gestures discovered within,
around, and on the prints, it is also worth considering that photography is not usually connected with
notions of physical “touch” but rather with distance. While the conditions and protocols of both artistic
media are foundational for Taguchi's work, she primarily seems to be interested in something as simple
as the free navigation of bodies in space (well, isn't that the domain of sculpture, or more recently, of
performance?). However, the reason that Taguchi (currently) uses photography as dominant technical
backend could be rooted also in the fact that it is, at least within a Western reading, the least historicised
but also the most bastardised and mundane of all artistic media — a position which provides the
greatest amount of freedom.

“A Quiet Sun" mainly featured works from “The eyes of Eurydice”, a series that the artist has worked
on for a number of years and that quotes the mythological Greek figure of Eurydice as an indirect
witness. Indeed, it brings bodies — or rather, bodily fragments — together in the pictorial space:
gestures, hands touching, eyes (repeatedly eyes), legs, and so many other representations of the body,
almost presented as still lifes. Often, these are parts of paintings by Taguchi herself, such as The eyes of
Eurydice #26 (2020, p.32), where a painting of a woman'’s upper half literally masks a sitting, crossed leg
torso, which creates the effect of a mise en abyme — an image within an image, circulating around itself.
Indications of an absent body also become apparent: take, for example, the leather jacket (of the absent
author?) with the handwritten word “quiet” — as if we couldn't already be quiet enough in looking at all

10

these tempting images, drawn automatically into a state in which one’s gaze is that of contemplation and
silence.

But to where does this gaze go, and what makes it moving? Impressed by Michio Hayashi's
approach*? to refute the all-too-easy and tempting, but in this case simply unapplicable, phenomenon
of Roland Barthes' punctum (the immediate experience of death in experiencing photographs), | also
need to find a different expression for what happens here. This is not only because the artist is
rephotographing and sampling fragments of images, but also because she is working with multiple
exposures and other modes of image construction, which drag her practice far away from documentary
photography’s ritualised functions like depicting an absent place. The stunning effect of the
confrontation made by some of Taguchi's works is, for me, comparable to what Hal Foster once
described as “traumatic piercing” in respect to the work of Eva Hesse."® But this sting doesn't hit once;
rather as a multiplicity.

In a double exposure such as floating (2017, p.13), which is part of another body of work, four eyes
look out from the pictorial space. In what creates a slight disorientation, efforts to find hold on the flat
surface fail. Or, take the overpainted earlier photograph (of a painting) The eyes of Eurydice #5 (2019,
p.32), in which the perspective is also slightly altered, as in many of her works. The images Taguchi
employs are often also part of other stories — sometimes even made by other authors — so one could,
at the same time, assume that they are perforated with endless external narratives, crossing over and
building upon each other, but also fading away. In works such as The eyes of Eurydice #22 (2020, p.45),
where the artist photographed a painted handkerchief, Taguchi touches the borders of painting and
writing, of image and written language, of gesture and line, alongside which the whole complex of
readability as such comes to the fore. From this visual swamp, Taguchi's imagery emits the piercings of
sudden alienation and estrangement, which are as unexpected as they are impactful.

Another remarkable feature of Taguchi's works is the way grey is understood and treated as a colour.
To be precise, it seems that the entire “Eurydice” series is bathed in the infinite gradations of grey.
Neither deep black nor a pristine white are part of these works; polarisation doesn't take place here.
Instead, the contrasting hues are as finely graded as possible in order to create a maximum density. A
certain distance is also perceivable — a distance which anyway seems to be an intrinsic part of this
fleeting pictorial practice. Taguchi's works evade possible extremes in reaching photographic contrasts,
which also reminds me of how Alfred Renger Patzsch and especially Michael Schmidt have employed
the colour grey. For Schmidt, grey is not so much the colour of this or that, of white or black. Instead, it
is the colour of consideration and of negotiation, of coexistence. It is a field to draft the principles of the
diversity of lived reality. On the other hand, principles of fusion also have their limits: this becomes
evident in Taguchi's Light passing through Glasses (2015, p.40), where the artist drips a rubber-resin
solution and a water repellent onto a four-by-five developed film, and the image emerges in the moment
created when the two solutions repel.

