Jifi Havlicek se pred ¢asem zaméfil na animovani skecl a kratkych,
narativné komponovanych Gtvar(i. Hned zkraje je vhodné pfiznat, Ze
Havlicek upfednostiiuje tymovou préaci. Radné tim komplikuje pétrani
po autorském rukopise, pokud jej zcela nezbavuje smyslu. Presto: o
vSech Havlickovych pracich Ize obecné fici, Ze operuji s generacnimi

pamétovymi segmenty.

Vyzkumy oboru kognitivni psychologie naznacuji, Ze diounodoba pamét b
se sklada z mezi sebou sesitovanych komplext pojm0 a vyznam(. Zda
se, tyto komplexy nemaji zakonité obrazovou nebo jazykovou podobu,
takZe na jednou vidény obrazec se nemuseji vazat dalsi obrazce, ale
napfiklad Gasoprostorové soufadnice, urcité slovni sestavy, téniny
zvuk{, pachové viemy, hormondlni Grovné (emoce) v téle aj., prakticky
nepfedstavitelny soubor biologickych, smyslovych a myslenkovych
prvkd. Pfipominani nékterych z nich, v naSem pfipadé mluvime o
vizualnich znacich, uvadi v chod celou danou sit. V omezeném freudi-
anském diskurzu toho vyuzivali surrealisté, Jifi Havlicek si na rozdil od
nich vytahuje prvky z pamétového ,kompostu“ generace, kterou ¢im

dal vic definuji medialné zprostiedkované znakové soustavy.

Proto jsou jeho animace Casto sloZeny ze sekvenci a znakil z jinych
filmG nebo na né alespon odkazuji. V animaci Tip et Tap zrekonstruoval
pohadkové série o dvou béZovych, navlas stejnych Sténatech. Original
proslul v Ceskoslovensku béhem 80. let. Stéfata a jejich stryCek
Fido se zafadili do panteonu vecernikovych bohli generace 80. let
(a pozor: také se prenesli do panteonu rodic, protoZe jen maloktery
rodi¢ je schopen nereagovat na détskou posedlost). Podobnou
pamétovou konsekvenci zastupuji také dalSi ikony v dal$ich filmech:
herecka Atka JanouSkova (dabovala Tipa a Tapa i némeckou Véelku
Maju) nebo Fifinka ze Ctyflistku. Videoanimace Melanie envoie des
fusée des yeux et sauve le soleil pro zménu nepfipomene konkrétni
filmovou predlohu, uvede nas spi§ pred jakousi nafilmovanou hru
na sci-fi. Chtélo by se fict, Ze jde jen o vykosténi filmovych klisé,
kdyby v hlubsi roviné neSlo vysledek mySlenkového procesu, ktery
Ize pripodobnit této ¢innosti: Na pauzéaky nakreslime viechny mozné
prilety mimozemstan( z 4ckovych, béckovych i céckovych filmd, na
néZ si vzpomeneme. Na kaZdy pauzék jednu. Pak je pfiloZime na
sebe a na novém prazdném pauzéku vybarvime ty ¢asti, které se
na vech pauzacich prekryvaji. Vznikne opét piilet mimozemstant,
jakysi priisecik moznych vzpominek, paradoxné vSak zcela novy Gtvar.
Kazda ,hra na néco“ tak uvadi do svéta odliSnou, jinak zatizenou
soustavu, subjektivni pouze do chvile, kdy je ,vyslovena“. Pak se jiz
stava hybatelem pamétovych soustav ,posluchacii“ a akceleratorem
obohacené interpersondini reality. Havliek s Cenkem k tomuto

vybuzeni sméfuji.

Prijmeme-li, Ze zkuSenost je nepfenosna, pak pravé nalezeni znaki,
které ndm néco pfipomenou, je zpiisob, jak vpadnout do mysli jedince
a oslovit ji. Jednd se o metanaraci, jejimZ prednostnim cilem neni

zprostredkovat vypravéni, ale rozhybat cizi pamét.

