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,4A ticho neumlkalo.”
Arnost Lustig, Tma nemd stin

Film Démanty noci o Utéku dvou chlapc( z transportu smrti, nebo spie o napros-
té lidské degradaci, ponizeni, animalnim strachu ze smrti, sile moci, diktatury a ideologie, ale
i touze po Zivoté a svobodé, je jednim z téch, na néZ nelze zapomenout. Pisobivé momenty
graduji, nenechavaji divaka odpocinout, stejné jako neustava hon na hlavni hrdiny. Zabéry se
prekryvaji, vrstvi a nasobi a zanechavaji za sebou nesmazatelnou stopu. Selest, Sepot, dech.
Dech, mezi zvukem a tichem, signal Zivota a pfedznamenani smrti. Rytmicky pravidelny,
preryvané pulsujici. Désivy ritudl, zneklidiujici halucinace.

Sila filmu mdzZe byt pricitina modernistickému pojeti reziséra Jana Némce — film
je vystavén na miseni ¢asovych rovin, modelovém utvareni postav, jednoduché zapletce, ne-
déjovosti, minimu dialogd a zdiraznéni udalosti za ramem obrazu. Tyto prostredky jsou vSak
Castecné ukotveny jiz v Lustigové povidce , Tma nema stin“, ze které film vychazi. Nebyvalé
originality vSak film dosahuje zejména diky (audio)vizualni sloZce.' Pfedloha je sice rovnéz
zaloZzena na mnoha deskripcich a evokacich prostredi a bohata na vytvarné detaily a atmo-
sférické liceni, jedinecny je vSak jeji prevod do filmového jazyka. Zejména tedy do pestré
skaly kameramanskych postupd, praktik a napad( Jaroslava Kucery,? jez dokonale ovladaji
ostatni filmové prostredky, fikéni svét filmu i divaky. Nezapomenutelny dech tedy rozhodné
nepatfi pouze postavam, ale je i dechem obrazu, (specifické) filmové matérie. Obraz, jeho
linie, abstraktni vzory, textury, struktury, plochy, povrchy a kontury, jeho zrno a rdm neustale
pulzuji, jemné se chvéji, nadechuiji se a vydechuiji. Rytmus dychani, srdce, Gtéku krajinou je
dramaticky komponovan promyslenym a preciznim stfihem Miroslava Hajka, ,virtuosa oky-
nek“.3V priesné nacasovaném tempu obrazdi o to vice vynika, Ze vSe, co postavy obklopuie, je
blativé, Spinavé a kluzké, prachem pokryté.*

1 Jifi Cieslar Démanty noci oznaCuje dokonce za ,ryzi film“. Jifi Cieslar, Snové télo
Démanti noci. In: TyZ, Kocky na Atalanté. Praha: NAMU 2003, s. 446.

2 Druhé kamery, jakoZ i samostatného nataceni nékterych scén, se ujal Miroslav
Ondfricek, asistoval mu Ivan Vojnar.

3 Jifi Cieslar, Kdyz si film za¢ne o néco fikat: Rozhovor s Janem Némcem. In: TyZ,
KocCky na Atalanté. Praha: NAMU 2003, s. 461.

4 VoIné podle popisti prostfedi v povidce ,Tma nema stin“ od Arnota Lustiga.

Arnodt Lustig, Tma nemd stin. In: TyZ, Démanty noci. Praha: Nakladatelstvi Andrej Stastny
2002, s. 151-197.



Kamera neni pouze nastrojem pozorovani, pohledem, ktery sleduje boj o Zivot,
nybrz dal$im z hrdind: neprondsleduje, ale je prondsledovana, nezaznamenavd, ale spolu-
proziva. Velké detaily, extrémni blizkost. Filmovy pas neni pouze svédkem, nybrz ,kGzi“ fil-
mového téla, velice (svétlo)citlivym médiem, do néhoZ je vpisovan veskery strach, vyCerpani
a panika. Diky této antropomorfizaci je zcela zruSen odstup od pfibéhu, kritickd distance,
misto pro empatii. Divak je namisto toho do pfibéhu ,vSivan“, spolu s postavami ztraci dech
i orientaci v prostoru, podléha klaustrofobii absurdni situace, ¢asu i prostoru.

Dech postav a dech filmového materialu, podpofeny vyraznou zvukovou slozkou
(Franti$ka Cecha a Bohumira Brunclika), jeZ prévé dychani ¢asto akcentuje, spolu splyvaji,
vytvareji souzvuk, polyfonii, kterd mlize spéjet absurdné vyhrocené duality, paradoxy, dvoj-
znacnosti, jeZ se rodi zejména v dobé Silenstvi. Nebyvalé oZiveni ubijenych filmovych figur
a plsobiva personifikace technickych prostredki tak vedou k velkému napéti mezi téles-
nosti a odtglesnénim jak v diegetickém svéts, tak mimo néj. Selest, Sepot, dech. Rytmicky
pravidelny, pferyvané pulsujici. Extrémni evokace a autenticita proZitku nejsou dany pouze
promySlenym a funkéné odstupriovanym vedenim kamery (roztfesena kamera pfi béhu le-
sem sleduje postavy ve velkém detailu, dlouhé statické zabéry zase nechdvaji nahlédnout do
postupné vymazavané minulosti postav), pfedstavuje konceptualni praci na vSech rovinach:
od vybéru filmové suroviny pres zplisoby sviceni az k postprodukénim efektim. Strohy obraz
dokumentujici déj je ¢im dal vice naruSovan, zpochybiovan, stylizovan a formalizovan, ¢im
dal vice vystupuje z obrazu jeho textura a material filmu jako takovy. Pivodni realisticky
pribéh nabyva halucinacnich rozmérd, jeho fikéni svét se rozpada, stejné jako jakékoli etické
limity. Désivy ritudl, zneklidiujici halucinace.

Jeden z hlavnich atmosférickych a vypravécich prostiedkil zde paradoxné tvo-
fi barva. | kdyz jsou Démanty noci Cernobily snimek, Kucera vnimal i ¢ernobily materidl jako
Lbarvity“, jehoz barva je pouze eliminovana na Skdlu Sedi. O ¢ernobilém filmu uvazoval i jako
0 (extrémné) stylizované varianté filmu barevného, jezZ je vZdy estetickd a estetizovana. Jak
v jednotlivych fotografickych obrazech, tak v celkové koncepci obrazové stopy se pravidelné
stfidaji Gerné a bilé plochy, zatimco stupné Sedi jsou vyrazné redukovany.® Obraziim nakonec
dominuje syta ¢ernd, obdobné jako dobé, o které vypravi. ,,Ztraci se v Cerné docela vSechno?“

Dvé roviny vypravéni, realnou a irealnou, urcuje zcela odli$na obrazova a barevna
koncepce. Scény Utéku byly natdéeny bez umélého sviceni na Ultrarapid, citlivy, hrubozrnny
filmovy material vhodny pro toCeni reportazi, pficemz negativ byl vyvolavan ve specifickych
vyvojkéch. Obraz je proto velmi kontrastni, odraZi temnotu lesa a dosahuje specifické plastic-

5 Prévé tato ¢erno-bila stylizace se priblizuje pozdéj$im experimenttim se struk-
turalnim, materialnim filmem — vicenasobné kontrapunkty, ostré stfidani dvou rovin pfibéhu,
kontrasty uvnitf jednotlivych scén a obrazd se pfiblizuji ,flicker efektim* a podtrhuji samotné
vnimani, jez neustale zrazuji.