From the many other existing connections around the colour grey’'s employment in the arts, one
more makes sense to me in respect to Taguchi's work. Since the mid-1960s, Vija Celmins has enfolded
her paintings, prints, and drawings with a sparse economy of a few motifs she repeats again and again:
the desert, the sea, stones, stars, and spiderwebs are presented in an infinite number of contrasts. With
a clear tendency towards handmade depictions (in contrast to the photographic source images she
employs) as an intrinsic part of her practice, Celmins indirectly reminds us that life is embedded and
entangled in larger constellations beyond any human-made ideology. Her chosen slowness especially
reminds me of the decisiveness of Taguchi's approach, as she also seems to insist on her own pace (and
place) of production. Even after just one short studio visit, it seems to me that the project Taguchi
pursues isn't dependent on the moments that her artworks are made public; rather her practice seems
to unfold step-by-step upon its own rules and within the framework of a strict, self-chosen pace,
allowing her to be as precise and decisive as possible.
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“All images were taken within Vienna, and most images were taken inside my apartment,” Taguchi
wrote to me,"4 without — by the way — having been asked for that information. “There is a vast difference
between taking a picture and making a photograph,” Robert Heinecken once said, and in the case of
Taguchi's work, this statement rings particularly true. Here we are confronted with an idiosyncratic
studio practice that takes its immediate surroundings into consideration, instead of embracing the usual
photographic tropes of connecting a geographic or otherwise differently connotated here and there.
While Taguchi's prints integrate her own paintings or details thereof, they also include parts of iconic
canvasses by artists like Lucas Cranach the Elder or Diego Veldzquez, which she found when visiting the
Kunsthistorisches Museum Vienna. With this in mind, the museum could also almost be understood as
a peripherical part of Taguchi's studio.

Remarkably, what we find in most of those depictions (as well as in her collection of found
photographs) are women — in their art historical function to pose within the man-made system of
representation, to the pedigree of which these photographed paintings also count. Considering how
many people have looked at some of the fragments Taguchi uses for her own practice, one could
certainly assume that the works she exploits are also perforated — but this time by the gazes of millions
of viewers. On the other hand, the core narratives of some source images are altered to create different,
new accentuations. The diptych The Fall of Man (ca. 1510-1520) is one of Lucas Cranach the Elder’s
most famous works, and it shows Eve handing the apple to Adam — an elementary gesture for the
catastrophic expulsion of paradise, at least in Western religious history. In the fragment Taguchi has
chosen for her image, a small detail from the version of the painting housed in Vienna suddenly moves
to the centre: the hand of Eve covering the shame between her cautiously pressed legs, while she hands
over the apple to Adam with the other. Should we reconsider the story as we think we know it, or could
the focus on these details of Cranach's interpretation of the story open new horizons? Did Eve feel an
unease while reaching for the forbidden fruit? It shouldn't be overseen that history, as we know it, was
exclusively constructed and drafted from a patriarchal male perspective.

Still, one should not underestimate the role shame plays in the arts in general; art and shame are
principally connected with each other. There is radical potential in shame because it is always linked to
social conventions and norms. Where we are ashamed, we touch the realm of the non-representable.
But it is also a helpful emotion because it can become a method for sensing and uncovering norms of
showing — and the analysis of these norms could become increasingly urgent in an age of narcissist
mirroring and visual feedback-looping. Taguchi's work, though, turns away from being too analytic.
Instead, it has a strong sense of physicality, which appears to me as some form of soft anarchism, an
unruliness hovering behind her practice. In many of the framed photographs that constitute the
“Eurydice” series, we encounter tattered or torn scraps of prints, sometimes bent or partially
overpainted, as the subjects. This methodology could be understood as an attempt to leave the flat
plane of the print and to bring a materiality into the pictorial space of photography — but it could also be
used to liberate existing imagery from any dogmatic readings which might seal their meanings forever.

Artists working in the field of contemporary art often need to be the first working with or doing
something. When | asked Taguchi where she would like to head artistically, she explained that she wants
her works to be printed in contact with the negative. In thinking about this distinctive manoeuvre to bring
an art produced by hand together with our life, determined by standard patterns and technologies, she
might eventually be remembered for a body of work which bridges notions of visual equivalence and
perceived distance on the broadest possible spectrum. On the other hand, “Only you know who you are”
is the title of another series by Taguchi — and when it's not immediately clear where artists are heading,
those artists, at least to me, become the most promising.