Kratce pred napsanim tohoto textu jsem navstivil Lucembursko.
ProtoZe se zde pravé konal velky umélecky workshop, potkal jsem
spoustu lidi stejného véku, ale z rozdilnych kulturnich oblasti. Dalo se

evry

predpokladat, Ze ,nejsvétovéjsi“ predstavitele Havlickovych animaci
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budou znét. Ptal jsem se tedy na Tipa s Tapem. Prekvapivé pouze u
slovenské Gcastnice jsem se setkal s odezvou. Zda se tedy, Ze moznym
produktem Havlickovych filmd je rovnéZ uvédomeéni si vzajemné
blizkosti €i vzdalenosti naSich pamétovych soustav, tedy zjistovani,
do jaké miry jsme soucasti toho kterého vyznamového svéta, a kdy uz
jsme oddéleni tak, Ze si tieba pomyslime, Ze nasi autofi Tipa s Tapem
sami vymysleli. Stejné tak uz Keiko Sei upozormnila, Ze u animace Bez
nézvu Havlicek s Cenkem pouZili postavicky, které si pfivezli z pobytu
v Maroku a ty ,mohou fungovat jen na nizsi drovni €itelnosti“.

Tak tfeba kratky snimek Druhy dil prvniho dilu je pomaly, digitaIni Svenk
pres &ernobilou fixovou kresbu. V temnoté naznaceného prostoru
si povS§imneme drobnych zvifatek. Digitalni médium, napodobujici
filmovou kameru, i zkratkovité nakreslené a strnulé civéjici postavicky,
se podobaji nékterym ,zabérlim*“ z japonského anime. Nejzajimavéjsi
je ovéem sledovat, jakym zplsobem na nas tyto podobnosti
dolehnou, zda ndm anime pfipomenou, zda si uvédomime, Ze nasi
emotivné-pamétovou reakci uréuji filmové postupy, atd. V kazdém
pfipadé je i Druhy dil prvniho dilu soucasti plsobeni na diferencovany
pamétovy fond kazdého z nas, v jeho jednoduchosti vSak vystupuji
do popredi pfenos impulzu skrze viitou fe¢ urcitého populdmiho

animacniho média prelomu tisicileti.

Masaz medialnimi obrazy probihd masivné a na tolika frontach, Ze
vlibec nelze fici, jak by ji nékdo mohl unikat. Da se fici, Ze nemusite
nutné vidét Matrix, abyste zaali uvazovat podle jeho doktriny. Ale
pravé naslovo ,podle” bych rad vkladal diiraz. Jifi Havlicek ndm ukazuje
toto ,podle” a snad naznaduje i vychodisko z katastrofické prognézy
o0 jednom globalnim jazyce. | kdybychom miuvili stejnymi slovy,
nebudeme vyslovovat stejnou zkuSenost a nebudeme tim zpiisobovat
stejnou reakci. Na to je pamét pfili§ nasim viastnim gordickym uzlem.

Poznéamky:

1. Omezim se na dlouhodobou pamét, pfestoze bychom se
stejné tak mohli zabyvat analyzou zamérného vyuzivani jeji
kratkodobé sestry. Mimoradné zajimavé by bylo zamyslet
se nad tim, co se déje, kdyZ jsou staré Havlickovy skece
pustény ve smyckach nebo nad prendSenim symbolu
lotosu z jednoho snimku do druhého, coZ se zvyznamnilo,
kdyz Havlicek a Cenek shrnuli svou spolecnou préci do dvd
kolekce Lotus3 a Solaris.

2. Sei, Keiko: Jifi Havlicek a Filip Cenek: Lotus3 a Solaris.
Posudek k bakalafské praci na FavU v Bmég, 2003.
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Jifi Havlicek has for a long time concentrated on animated sketches
and short, narrative-based forms. It is noticeable at once from the
borders that Havlicek gives precedence to teamwork. This properly
complicates the hunt for the artist’s handwriting, if such a search is
not totally without sense. Nevertheless: we can generally say about
all of Havlicek’s work that it operates with the memory segments
of a generation.

Research specialists in cognitive psychology have demonstrated
thatlong-term memory 1) is made up from its own complex network
of constructs and meanings. It seems that these complexes do not
have set pictorial or linguistic form, so that they need not hang
further pictures on a once-seen picture, but can use, for instance,
space-time co-ordinates, certain sets of words, sound tones,
olfactory perceptions, hormonal levels (emotions) in the body,
etc.; a practically unimaginable set of biological, sensory and
intellectual elements. Recording some of these (in our case we are
talking of visual signs) shows the way in to a whole given network.
This limited Freudian discourse was used by the surrealists; Jifi
Havliek is unlike them in that he pulls elements out of the memory
“compost” of a generation, which increasingly defines the medial
arrangement of sign systems.