6 Motto povidky ,Tma nema stin“. A. Lustig, Tma nema stin, s. 151.

nosti, aZ hapti¢nosti. Jak doklada i dobova kritika, obraz piisobi syrové, témér dokumentarné:
»Surové fotografie pdsobia dojmom autenti¢nosti, takZe divak ma teraz dojem, akoby sledo-

Dynamicnost a naturalismus umocnil Miroslav Ondficek, ktery byl ¢aste¢nou
protivahou Kucerova estetismu. Pfevaha tmavych ploch zd(raziuje dramaticnost celé situa-
ce, ktera se stale stupiiuje, lepi se na hrdiny a stahuije je do svého stfedu. ,Smrt byla nyni jako
bahno*.2V roviné snd, vizi a vzpominek se pak vyrazné kontrasty a ostré kontury ztraceji, a to
diky pozitivnimu nebo pro$lému materidlu zdlraznujicimu svétlé, projasnéné plochy — coz
naopak vede k snizené dramaticnosti, k navozeni sugestivniho dojmu tepla, které se vSak blizi
vybledIé, neurcité vzpomince, vychylenym staviim védomi, a Zadnou Utéchu nenabizi.

\lymazavanim jasnych linii a naru$enim trojrozmérné iluze Kucera prispiva k po-
citu, Ze objekty pozbyvaji na relevanci, skutec¢nost a jeji otisky mizi a obraz se proméfuje na
souhru geometrickych struktur s minimalnimi diferencemi. Kameraman(v syn $tépan Kucera
upozorfiuje na specifickou prostorovou kompozici téchto snovych obrazli — bud' je v nich
zddraznéna plosna prostorova kompozice, nebo naopak zvyraznéna hloubka a perspektivni
kompozice. Tak &i tak dochazi v téchto obrazech k utlumeni pohybu (oproti nervnimu a spés-
nému pohybu obraz{i zachycujicich Gték) a ,,architektonické fragmenty jsou komponovany
jako vytvarna zatisi, jejichz vyznam ve vztahu k figufe je v nerovnovaze"“.® Zabéry na roz-
padajici se stavby a padajici omitku jen pfispivaji k dojmu zanikajici skute¢nosti. Nejasnost
a nejistotu podporuji zvukové experimenty s nahravkami skute¢ného ruchu mésta. Do obrazu
se opét vraci lizkost. Vzpominka Gi iluze neni zachranou.

Obrazova reflexe rozpadajici se reality, ktera jako by nas odpoutavala od gravita-
ce, je jesté silnéjsi ve scénach, kde je doprovazena rozpadem temporality. | hlavni hrdinové
,[U]Z ztratil[i] pojem ¢asu.“'°Pro deformaci asové osy — deformace linearity a kauzality je jen
jednou z jejich soucasti — je pak podstatna prace se svételnosti, odrazy i iluminaci jako spe-
cifickou formou viditelnych a barevnych véci. Kameraman Henri Alekan upozorfiuje na dualitu
,SVétla“ — zatimco pfimé, kosmické svétlo unika nasi moci a vzdy s sebou nese ¢asové urce-
ni, svétlo umélé, nepfimé, rozptylené ¢as naopak vylucuje a vede k absenci vnimani ¢asovych
struktur. Ve scénach Gtéku je pouZito svétlo pfimé, modulujici, které ma temporalni kvality,
tak jak je popisuje Alekan ve své knize O svétlech a stinech: ,,Svou formou, pozici a hutnosti
jsou zobrazené stiny zhmotnénim ¢asového Udaje, ktery umozfuje vnimat abstraktni rozmér

7 Ivan Bonko, Utk do tmy. Prdce, 2. 10. 1964.

8 A. Lustig, Tma nema stin, s. 174-175.

9 Stépan Kutera, Porovndni obrazové koncepce v hraném a dokumentrnim filmu.
Magisterska diplomova prace. Praha: FAMU 1995, s. 8.

10 A. Lustig, Tma nemd stin, s. 197.



jeho plynuti.“'" Naproti tomu ve snovych scénach uziva Kucera svétlo rozptylené, bez jasného
zdroje (zfejmé umisténého v prostoru), ¢imz je pribliZuje bez€asi. Tma ¢i svétlo, které nemaji
stin; stinem se stavaji pouze téla chlapcd.

Bez€asi je umoctiovano i ¢asovou dezorientaci, pfechazenim mezi pfitomnosti
aminulosti, skutecnosti a pfedstavou, prezenci a absenci, pohybem a nehybnosti. ,,Musi ji zabit.
VSechno ostatni v ném pojednou odumfelo. (...) Zmocriovala se ho zavrat. Pohled mu padl na
stiil s ubrusem z Gerveného Inu s bilymi tfasnémi. Ale vidgl i ostatni zafizeni. Zidle s hranatymi
fezbami. Modrou kredenc se Zlutymi hlinénymi hrnky a plechovou krabici na chleba. Na sténé
povéseny porcelanovy miynek na kavu s dievénou klikou. ZatoCila se mu hlava. Jediné, ¢eho
se mohl pridrzZet, byla Danyho hil a myslenka, Ze ji zabije.“'2 Slavna scéna (mozného) zabiti
zeny v Démantech noci je snimana ruéni kamerou, akce je nati¢ena opakované s drobny-
mi posuny a je zakomponovana mezi témeF statické portréty protagonisty a fotografie inte-
riéru. (Ne)hybnost, stejné jako princip kolaze, se tak prenaSeji i do narativni roviny a zakladaji
(ne)linearitu vypravéni — fragmenty pfitomnosti, minulosti a (hypotetické) budoucnosti mohou
byt poskladany podle jiného nez tradicniho klice, nemuseji byt spojovany chronologicky a kau-
zalné. Jednotlivé zabéry se stavaji vicerou reprezentaci, vybizeji k asociacim, vzdaluii se realité
a zpét se k ni priblizuji skrze subjektivni reakci divaka. KolaZovité popirani pfirozeného pohybu
filmového pasu, repetitivnost sekvenci a destrukce narativni linie nas tak neustale znejistuji
a zaroven oteviraji prostor pro fantazii, jeZ dovoluje potfebné sceleni.

