


Czech duo’s journey, Soft Turns opts for a
stripped-down display, emphasizing the shelves
themselves. By doing so, they apply their own
selective editing of the conjoined narrative
and underscore the storytelling and display
apparatus, inviting the viewer to step into

the role of new investigator. Behind the High
Grass creates its own fragmentary narrative to
be built and unraveled by the audience.
Alongside the series of curiously shaped dis-
play cases, two looped video clips serve as the
foundation of Soft Turns’s mysterious archive.
One screen frames what appears to be a simple
sepia-toned photograph of a handsome, sharp-
featured European man situated amongst tall
reeds, motioning upward. He 1s caught mid-
gesture, his long sleeves carefully rolled back
to his elbows as he holds something high above
his head. A barely perceptible halo separates
his outline from his outdoor surroundings.
This thin delineation becomes more apparent
over time, as he and his surroundings subtly
shift in and out of focus, as if an untrained
camera operator were continuously racking
back and forth, attempting to capture the brief
moment of clear focus for both the man and
his surroundings before losing it again.

Soft Turns selected the photograph from the
travelogue to utilize in their subdued video
Solitary Man with Nature. The piece serves as
an instructional moment within the installation
as a whole, hinting at the careful pace needed
to unravel the details woven into Soft Turns’s
work. What at first appears to be a still image
begins to offer up its own curious movement.
As the man and his surroundings alternately
slip into and out of focus, never aligning long
enough to provide full clarity, Gorlitz and Ole-
jnik present a metaphor for their own (and the
viewers’) attempts to complete the story.

In the second video, Behind the High Grass,
the rich wood slats of an endless series of
train boxcars stream by. Every few seconds,
the scene shifts to the interior of the train,
where the passing landscape creates shifting
patterns of light on the floor. At first the clip
appears to simply reference the classic film set-
ting of the moving train; but as suggested by
the understated videography of Solitary Man

with Nature, the details of the video reward

a patient eye. With each pass of the looping
video, new layers become apparent. In the
interior view, the shadowy silhouettes resolve
into the silhouettes of trees. In the exterior
view, hints of open sky and outstretched trees
rhythmically flash through the gaps between
the blurred cars. The cut edges of those trees
eventually become noticeable, along with a
slight stutter in movement, hinting at the stop-
motion animated origins of the video.

Soft Turns constructs each frame of the videos
through staged photographs to build the ani-
mation. Each image in the series 1s viewable
only for a fraction of a second before being
replaced by the next. Gorlitz and Olejnik build
intensive apparatuses and sets, many of them
populated by images taken from Zikmund

and Hanzelka’s book, all in the attempt to
construct a seemingly seamless animation. As
with many of the pieces in their installation,
the subdued surfaces can only obliquely hint at
the time and work behind them.

As artists used to dealing with stop-motion ani-
mation, Soft Turns came to look at the broken
travelogue 1n a similarly stutter-step fashion.
They understood that books in themselves

can be viewed as fragmentary collections of
pages, each leal displaying its own discrete

set of information. With a turn of the page,
readers discover something new, unfurling an
additional piece that requires a reassessment
of the text to that point. Instead underscoring
the typical conception of a book as a whole
and resolved unit, their investigation into what
they came to know as Zikmund and Han-
zelka’s travelogue challenged them with this
deconstructed framework. Without the guiding
hand of the textual narrative, each image and
page became its own encounter—a layer that
reached back to shift and reinterpret the prior
photographs. Even though Gorlitz and Olejnik
eventually discovered the origins of the pub-
lication and have slowly pieced together the
biographies of the two Czech explorers, new
morsels of information merely serve to tweak
the artists’ overarching narrative construction.
The fragments of Behind the High Grass

grant information 1n barely perceptible bits



that accumulate and reveal themselves
over time. As a whole, the installation
appears to be easily consumed 1n a quick
scan of 1its spare gestures. However, Soft
Turns’s deliberate minimalism compels
viewers to sit with the work, to begin the
process of building their own narra-
tives between the installation’s subtle
moments.
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