Thatis why his animations are often based on sequences and signs
from other films, or they at least refer to them. In the animation
Tip et Tap, together with Filip Cenek, he reconstructed the most
characteristic sequences from a Belgian series of fairy tales
about two identical, beige puppies. The original became famous in
Czechoslovakiainthe 80s.The puppiesand theirUncle Fido entered
the pantheon of bed-time fairy tale gods of the 80s generation
(and attention: they also joined the parents’ pantheon, because
very few parents are able not to react to children’s obsessions).
Similar memory consequences are represented by other icons in
other films: the actress Atka JanouSkova (she dubbed Tip and Tap
and the German Maja the Bee) or Fifinka of the Four-leafed Clover.
The video animation Melanie envoie des fusée des yeux et sauve le
soleil on the other hand does not recall a specific film template, but
rather lays out before us some filmed game about sci-fi. It should
be mentioned that it is only a matter of stripping film clichés, if
at a deeper level it does not deal with the result of an intellectual
process which can be broughtinto line with this activity: On tracing
paper we can draw all possible arrivals by aliens from A, B and C
films, that we can remember. One on each piece of tracing paper.
Then we enclose them within and on the new, empty tracing paper
we can colour in those parts which are overlap on all pieces of

Nora & Petyja, 5:20 min, 2004
Filip Cenek/Jifi Havlicek/Magdalena Hruba/Jakub Necas/Filip Nerad

tracing paper. The arrival of aliens comes up again, a kind of point
of intersection of all possible memories, paradoxically though, a
wholly new formation. Each “game about something” then ushers
into the world a different, otherwise encumbered set, subjectively
only for the moment when it is “expressed”. Then it has already
become a mover of the set of memories of the “listener” and an
accelerator in the enriching of interpersonal reality. Havlicek and
Cenek are oriented towards this awakening.

If we accept that experience is not transferable, then it is just
the finding of signs which remind us of something that is the way
to invade the thoughts of an individual and address them. It is a
question of meta-narration, whose aim is not to mediate the telling,
but to bestir a foreign memory.

Shortly after writing this text | visited Luxembourg. Because a large
artistic workshop was being held here, | met a lot of people of the
same age, but from different cultural fields. It was possible to
predict that the most “worldly-wise” representatives would know
Havli¢ek’s animation. | asked than about Tip and Tap. Surprisingly,
| met with a response only from the Slovak participants. It seems
then, that the possible products of Havli¢ek’s films are similarly
mutually realised according to the closeness or distance of our
memory systems, thus found, and to what extent we are part of this
which it signifies to the world, and when we are so divided that we
may think that our authors of Tip and Tap thought it up themselves.
In the same way Keiko Sei alerted us to the fact that in the
animation Untitled Havlicek and Cenek used characters which they
brought back from their stay in Morocco, and these “can operate
only on the lowest level of readability”. 2)

The short piece The second Part of the First Part is for instance
a slow, digital pan in a black and white felt tip drawing. In the
darkness of the implied space we can see small animals. The
digital medium emulates a film camera, and even the concisely
drawn and gaping, wooden little characters are similar to some
“shots” from Japanese animation. Itis most interesting of course to
follow the way in which these parallels strike home on us, whether
the animation remind us, whether we realise that our emotive-
memory reaction is determined by the film’s technique, etc. In
any case, even The Second Part of the First Part partly affects the
differentiated memory funds of each of us, while in its simplicity it
extends the transfer of impulses through the established speech of
certain popular animated media at the turn of the millennium.

The massage of media images is under way on a massive scale and
on so many fronts that it is not at all possible to say how anybody
could escape it. We can say that you do not have to see Matrix in
order to start thinking in terms of its doctrine. But | would like to
emphasise the phrase “in terms of”. Jifi Havlicek shows us this “in
terms of” and maybe also foreshadows the starting point away
from a catastrophic prognosis of one global language. And even
if we spoke the same words, we will not speak about the same
experience and we will not have the same reactions to it. Our
memory is too much our own Gordian knot for that.

Notes:

1. Ilimit myself to the long-term memory although | could
similarly undertake an analysis centred on the use of its
short-term sister. It would be extraordinarily interesting to
consider what happens when Havli¢ek’s old sketches are
placed on a loop, or on the transfer of the lotus symbol
from one piece to another, which became important
when Havlicek and Cenek condensed their collective

work onto the DVD collection Lotus3 a Solaris.

2. Sei, Keiko: Jifi Havlicek a Filip Cenek: Lotus3 a Solaris.
Review of Bachelorwork at the Faculty of Fine Arts, Brno,
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