Film, jenz podprahové komunikuje skrze vyraznou a neustale zvyraziiovanou ma-
terialitu, audiovizualni mistrovstvi, kterého dosahuje, aniz by bylo okdzalym, vyprazdnénym
gestem ¢i ornamentem, velice silnd, syrovd, autentickd a zaroven esteticky citlivd podiva-
na — tot velice nebezpeény material na restaurovani. Jeho dech by mohl byt udusen. Jemné
chvéni, téZko postfehnutelné diference, vztah povrchu a hloubky ¢i svétla a tmy jsou natolik
kiehkeé, Ze i nékteré filmové kopie z plivodnich filmovych pési je setiely a celkové vyznéni
oslabily. V pfipadé této digitalizace tomu tak naStésti neni: otevieny konec odkazuje spiSe
k nesmrtelnosti nez ke smrti, dech obrazu ziistal zachovan, stejné jako Selest, Sepot, pravi-
delny i pferyvany rytmus, désivy ritudl i zneklidriujici halucinace.

Katefina Svatoiova
filmova teoreticka

1 Henri Alekan, O svétlech a stinech. Citace dle ¢aste¢ného prekladu v diplomové
praci: Marek Loskot, Koncepce svétla v knize Henriho Alekana O svétlech a stinech. Bakalar-
ska diplomova préce. Brno: Masarykova univerzita 2009, s. 44.

12 A. Lustig, Tma nemd stin, s. 181.

CESTA JANA NEMCE K DEMANTUM NOCI

Jan Némec (12. 7. 1936 — 18. 3. 2016) se k filmu dostdval pomalu. Béhem studii
na prazském gymnaziu uprostied padesétych let v lidové-demokratickém Ceskoslovensku
sice hodné chodil do kina, ale hral i divadlo a pfi hie na klarinet béhem jam sessions s Janem
Konopaskem, Rudolfem Daskem ¢i Janem Hammerem jr. uvaZoval spi$e o studiu na hudebni
konzervatofi. 0d hudebnikd se ale dozvédél o moznosti studia na FAMU, kde nevadilo, Ze mu
vedeni gymnazia studium na vysoké Skole nedoporucilo. V zafi 1954 byl pfijat na obor rezZie,
do rocniku, ktery ved| vyznamny lyrik ceského filmu Vaclav Krska, na jehoz filmech Z mého
Zivota (1955) a Dalibor (1956) Némec posléze asistoval.

Némcova cviceni z prvniho roéniku (1954/1955) se nedochovala. Nejprve natogil
16mm film na téma ,Réno na ulici“. Ve vzpomince uvadi: ,Ostatni studenti vétSinou to€ili
o0 mlékafich a o metafich, ale ja jsem udélal takovy film o tom, jak se panicka probere a vyjde
rano pred diim vyvencit psa. Ten se vykadi a ¢lovék, ktery utika na autobus, do toho $lapne,
uklouzne, autobus mu ujede a on je naStvany. Panicka jde zase spat. Pamatuji se, Ze mi komi-
se fekla:,Pane Némec, dobre, zacinate filmem o hovnu. To jsme zvédavi, jaky bude vas dalSi
vyvoj*.“? Jako druhy film v tomtéZ rocniku natoCil s kameramanem Ivanem Karlem 16mm
hrany film Lehce, levné, pohodiné. Namétem byla historka z autostopu o fidiéi, ktery vyhodi
stopare z auta a za trest mu potom upadne kolo. Zakladni ironické ladéni podtrhoval i Givodni
titulek, kopirujici distribuéni uvadéni standardnich hranych filmd: ,Cs. statni film uvédi...«.

Ve druhém ro¢niku (1955/1956) tocil Némec na 35 mm dokument 500.000 litrd:
,Za ten jsem byl celkem pochvalen. Bylo to o shéru mléka a jeho rannim dovozu do Prahy.
Musel jsem byt uz v jednu hodinu rano vzhlru a odjet s témi auty. Tehdy ale bylo malo fil-
mového materidlu, jinak by se to dalo nato¢it mnohem zajimavéji. Mym vzorem byl slavny
film Harryho Watta Nocni posta; zajimalo mne to poloSero a v ném predméty a zvuky.“® V té
dobé si také finanéné pfilepSoval tim, Ze na 8 mm natacel zaznamy svateb, podobné jako to
¢inil na video pfi svém pobytu v USA v osmdesatych letech. Béhem studia se takeé Zivil asis-
tovanim barrandovskym rezisérdm a hranim v jejich filmech. Vydélaval si i psanim scénari
k instruktaznim filmGim jako Predepjaty beton i Paletizace v textilnim primyslu, vétSinou pro
Propagfilm (Propagacni film), zakazkové oddéleni studia Kratkého filmu.

Ke konfliktu ve Skole doSlo na pfelomu let 1956/1957 ve 3. roCniku, kdy se misto
Krsky stal vedoucim roCniku Bofivoj Zeman. Némec se rozhodl jako ateliérové cviceni natoCit

ho Zivota“ ze shirky Pierwszy krok v chmurach (Prvni krok v mracich), vydané v Polsku roku

—_

Rozhovor s Janem Némcem vedl autor 15. 5. 2012.
Rozhovor s Janem Némcem ved! autor 6. 9. 2012.
3 Tamtéz.
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1956. Zeman nechtél nataceni filmu povolit, pfibéh o polské ,dévce” se mu zdal nemravny.
Nakonec souhlasil, ale opét doSlo ke konfliktu, kdyZ Némec natacel ivodni dlouhou scénu
s nahymi milenci v posteli. Zeman navrhl jeho vylouceni ze Skoly, i proto, Ze mu Némec ve-
fejné fekl, Ze jeho filmy mu filmarsky nemaji co fici a Ze mu jediné mohou zkazit vkus.* Film
tak ziistal nedokoncen.

Jako vedouci pedagog byl Némcovi nasledné pridélen klasik ¢eského predvalecné-
ho filmu Vaclav Wasserman, ktery pedagogicky zastitoval jeho préaci na snimku Sousto (1960).
Jako absolventsky film Némec ptivodné — pod pracovnim nazvem Cekdni — pripravoval adaptaci
povidky Arnosta Lustiga ,Zafe ptilnocniho slunce® z knizni shirky Ulice ztracenych bratii. Film
0 marném ¢ekani rodicti na syna, ktery zahynul za holocaustu, mél byt zaloZen na nejisté poloze
mezi realitou, snem a halucinacemi i mezi sou¢asnosti a minulosti, jiz méla zprostfedkova-
vat mimo jiné prace se zvukovymi motivy ze vSech narativnich rovin. Projevila se tu Némcova
orientace na literaturu se silnymi tématy (William Faulkner, Ernest Hemingway, Robinson
Jeffers) a inspirace obrazovou asketicnosti a rafinovanou praci se zvukem v Bressonové filmu
K smrti odsouzeny uprchl (1955). V té dobé vSak jako vedouci katedry nastoupil Otakar Vavra,
ktery dle Némcova minéni pesimisticky namét zamitl. Némec se tedy rozhodl pro jinou povidku
svého starsiho pritele A. Lustiga ze shirky Démanty noci's nazvem ,,Druhé kolo“. Ta je pfibéhem
tfi chlapci (Velkého vozu, Markyze a Malického) z transportu smrti, ktery s nimi uZ tfeti den
¢eka na vlakovém nadraZi. Rozhodnou se ukrast SiSku chleba z vagonu na vedlejsi koleji, hlida-
ného némeckym vojakem, ktery den predtim dva jiné ,zlodéje" zastrelil. Moralni a existencialni
motivy se zde pfirozené potkavaji s experimentalni formou, ktera stfida pfimé akéni dialogy
s komentafi vSevédouciho vypravéCe a s technikou proudu védomi.