*1  The English text was slightly revised by the author after it was translated into Japanese

*2  Michio Hayashi: Photography, Dream, and Love, in: Kazuna Taguchi: Eurydice, Haus der Matsubara, Vienna, 2019
*3  https://www.artforum.com/print/202207/hal-foster-on-eva-hesse-and-tony-smith-88911

*4  Email to the author from Kazuna Taguchi, 14 September 2022
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EMRY R | List of works

#&%S /#Number

IYVaTFar—0R
The eyes of Eurydice
2019-2022
£16.6x12.1cm

16.6 x 12.1 cm each
(#1~#52H HFRLTER)
(Selected from #1—#52)
[p.5 (#26), p.6 (#42), p.16, p.51 (#1), p.19, p.38 (#43),
p.39 (#23), p.27 (#4), p.42 (#24), p.43 (#27), p.44 (#8),
p.45 (#22), p.50 (#9), p.53 (#46)]

a

A Quiet Sun #1
2022
21.1x17cm

b

The Eye
2022
23.9x19.8cm

c

Wait and See
2022
50.3x34.1cm

d

Exercise in shape
2016
9.5x7cm

e

Sun and Daughters
2022
14.9x10.9cm

f

The landscape of burnt sienna
and yellow sienna

2018

13.2x25.2cm

[p.20]

9

11O IEITFEH

11 alternate universes
2019

YA XH]ZE

Dimensions variable
[pp.22-23]

33

h

=75

floating

2017

YAXAE
Dimensions variable
[p-13, p.14]

|

[EhfzcezBWiET 0lE

A cut of ‘Remembering what's
been forgotten’

2006

25.7x10.3cm

[p-21]

J

A Spirit Conservation
2022

16.5x12.1cm

[p.52, p.55]

k

it

Boat

2013/2019
EIFV - NN—-FYYhC
REeh75—HAE

Dye-toned gelatin silver print
14.7 x10.5cm

Light passing through Glasses
2015

28.6x20cm

[p-40]

m

A Quiet Sun #2, Triple
2022

39.9x31.8cm

[p.41]

n

Lily

2022

YA XAE
Dimensions variable
[p-17]

BAREL 7R RS,
FTRTCEFFV - NN—=-TYr b
All in gelatin silver print except as
noted.



9F

#5

#4

8F

#40

#42

#27

#24

#46

#1

#36

#9

#41 #23 #11
#21  #39

#8

#3  #22
#26

T—T4AMIE->TRESNF=T77 TV F-T7+b
Found photos collected by the artist

BARE L7 mUsh, 1 FH7BA/Details unknown
FTRTCEFF> -2 /"—D.O.P. 1870s
Allin gelatin silver D.O.P. FROHE
except as noted. Albumen print mounted on paper
3.7 x 4.6 cm each (mount: 9.4 x 6.1 cm)

[p.24]

2 Reved’une vierge
e =) oo Bt oui
E.L.D./ éditeur Ernest Louis le Deley
1920 (postally used)
13.5x8.4cm

[p.24]

3 F#AEA/Details unknown
ca. 1910
704t TER
Printed in Prussia
13.5x8.5cm
[p.24]

4 Den mystiske Badcell

P S Q JW.B. / Verlag J. Wollstein, Berlin
ca.1912

13.8x8.6cm

[p.25]

5 Saint Luke painting the Virgin
-1880s
a074FVIBRE
Collodion print mounted on paper
15.4x11.8 cm (mount: 18.4 x 13.4 cm)
[p.25]

34 35

Mulford
1920s-1930s
23x17.3cm
[p-18]

Seforita
1920s
18.2x11.9cm
[p-18]

FHHH7<BA/Details unknown
1928 (dated)
21.4x17.2cm

[p.18]

F#HBABA/Details unknown
1960s

24.1x18.0cm

[p-18]




1 MANNEQUIN
ca. 1930
23.6x17.2cm
[p-30]

2 F#AEA/Details unknown
1934 (dated)
10.4x12.7cm

3 Gauki, Kopf
1937 (dated)
6.5x9.2cm

4 F#ABA/Details unknown
1929
11.9x23.2cm

5 SALON DE 1912_Gabriel de COOL,
Société des Artistes Frangais Sommeil
1912 (dated)
8.5x13.9cm

6 salut d’Ostende, Charme marin
JW.B. / Verlag J. Wollstein, Berlin
1920 (postally used)
8.5x13.7cm