Némec jako autor scéndre a rezisér vynechal z povidky zapletku s ,pejzatymi“
Zidy, ktefi se posléze zmocni chleba misto chlapc(, a soustfedil se na atmosféru horecného
napéti pfi planovani a provadéni kradeze bochniku chleba béhem necelych Sedesati vtefin.
Film otevird zabérem vagond s chlebem na slepé koleji s kroky straze ve zvukové roving. 0d
néj kamera panoramuje na tfi chlapce, schované pod vagonem a pocitajici dobu, kterou straz
potiebuje k obejiti vagon(i. Pocitani je ozvlastnéno podhledem pod vagonem a detaily tvai tii
chlapcd, v dal$i zvukové roviné t6Z kroky némecké hlidky a jejich dialogem, doprovazenym
vysttely. Ty patrné patfi k pouze zvukové retrospektivni vzpomince na pfedchazejici zastfeleni
dvou lidi, ktefi se pokusili ukrast chléb den predtim. Nasledné dojde na samotnou akci. Vylo-
sovanému Tomasovi (v povidce Velky viiz) se podafi chléb ukofistit, ale pfi navratu si ho vojak
v§imne a srazi ho k zemi. Markyz ho vSak po sraZeni vojakem vytahne pod vagonem zpét
(zabér naklonénou kamerou), zatimco Drobecek (Malicky z povidky) odhozeny chléb sebere
a ukryje. Subjektivni predstavy kradeni v Praze i vize dialogu po predpokladaném selhani
akce z predlohy jsou vynechany, veskera pozornost se soustredi na probihajici akci a zvuky

Viz dokumentarni portrét Jana Némce z cyklu Zlatd Sedesatd, natoceny Martinem

4
Sulikem v roce 2009.

TomaSova odpocitavani. Zasadni zménu prodélal i sam zavér, v némz chlapci chleba ziskdvaji,
coZ jim umoZiuje pfipravit se na (ték z transportu. Tomasovo ,,pfisla chvile — zitra vyrazime*
z dila ¢ini mozny prolog k déji prvniho Némcova celovecerniho filmu, Démantii noci (1964).

Dilo bylo ocenéno Stibrnou riizi Holandskeé filmové ligy na studentském filmo-
vém festivalu Cinestud Amsterdam 1960, jednou ze Sesti Hlavnich cen na VII. Dnech kratkého
filmu v Oberhausenu 1961, Cestnym uzndnim na Mezindrodnim setkani filmd pro mladez
v Cannes 1961 a také na XI. Mezinarodnim filmovém festivalu v Melbourne 1962.

Némec poté dale pracoval jako asistent reZie v barrandovském studiu, ale nez
se dostal ke svému prvnimu hranému filmu, mél natoCit dva socrealistické filmy — Lustigovo
Zapadni nddrazia Chut léta podle scénare Evy Ledecké —, ze kterych nakonec se$lo. Mezitim
na rok odeSel na zakladni vojenskou sluzbu, kde v ramci Armédniho filmu to€il v roce 1962
Soty pro Armddni filmovy zpravodaj a vytvofil stfihovy dokument Pamét naseho dne. Virétil se
k tématu valky a kombinoval zde vcelku neznamé archivni zaznamy osvobozovani Bratislavy,
Zlina, Ostravy, Brna a Prahy s dnesnim Zivotem na stejnych mistech, asociujicich zvuky stel-
by a vybuch( granatli. Naopak zabéry z valky nékdy doprovazeji zvuky souc¢asného mirového
Zivota. Na filmu spolupracoval s kameramanem Jaromirem Sofrem, ktery dotacky snimal ze
stejného Ci podobného postaveni, jako byly toCeny archivni zabéry, a s hudebnim skladatelem
Janem Klusékem.

Po ndvratu Némce z vojny dodali s Lustigem jiz v zafi 1962 do tv(réi skupiny
Smida—Fikar prvni variantu literarniho scénare Démantti noci, které se poté ujal spisovatel
Jan Prochazka ve skuping Svabik—Prochazka. O rok pozdsji zatalo nataeni filmu, jehoZ su-
pervizorem se stal FrantiSek VIacil. Lustigova povidka ,, Tma nema stin“, vychazejici z osobni
zkuSenosti (téku z transportu smrti, je se svymi Sedesati stranami druhou nejdelSi povidkou
knihy Démanty noci a pfipomind tak spiSe novelu.

Zatétek nataceni byl poznamendn fadou problémd. Studio odmitlo nasadit jako
kameramana na film Némcova spolupracovnika ze Sousta Jitiho Samala, a misto n&j byl
Némcovi pridélen Jaroslav Kucera a jako druhy kameraman Miroslav Ondficek. Studio také
dlouho odmitalo nasadit na film jako vytvarnici kostymti Ester Krumbachovou, ktera nakonec
méla na vyslednou podobu dila dleZity vliv. Kucera s Némcem pak jesté jednali s filmovy-
mi laboratofemi 0 moznosti vytvarné stylizace a dohodli se na varianté nataceni na negativ
Ultrarapid a jeho zpracovani v pozitivni vyvojce (gamma 1,2), jeZ mélo zaru€it vysokokon-
trastni obraz. Pfestoze se vétSinou toCilo na ruéni kameru Cameflex, bylo pro tvodni jizdu
potfeba postavit 400 m dlouhou jizdu do prudkého kopce, ktera stéla témér tetinu rozpoctu
na nataceni. NataCeni samotné probéhlo mezi 11. zafim a 11. prosincem 1963, pficemz
pravdépodobné nejvétsi komplikaci byl Kucertv odjezd na festival do Acapulca, kvili némuz
za néj praci musel dokoncovat druhy kameraman Ondficek. Kdyz byl film v prosinci dotocen,
byla na stfih filmu misto pdvodné planovaného Miroslava Hajka nasazena rezimné provéfena
Jifina LukeSova. Némec si nicméné Hajka, v té dobé jiz znamého praci na filmech MiloSe
Formana €i Véry Chytilové, nakonec prosadil a pozdéji jeho vliv na vyslednou podobu filmu
Casto zdlirazioval.



Film byl schvélen k distribuci studiem i cenzurou 10. bfezna 1964, Usttedni pdj-
covna filmi v§ak s nasazenim vahala a premiéru naplanovala aZ na 25. zafi 1964, s nasle-
dujici omezenou distribuci prfedevsim ve filmovych klubech. Zatimco doma film témér nebyl
ocenén, v zahranici ziskal Velkou cenu mésta Mannheimu za prvni hrany film dokumentaristy
(XIIl. Internationales Filmfestival Mannheim 1964) a Cenu mezindrodni kritiky na . Festivalu
nového filmu v Pesaru roku 1965. V roce 1966 pfinesl také uznani Jaroslavu Kucerovi za oje-
dinélé vyuziti mimoradné dlouhé jizdy kamery ve sloZitém pfirodnim terénu na V. kongresu
UNIATEC v Praze a Miroslavu Hajkovi pozici Nejlep$iho stfihace roku v anketé britského ¢aso-
pisu Films and Filming. Némec se staval slavnym reZisérem, ale jeho druhy film, O slavnosti
a hostech (1966), byl v té dobé jiz zakazany.

Jan Bernard
filmovy historik

DIGITALNI RESTAUROVANI FILMU DEMANTY NOCI

Na pocétku procesu digitalniho restaurovani Démanti noci stal zamér navratit
film co nejblize podobé, v jaké jej mohli vidét divaci v kinech v dobé jeho premiérového
uvedeni v roce 1964. Démanty noci jsou po technické strance velmi specifické a inovativni:
nejenze pracuii s fotografickou deformaci obrazu, ale zarover kombinuiji nékolik druhd filmo-
vého materidlu. Ukolem restauratorského tymu bylo experimentaini a riiznorody charakter
ptivodniho dila zohlednit a zpfistupnit jej i v digitalni formé.

V Ndrodnim filmovém archivu (NFA) se dochoval originalni negativ obrazu a zvu-
ku, duplikacni pozitiv a pét kombinovanych kopii z riiznych obdobi. Jako vychozi materidl pro
digitalizaci byl coby generaCné nejstarsi, a tudiz fotograficky nejkvalitnéjsi zvolen originalni
negativ obrazu. Ten je uchovan na acetatni podlozce Gernobilé filmové suroviny Agfa Ultra-
rapid, Kodak a ojedinéle i Gevaert Belgium. Vedle kamerového negativu obsahuje originalni
negativ také vioZené ¢asti duplikatniho negativu na materialu Kodak. Originalni negativ je po
celé délce opotfebovan a trpi mnozstvim mechanickych poSkozeni a negistot. V nékterych
dilech nadto chybi ¢asti v rozsahu nékolika obrazovych poli.

Ponévadz byl hlavnim zdrojem digitalizace obrazové slozky originalni negativ,
bylo tfeba obraz jasové upravit podle vybrané referencni kopie, aby odpovidal charakteru
distribu¢nich kopii. Z dochovanych kopii byla proto vybrana nejkvalitnéji laboratorné zpraco-
vana pdvodni distribu¢ni kopie materialu Agfa, na némz byl film v dobé svého prvniho uvedeni
distribuovan.

Zdrojové materidly obrazu byly skenovany na pfistroji FilmLight Northlight 2
v rozliSeni 4K. S ohledem na riiznorodost filmovych materidldl pouzitych v originalnim negati-
vu bylo tfeba priibézné ménit nastaveni parametrti skeneru, aby byl zachycen maximaini dy-
namicky rozsah filmového obrazu. Nésledné jasové a tonalni pravy digitalizovanych dat pro-
bihaly za pomoci systému FilmLight Baselight podle priibézné promitané 35mm referencni
kopie. Pfi barevnych korekcich byl zachovan plvodni charakter referencni kopie véetné
nejednotné jasové a tonaini charakteristiky filmového obrazu, jez je disledkem zamémé ne-
standardni prace s filmovym materidlem a jeho laboratornim zpracovanim.

K odstranéni poSkozeni obrazu bylo vyuZito automatického zpracovani a nasled-
né rucnich retusi. V duchu konzervativniho pfistupu k restaurovani bylo rozhodnuto odstranit
znamky Casu a pouZivani, nikoliv vSak defekty a nedokonalosti, které odrazeji dobové limity
nebo jsou dilsledkem pouZité technologie. Mezi charakteristické artefakty, které byly ve filmu
ponechany, patfi prvky, jez vznikly pfi nataceni nebo laboratornim zpracovani, a jsou tedy do-
kladem dobovych technologii a tvliréich postupti. Typicky jde o prolinaci znacky pro promitace
vyrazené do negativu na konci kazdého dilu a v omezené mife o prvky, jez jsou diisledkem ne-
standardni tvirci prace s filmovym materialem, napfiklad vysoky kontrast a zrnitost nékterych
zabér(, potazmo nejednotny charakter obrazu. Odstranéna byla naopak veskerd poskozeni
zplisobena opotiebenim &i starnutim filmu, at uZ se jednalo o nedistoty, mechanické defekty



opravach slepek a perforace. Po celé délce filmu byla zarover pouZita automatickd stabilizace
obrazu a jemné zmirnéni blikani (deflicker). Stabilizace obrazu byla zvolena tak, aby kom-
penzovala nestabilitu jen tehdy, pokud $lo o dilsledek smrsténi materidlu kvili starnuti nebo
ztizenému prdchodu filmu skenerem v okoli slepek. Nestabilita ziistala naopak ponechana
tam, kde $lo jednoznacné o dlisledek technologie vyroby nebo laboratorniho zpracovani.

Pro digitalizaci zvuku byl zvolen origindini negativ zvuku, jehoz zvukova stopa
byla v celé své délce v dobrém stavu a trpéla minimalnim mechanickym poSkozenim. Piepis
do digitalni podoby probéhl na skenovacim pfistroji Sondor Resonances. Rovnéz zamérem
restaurovani zvuku bylo zprostfedkovat sou¢asnému divakovi za odliSnych technologickych
podminek zkuSenost dobového divaka. Na prepis zvuku byl proto aplikovan akademicky filtr
podle tehdejSiho standardu a nasledné byla aplikovana redukce Sumu na predpokladanou
Uroven v dobé premiérového uvedeni snimku. V ramci retuSovani zvuku byly odstranény
defekty zplisobené opotiebenim a starnutim filmovych materialli jako lupance Gi praskani.
Finalni frekvencni a dynamickeé Upravy probéhly v michaci hale podle standardu Dolby Room,
piicemz celkové podani bylo uzplisobeno parametriim soucasného zvukového reprodukéniho
fetézce, tak aby simulovalo dobové akustické podminky kin.

Obraz a zvuk byly nasledné spojeny a synchronizovany a byla k nim pfipojena
metadata podrobné dokumentujici jednotlivé faze zasahu. Nakonec byly finalni vystupy (DCP
a HD master) zabezpeceny v digitalnim archivnim systému NFA.

Pozn.
Restaurovani pod dohledem Narodniho filmového archivu probéhlo ve studiich
Universal Productions Partners a Soundsquare v roce 2018.

Tereza Frodlova
filmova restauratorka

DOBOVE OHLASY

A. J. Liehm, Mimoradny debut. Divadelni

a filmové noviny 8, 1964, ¢. 3, s. 6.
Némec je vyslovené z téch tvircd, jimz umélecké dilo neni dopravnim prostiedkem pro tezi,
pro myslenku, nybrz cilem o sobé, onim jemnym predivem snu a skutecnosti, v némz ma
divak nalézt podle své individualni zkuSenosti viastni styné body. Neni tomu tak davno, kdy
jsme tomuto uméni upirali nejen pfidomek socialistické, ale pfimo pravo na existenci v ramci
socialistické kinematografie.