7 Das Leben
ca. 1935
10.5x14.7 cm

8  F#IAFA/Details unknown
ca. 1930
16.5x12.3cm

23 4 5 678 9 101112

1314151617 18 19 20

#0784/ Details unknown
1900s
13.4x8.8cm

[p.31]

Der Abschiedsbrief
PFB / Paul Fink, Berlin
ca. 1920

13.5x8.5¢cm

F£#078A/Details unknown
1970s

HLBERE A X E
Diffusion transfer process
10.8x8.6cm

[p-15]

5£#07<BA/Details unknown
1993 (dated)
FERGHXNE
Chromogenic print
14.8x10.1cm

5£#078A/Details unknown
1936 (dated)
20.3x16.7cm

10

Aus Schénbrunn
1932 (dated)
8.5x10.7cm

5##M7<BA/Details unknown
1940s
10.3x6.8cm

Blidnis Frl.E.P
1944 (dated)
9.2x6.0cm

5##M7<BA/Details unknown
1910s
11.9x17.9cm

5##M7<HA/Details unknown
Printed in Vienna / PHOTO
J. SCHERS WIEN VI.

1922

14x9cm

D8

36

11

12

13

14

15

D17

37

F£#07<85/Details unknown
1930s
15.3x11.1cm

Napoleon |

E.L.D./ éditeur Ernest Louis le Deley
1900s

13.5x8.6cm

FEMABA/Details unknown
ca. 1910
13.1x8.6cm

Wishing You a Happy Christmas
ca. 1870

FBRHE

Albumen print mounted on board
Carte de visite

Diesterhéft ‘schwéne’
1940s (before 1945)
8.9x11.6cm

D20

16

17

18

19

20

SALON 1911_Pierre-Emile
Cornillier: Etude de Nu Aktsudie
1911

13.7x8.9cm

[pp.28-29]

Ritratto Palrmira Bisi
1916 (dated)
ARFAFViIBRE
Collodion print
9.0x6.1cm

BiiBende Magdalena
1930s
10.4x21.8cm

50 7BA/Details unknown
1910s
13.8x8.9cm

5 7BA/Details unknown
1905 (postally used)
8.6x13.7cm

walpurgisnacht
1936 (dated)
6.7x13.5¢cm

[p-13]

$#07<BA/Details unknown
ca. 1930

22.9x11.9cm

[p.13, p.14]
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Platonic Wall: A Piece of Drapery

Reiko Setsuda Curator

‘...for any “modernity” to be worthy of one day
taking its place as “antiquity”, it is necessary for
the mysterious beauty which human life
accidentally puts into it to be distilled from it.”"!

Charles Baudelaire,
The Painter of Modern Life (1863)

Taguchi's practice involves the discovery of
metaphysical presences in time and space through
monochromatic works with multi-layered structures.

For example, in works created by superimposing
multiple-exposure photographs of her own paintings
and sculptures, drawing in oils on the printed
photographs, and then re-photographing them, she
explores the same territory and operates on the same
level as a painter spending long hours in front of a
canvas, despite the fact that the medium is
photography.

Taguchi's work often includes references to past
works of art and application of pre-existing images,
such as anonymous found photos and magazine
clippings. The act of seeking to interpret the symbolism
of collected images from the past is informed by the
Mnemosyne Atlas™2 of Aby Warburg (1866—1929). On
another level, this also includes Taguchi's ambition to
re-examine the value of art in relation to time through
the reordering of images which is unique to
photography.

These features of her craft can be seen as an
attempt to take a critical look at art, which is
increasingly discussed in the temporary form of ‘here
and now’, and to reposition the works in a more
permanent time frame.

The exhibition “A Quiet Sun” consisted of work from
The eyes of Eurydice series™3, new and old works
chosen for this exhibition, and a selection of found
photos (especially, those featuring paintings) which
Taguchi has collected over the years™. Taguchi, in
particular, spoke of her strong interest in found photos
from the early stages of planning the exhibition, and
their inclusion in the show inevitably returns us to the
question of the actuality of photography.

As the artist describes: ‘My interest, and my
uncertainty, revolve around why the found photos | have
collected are so fascinating. The eyes of Eurydice is
more improvisational and multi-layered in structure
than my previous works, blending together
mythological imagery and premonitions of reality. The
process of finding, conserving, and restoring found
photosS seems to have a different point of origin than
the works | fully create from start to finish, yet these
processes have the same space as their destination. For
me, thinking about this exhibition means thinking about
that space where my multiple interests intersect. | want
to manifest that space here. The amount and quality of

light in this space should help me realise it.’ The artist’s
yearning for light has shown itself in this space where
gestures latent in the photographs have taken shape.
Yet, the strong natural light shining through the glass
blocks, though an attraction of the space, was also a
fatal element for the works on photographic paper and
found photos. Thus, the space Taguchi pursued had to
be approached with great care, requiring delicate
adjustments, but also with boldness, while it exposed
the vulnerable photographic corpus to light.