Jifi Janousek, Démanty noci. Tvar1, 1964,

¢. 8, s. 33.
Pro mé a patrné pro vétSinu dvacetiletych jsou Démanty noci nejotfesnéjsim filmem o valce,
snad praveé proto, Ze tu nedupaji holinky, nehfmi tanky a nefvou esesaci, ale Ze tu jsou odha-
leny a vypreparovany (ocitény od véeho toho ramusu) nejnicivéjsi disledky valky — a kazdé
doby, ktera vytvafi podminky pro existenci zla.

Petr Kral, Filmova skutec¢nost a skutec¢nost snu.
Divadio 16, 1965, ¢. 1, s. 34-40.
Poezie kina zada si vice nez kterakoli jina basnicka oblast, aby clovék byl snem vytrZzen ze své
osy a nachylen smérem ,.konkrétni iracionality“, ma-li film byti opravdu lyrickym skutkem.
(...) U Némce ani nejdrastictéjsi vize, jez mohou ze svych ukrytych pokladd filmové skladbé
nabidnout sen a podvédomi, neplni pouze terapeutickou funkci v psychoanalytickém smyslu,
ale jsou nam schopny v basnickém planu poskytnout také rozsahlejsi vnitfni obohaceni...

Jaromil Jire§, Kuéerovy Démanty noci.

Divadio 16, 1965, ¢. 2, s. 70-72.
Kucerova kamera se stala tim nejddlezitéjSim hercem, neviditelnym a vidoucim, sub-
jektem, vydavajicim svédectvi o realité a snu v extrémni zivotni situaci. Musi vypovidat
za chlapce, akcentovat kazdé jejich gesto, vidét jejich ocima v neustalém monoténnim
opakovani. (...) Z vysledku je zfejmé, Ze kameraman poskytl pro praci ve stfizné nesmir-
né cenny materidl.

Gene Moskowitz, Demanty Noci.

Variety, 5. srpna 1964.
Film je vice studii pocitli a atmosféry (...) nez pfimym vypravénim. (...) Snimek rovnéz pro-
zrazuje zapadni vzory tim, jak se v ttéku chlapcti za svobodou prolinaji dvé ¢asové roviny.
Oba hrdinové jsou dohnani k primitivismu a obraz neskryva jejich modfiny, strachy a bolesti
v syrovych scénach, které vyjevuiji jejich niterné pocity. Némec prokazuje schopnost prelozit



lidsky instinkt do obrazd. (...) Jeho prvni film odhaluje, Ze md urdité talent, cit pro obraz
a schopnost vypravét. Jesté o ném na dalSich festivalech uslySime.

Philippe Haudiquet, Un film d’avant garde:

Les diamants de la nuit. Image et son, 1965,

¢. 186, s. 31.
U reZiséra, jako je Némec, ramovani, Ghly pohledu, zvolené objektivy, pouZiti zvuk{ zplsobuji,
Ze divak, aniz by si toho povSiml, nepocituje ty starce jen jako bytosti, ale spiSe jako monstra,
kfivd a drava. Démanty noci nejsou jen svédectvim vysokych estetickych ambici, jsou dilem
novym, bohatym a komplexnim a v tomto okamzZiku jedine¢nym.

Luc Moullet, Contingent 65 1 A. Cahiers

du cinéma, 1965, ¢. 166/167, s. 60, 62.
Jan Némec ucinil z pfibéhu dvou adolescentti, ktefi prchaji pred némeckymi okupanty, tedy
z pribéhu valeného utrpeni, stylistické cviceni (uz to je podezielé) bez jakékoli stopy lid-
skosti. (...) Ve skutecnosti se (...) jedna o ryze zvifeci védomi dvou tupcd, ktefi dokonce ani
nevédi, jak maji pfi béhu dychat, z vlastni hlouposti padnou do rukou nepfatel, jde jim jen
0 ukojeni svych pudil a v hlavé nemaji nic nez dvé nebo tfi utkvélé predstavy, mySlenky i
vzpominky. (...) Nakonec divak dostane svou odménu, ale je mi lito, Ze lidovd demokracie
financuje reakéni filmy radoby estétil, ktefi do nich nevlozi Zadnou humanni ani socialni hod-
notu. Nastésti je tu jesté Milos Forman.

KOMENTARE REZISERA

Dusan Cerny, Natadeji se Démanty noci.

Rozhovor s Janem Némcem. Prace,

12. ledna 1964, s. 5.
Co mé tahne k Lustigovi? (...) Zajima ho lovék v meznich situacich, stojici tvafi v tvar smrti,
hladu, maximalnimu fyzickému vypéti. Nebo kratky Usek, ve kterém se musi rozhodnout pro
cely Zivot. Prosté zapas Clovéka o distojnost, o existenci.

Agata Pilatova, Nad prvnim filmem.

S rezisérem Janem Némcem o osameéni,

nutnosti zapasu a ,,Démantech noci“.

Kino 19, 1964, ¢. 3, s. 2.
Snazil jsem se zamérné potlacit vSechny prvky, které by pfibéh situovaly do doby a mista.
Chtél jsem se zamyslet nad osudy ¢lovéka dnesni doby. Pribéh je mi jen prostfedkem k tomu-
to zamysleni. (...) Nema dnes smysl délat jen film o tom, jak byli faSisté zli a jak lidé trpéli. To
uz bylo fe¢eno mockrat. (...) Krutost a omezovani, odsouzeni Clovéka do samoty a vyvrzeni
jeijinde ajindy. (...) Jinym Fazenim véci dostava [Lustigova] osnova trochu jiny smysl. Nejen
bloudéni a putovani lesem, ale bloudéni a putovani Zivotem viibec.

Martin Broz, O Démantech noci s Janem

Némcem. Film a doba 10, 1964, €. 7, s. 365-366.
Slo mi o vytvoreni vlastniho filmového prostoru a éasu. NesnaZil jsem se zachytit skuteénost
a la cinéma vérité, ale vytvorit skute¢nost tiplné novou, mimo film vlastné neexistujici. (...)
Film tedy nema navraty do minulosti a pohledy do budoucnosti (...), ale jenom jednu déjo-
vou a pocitovou rovinu, ktera vznika plynulym spojenim téchto poloh. (...) V nékterych za-
bérech z podvédomi jsem na roven lidi postavil véci nezivé, v pfipadé vizi domova napfiklad
ulice, schodisté, dvefe, zvonek a zamek, v némz by jiz stacilo jen oto€it klicem a vstoupili
bychom domdl. (...) Snazil jsem se o skladebnost témat, motiv(, které se postupné vraceji,
kvalitativné zménéné. A pravé tento princip opakovani je vlastni hudbé. (...) Ryzi film —
a o ten bych rad usiloval — by mél byt vyloZitelny jen sam sebou: mél by mit svou vlastni
estetiku a poetiku.



REKLI O FILMU

Pavel Juracek:
V poslednich letech nékolik film{ na svété — a je jich ¢im dal tim vic — se v tomto smyslu
vyrovnava literatufe. Sdéluji pomoci metafor. (...) Tento film je typicky pro tento druh nového
zpUsobu filmové fedi. Proto v tom vidim budoucnost, protoZe takovy film se stava daleko
srozumitelnéji v internaciondlnim smyslu.

Véra Chytilova:
V tomto filmu neslo o cinéma vérité ani o dokumentarismus. Obrazové je to pfisné stylizova-
no, technicky i dramaturgicky také (...) pfibéh v tom je, ale hlavni autorsky zamér je, Ze to
pribéh neni. Proto se takto rozviji. Je to pojednani o lizkosti a lidské blbosti.

Ivan Passer:
Pro mne realita filmu je realita snu (...) souhra kameramana a reziséra znameng, Ze tento
film ma i snovou logiku. (...) Jsou tam scény, na které uz jsem zapomnél. Ale jsou zase scény,
na které nezapomenu hodné dlouho, tak jako si vzpominam na sny, kdyz mi jeSté bylo deset.
PrestoZe to byly hrozné sny, jsem za né autor(im vdécen.

Milos Forman:
Pro mne drtiva vétSina filmd o faSismu, které jsem vidél, jsou gangsterky. Filmy o nécem, co
nikdy nebylo, jak se to traduje. (...) Z tohoto hlediska jsou pro mne Démanty noci nejpravdi-
véjSim filmem o tom, co je to faSismus.

Arnost Lustig:
Jednim z poznani, které si z dob faSismu odnesla mlada generace (...) je takové fantastickeé,
absurdni poznani, Ze lidské plémé je vlastné jediné plémé na této planeté, které je schopno
védomé nicit samo sebe. (...) Pro mne je to v tomto filmu néco tplné nového, co jsem jesté
nikde ve filmu nevidél.

Citovano z:
Svaz ¢s. divadelnich a filmovych umélcti — Filmova slozka. Diskuse o filmu Josefa (sic!) Ném-
ce ,Démanty noci“. Osobni archiv Jana Svobody.

DEMANTY NOCI

rezie Jan Némec

pomocna rezie Hynek Bocan

nameét Arnost Lustig (povidka ,, Tma nema stin“)

scénar Arnost Lustig, Jan Némec

kamera Jaroslav Kucera, Miroslav Ondficek

pomocna kamera Petr Cech, Ivan Vojnar

stih Miroslav Hajek

architekt Oldrich Bosak

masky Vladimir Petfina, FrantiSek Pfihoda

navrhy kostymii Ester Krumbachova

zvuk Frantisek Cerny, Bohumir Brunclik (zvukové efekty)
vyroba Filmové studio Barrandov

hraji Ladislav Jansky (Prvni), Antonin Kumbera (Druhy;

mluvi Vladimir Pucholt), lise Bischofova (venkovanka),
August Bischof (sedlak), Ivan Asi¢ (mlady SS),
Jan Riha (mlady S9) aj.

Ceskoslovensko ¢ 1964 ¢ 67 min. ®* 35 mm ¢ &b
1.37:1 ¢ zvukovy ¢ premiéra 25. 9. 1964

Démanty noci jsou dramatem na hranici Zivota a smrti. Uték dvou Zidovskych mladiki
z transportu smrti naturalisticky zachycuje stavy Unavy, tzkosti, hladu a ohroZeni. Obrazy
tiniku psychicky i fyzicky vycerpanych muzii jsou prokladany asociativnimi retrospektivami,
sny a halucinacemi, které zpfitomiiuji subjektivni vnimani obou protagonistd. Volna adaptace
povidky Tma nema stin spisovatele ArnoSta Lustiga stdla na po¢étku kariéry tehdy osmadva-
cetiletého Jana Némce, jednoho z nejoriginalngjSich ceskych filmari Sedesatych let.



BONUSY

Sousto
rezie: Jan Némec ® namét: Arnost Lustig (povidka ,,Druhé kolo“)  scénai: Eva Limanovd, Jan
Némec o kamera: Jifi Samal © architekt: Jan Pacak  navrhy kostymii: Rizena Adamcova
o stfih: Josef Dobfichovsky ¢ hudba: Johann Sebastian Bach e vyroba: Studio FAMU e hraji:
Ivan Renc (vézen), Jan Bart(iSek (vézer), Oldfich Blaha (vézer)

Ceskoslovensko ® 1960 ® 12 min. ® 35 mm e Gernobily ® 1.37:1

Na sklonku druhé svétové valky stoji na nadrazi viak s vézni z koncentracniho tabora. Tfi zbé-
dovani muzi vymysli plan na kradez chleba z nedaleko stojiciho vagonu, na niz maji pfesné
Sedesat vtefin. Némciv kratkometrazni debut zaklada svij Gcinek na désivém nesouladu mezi
nekonecné kratkym ¢asem vymezenym k ukofisténi chleba a neustavajici hrozbou smrti.

Pozn.
Film byl soucdsti cviceni studentd FAMU k 15. vyro¢i konce druhé svétové valky.

Armadni fi!movy zpravodaj
rezie: Jan Némec e vyroba: Ceskoslovensky armadni film

Ceskoslovensko ® 1962 « 12 min. (6 $ot(l) ® 35 mm e Gernobily ® 1.37:1

V rdmci zakladni vojenské sluzby byl Jan Némec v zimé 1961 prevelen do Ceskoslovenského
armadniho filmu, kde mimo jiné natacel Soty pro ctrnactidenik Armadni filmovy zpravodaj.
Prezentujeme vybér Sotil z Cisel 9 a 12, u nichZ byl Némec uveden coby reZisér. Prvni ffi
Soty — Potdpécska souprava, Vystava Jifiho Trnky a Zavod v twistu — Némec sam vytvofril.
V pfipadé dalSich tfi SotG — Technickd opravna tankového pluku, Vyzkumny automobilovy
ustav, Dopravni prostredky v ciziné — byl spiSe supervizorem.

Pamét naseho dne
rezie: Jap Némec e kamera: Jaromir Sofr ¢ hudba: Jan Klusdk e stfih: Zdenék Stehlik e
vyroba: Ceskoslovensky armadni film

Ceskoslovensko ® 1962 © 9 min. ® 35 mm e ¢ernobily ® 1.37:1

Némec pro CAF vytvofil také stfihovy dokument, ktery kombinuje zabéry z konce druhé své-
tové vélky s obrazy dnesniho Zivota. Podobné jako v piipadé Démanti noci ovéem plati, Ze
obrazy valky nejsou konkrétné ¢asové ukotvené, a ani sou¢asnost neni vzdy tak idylicka, jak
by se mohlo zdat. Co mélo byt jen devétni poctou sovétské armadsé za osvobozeni Ceskoslo-
venska, se tak stava znepokojivou vypovédi o eminentni vale¢né hrozbé.