Taguchi first depicted in the space a conceptual
landscape in which white walls, cabinets with large
glass doors, and clear shelves were placed inside a
modern architecture, as if relishing the anachronisms
contained in the words ‘sculpture’, ‘painting’ or
‘photography’. For example, the white walls which
defined the space had a theatrical quality, as if they had
been recovered from the past on a one-to-one scale.
These solid white objects were both conceptual
sculptures and archaic architectural models, devices
which brought new layers to the visual and viewing
experience. This architectural intervention was as
much about the ‘depth of photograph’ which Taguchi
infuses during the development process, as it was a
fleeting photogram—a screen that quietly reflected the
image of the sun through the glass block.

Another layer in the space consisted of fabrics
captured in the photographs. In Ninfa Moderna,
Georges Didi-Huberman writes on the fallen drapery:
Ninfa's drapery, relics of saints, modes, rags on the
streets, pavements, shapeless objects... These
‘accessories in movement’ and the phenomenological
gaze towards them have persisted through time and
can be traced in Taguchi’s motifs. In The eyes of
Eurydice, the portraits drawn on the canvas, the jackets
and cloths with superimposed drawings, the cracks in
Sun and Daughters (2022), the 11 alternate universes
(2019, pp.22-23) appearing in a parallel sequence, and
inthe Lily (2022, p.17) on a folded tissue paper, the soft,
but deep shades of gelatine silver, with their light and
shadows, emerge like a piece of drapery. The found
photos™® placed horizontally in the vitrine are small
pieces of cloth lying like fallen leaves on the pavement
or ground. They are as fleeting as the ‘mode’ that
passes away in a glimpse of a moment, bearing the
gaze of an elusive and anonymous figure or a dying
body (vanitas).

Huberman, citing Baudelaire and Benjamin, argues
that ‘the word “mode” needs to be considered in
conjunction with its antonym “démodé (outmoded)™.
Referring back to words like ‘mort (death)’ and
‘modernité (modernity)', which initially existed in close
proximity with ‘mode’, Huberman reminds us of the
historicity contained in the original meaning of
‘modernism’”7, which resonates with the collective
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memory Taguchi attempts to approach in “A Quiet Sun”
through the fleeting phenomenon of ‘photography’.

The ontological inquiry of Taguchi's work is also
comparable to the photographic work of the Surrealists
who created an inseparable relationship with objects to
create a new subject. Bill Brown, known for his
historical discourse on ‘things’ suggests that, in the
genealogy of modernist object, Man Ray's (1890—
1976) photographs of objects in particular have the
capacity to rematerialise into ‘Other Things' that are not
mere reproductions. The most outstanding example is
the Object to Be Destroyed (1932), a metronome with a
photograph of an eye, which is at once an object and an
image that keeps producing ‘an ambiguous thingness
latent in the object’, that is ‘Other Things'*8.

This parallels with Taguchi's interpretation of the
physicality of photograph which is explored not as a
mere material or medium, but as a thing in itself—in
other words, as the ‘physicality of object’. Although its
method is highly technical, it is a process conceived by
the artist to approach photographs as objects. As in
Boat (2013/2019) (a silver halide photographic colour
print toned with coupling agents)'®, The landscape of
burnt sienna and yellow sienna (2018, p.20) (a lumen
print; a type of photogram)™1°, or Light passing through
Glasses (2015, p.40) (a 4 x 5 film photograph of images
painted on canvases by the artist)"11, Taguchi directly
intervenes and manipulates the materials linked with
the photographic subject, and successfully generates,
as if moulding clay, the ‘Other Things' that extend
beyond the images.

We have, thus far, traced how Taguchi has revived
‘photography’, an almost classical medium in the 21st
century, and how she has re-internalised it into the
present by juxtaposing silver gelatine prints (a product
of modernism) and found photos.

The eyes of Eurydice has no tangible story. The
recurring motif of the cropped eyes, traces of light, and
rich monochrome layers give numerous variations and
modulations to the allegory as fragments from the
sequences are spelled out, but their humble
appearances are at the same time hard to see. This
unassuming beauty seduces us. The hand of the white
swan, the foot of Cranach’s Eve, the woman'’s back as
she replicates Veldzquez's Margarita, the woman
covering her face with a canvas, the jacket on the
bench, the hand holding a portrait—these are all
platonic objects built on the notion of ‘premonition’
which mythology continues to evoke in us.

But if these works are conceptual premonitions
which precede the myth, then the story of Orpheus and
Eurydice is itself Taguchi's creation made with plastic
materials. Through her photographic objects, Taguchi
boldly shows that myths have no original forms, but only
conceptual forms that paradoxically precede them.
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*1 Charles Baudelaire, The Painter of Modern Life and Other
Essays, ed. & trans. Jonathan Mayne, Phaidon Press
(London, 1964), pp.13-14.

*2 Warburg's unfinished project involving 971 prints of
reproduced illustrations, photographs, and iconographies of
paintings and sculptures from antiquity to the 20th century,
pinned on 63 large black panels. Taguchi says she was drawn
more to the forces contained in each individual reproduction
and photograph, and the way they were arranged, than to the
symbolic constellation created by Warburg. Taguchi saw the
exhibition “Aby Warburg: Bilderatlas Mnemosyne : The
Original” at the Falckenberg Collection in Hamburg in 2021.

*3 The eyes of Eurydice consists of 52 photographs produced
between 2019 and 2022, of which 20 prints were shown in
this exhibition. Funded by the Gotoh Memorial Cultural
Foundation, the series was exhibited at void+ in 2019 and in
the same year, Eurydice was published by Haus der
Matsubara. The photographs for the publication were taken
with a digital camera.

*4  Thirty-nine found photos were placed flat (horizontally) in
vitrines, while 20 prints from the The eyes of Eurydice series
and 14 new and old works selected for this exhibition were
hung (vertically) on the wall, using both the white and
existing walls.

*5 Taguchi restores and repairs collected photographs,
paintings, and drawings on a daily basis. These include
removing raised silver, mending torn areas with Japanese
paper, filling the seams with ink, removing mould and dirt,
and flattening the prints.

*6 All the found photos selected for this exhibition included
reproductions of paintings or paintings in the scenery. The
oldest photographs date back to the 1870s, printed on
albumen papers or made using collodion process, while the
most recent print is a colour Polaroid from the 1970s.

*7 Georges Didi-Huberman, Ninfa Moderna: Essay on the fallen
drapery, trans. Yosuke Morimoto, HEIBONSHA (Tokyo, 2013),
p.59. The following quote from Baudelaire should serve as a
complementary account: ‘Modernity’, paradoxically, ‘makes
fashionable what is dead—what is out of fashion, out of date,
archaic, passing, corpse-like, ancient, and what remains. In
other words, modern art is a fatally anachronistic practical
knowledge that brings the techniques of memory into mode
and makes the unfashionable itself operate within the
fashionable.'

*8 Bill Brown, Other Things, The University of Chicago Press
(Chicago and London, 2015), pp.79-124. While Brown relies
on Heidegger's distinction between ‘Object’ and ‘Thing’ in
discussing the historical discourse on ‘Things’, he also uses
his own scheme and examples to define ‘Other Things' to
study the behaviour and possibilities of ‘Things’ which
speculative realism and other theories have failed to draw out.

*9 The actual process is as follows. Taguchi first removes the
exposed silver halide from the silver halide print to return it to
its pure white state. She then re-develops the print using a
colour developing solution containing a chromogenic
coupler. Taguchi invented this technique, and creates her
own colour-tone chart. She has been experimenting with
various techniques in creating different colour tones with
silver halide prints.

*10 Made using only light and a fixer; a camera-less photography
without the need of a darkroom. A fresh plant is placed
directly on the photographic paper and pressed firmly with a
sheet of glass. An image is produced by the chemical
reaction between the liquid exuding from the crushed plant
and the photographic paper. Colours also change depending
on the intensity of light, exposure time, season, water quality,
and the type and condition of the photographic paper. The
eyes of Eurydice #3 uses lumen prints as its motif.

*11 A rubber-resin solution and a water repellent are dripped
onto a 4 x 5 post-developed film. An image is created when
the two solutions repel. This image is then printed using the
regular development process. This is also a type of
photogram.
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