Cervena rakev
rezie, namét a scénar: Jan Némec ¢ kamera: Jifi Kadarika e stfih: Miroslav Hajek ® hudba:
Ladislav Staidl  zvuk: Adolf Réhm e zpév: Karel Gott e text pisné: Ester Krumbachova e
produkce: Ceskoslovenska televize — Televizni filmova tvorba

Ceskoslovensko ® 1968 3 min. ® 35 mm e ¢ernobily ® 1.37:1

V kulisach volné pipominajicich hibitovni scénu z Démanti noci se zjevuje popova iko-
na Karel Gott, vzpominajici na mrtvou lasku v ¢ernych Satech. Svou zpévni a tanecni
performanci pisné Cervend rakev vSak ponurou atmosféru hrobni scenérie probouzi
k vysmésné euforii.

Pozn.
Videoklip pochézi z N&mcova televizniho filmu Cas slunce a riiZi (1968), ktery je sestaven
z natocenych pisni Karla Gotta bez jakéhokoli spojovaciho déje.

Zvukovy film o FAMU
rezie a scénar: Angelika Hanauerovd e kamera: Bohumir Duréak  hudba: Josef Ceremuga
¢ zvuk: Gustav Houdek e stfih: Ludvik Pavliek e vypravéé: Josef Abrham e vyroba: Kratky
film Praha e vystupuiji: A. M. Brousil, Juraj Jakubisko, Pavel Juracek, Jan Némec, Otakar
Vavra aj.

Ceskoslovensko ® 1969 ® 25 min. ® 35 mm e Eernobily ® 1.37:1
Dokumentdrni portrét prazské filmové fakulty na sklonku jeji nejslavnéjsi éry. Vystupuji zde

mimo jiné Pavel Juracek a Jan Némec, ktefi mlads$im koleglim rozdavaji vice Ci spise méné
vazné rady a doporuceni.



Nenavist

rezie: Hynek Bocan e predloha: Jan Drda (povidka ,Nenavist“) e scénar: Vladimir Gold-
mann, Antonin M&S$a e kamera: Piro Milkani e architekt: Milan Nejedly e masky: Jifi Simon
o stiih: Ludvik Pavlicek e zvuk: Oldfich Tichy e odborny poradce: Alois Bica e vyroba:
Studio FAMU e hraji: Bohu$ Zahorsky (ufednik Vaclav Babanek), Miroslav Nohynek (stu-
dent Vasek, Babankiv syn), Alexandr Postler (Tonda, Vaskilv spoluZak), Petr Kostka (Karel,
Vasklv spoluzak), Martin Riizek (Urednik Tomek), Bohumil Bezouska (byvaly Cetai Lojza
Mrazek), Eduard Dubsky (porucik), Jan Skopecek (muz s puSkou), Jifi Smutny (gestapak),
Josef Koza (majitel strelnice Josef Kozel), Zdenék Rehof (UFednik Urbanek), Viola Zinkové
(Tomkova), Jifi Stibr (mladik s puskou), Jan Neumayer (muZ v helmg)

Ceskoslovensko ® 1960 ® 23 min. ® 35 mm e Gernobily ® 1.37:1

Represivni atmosféfe padne za obét i student VaSek, ktery je za vtip o nejpracovitéjSim
némeckém narodé udan gestapu. Jeho otec, uslapnuty a opatrny dfednik Babanek, se pa-
radoxné vydava na jeho zachranu. Tradicni téma povstani outsidera proti vétSinové zlovdli
ozvlastiuje expertné budované napéti v rozhodujicich scénach i nenapadné paralely k pa-
desatym létdm.

Pozn.

Film byl stejné jako Némcovo Sousto soucasti cviceni studenti FAMU k 15. vyroci konce val-
ky. Do distribuce se snimek dostal spolu s dalSimi ,,vyroénimi“ filmy Hlidac dynamitu (Zdenék
Sirovy, 1960) a Stopy (Jaromil JireS, 1960) pod spolecnym nazvem Hlida¢ dynamitu (1963).
ReZisér Hynek Bocan se pozdéji podilel na Démantech noci jako asistent reZie.

Zelezni&ari i
rezie: Evald Schorm e kamera: Jan Spata e hudba: Jan Klusak e zvuk: Antonin Kleisner
stfih: Josef Pejsar ® komentar: Dana Medfickd, Richard Honzovic e vyroba: Kratky film Praha

Ceskoslovensko ® 1963 13 min. 35 mm e barevny  1.37:1

V jednom z povéstnych lyrickych dokumentli Evalda Schorma nahlizime vSednodenni préci

a koure a jemné dokreslujici hudbou Jana Klusaka. Zasadni dlohu plni také Zensky komentar,
jenz do pracovniho procesu vnasi dimenzi niterné zkuSenosti.

Pozn.
Jednim ze Zeleznic¢arl je i Antonin Kumbera, kterého si Némec vzapéti vybral pro hlavni roli
v Démantech.

Stodvacetihodinovy den ktery nastoupili
rezie: Petr Ruttner ® namét a scénar: Milan PeSek, Petr Ruttner  kamera: Viadimir Lorenc,
FrantiSek Vicek ¢ hudba: Josef Ceremuga e stfih: Ludvik Pavlicek ¢ odborny poradce: Milo$
Vojtéchovsky e komenta¥: Jifi Adamira, Vladimir FiSer e vyroba: Kratky film Praha

Ceskoslovensko ® 1965 ® 29 min. ® 35 mm e Gernobily ® 1.37:1

V kréské nemocnici se shromdzdi skupinka dobrovolnikd, aby vyzkousela, co pro organismus
znamend pét celych dni nespat. V priibéhu experimentu Gc¢astnici prochazeji stavy vybico-
vaného védomi i naprosté otupélosti, aby nakonec dopadli prekvapivé Uspésné. Citlivé a od-
bornym vykladem ukotvené pozorovani zaznamenava hranicni zkusenost pacientli natolik
barvité, ze pfesahuje védecky horizont ke studii lidského Udélu.

Rozhovor s Terezou Frodiovou
o digitalnim restaurovani filmu
vytvofil: lvan Svoboda e rozhovor vedl: Jan KfipaC e vyroba: Narodni filmovy archiv

Ceska republika ® 2018 6 min. * digital ® barevny (s ¢ernobilymi ukazkami z Démant(i noci)
*16:9

Trailer k filmu Démanty noci
rezie: Jan Busta e hudba: Jan Balcar e stfih: Libor Alexa e vyroba: Narodni filmovy archiv

Ceska republika ® 2018 ® 2 min. ® digital ® Gernobily  16:9
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THE BREATH OF THE IMAGE

“And the silence was not stilled.”
. Arnost Lustig, “Darkness Casts No Shadow™"

This film about two boys fleeing a death transport — or rather about complete hu-
man degradation, humiliation, the animalistic fear of death, the force of power, dictatorship, and
ideology, as well as the desire for life and freedom — Démanty noci (Diamonds of the Night) is
one of those cinematic masterpieces that is not easily forgotten. Its forceful moments accumu-
late over time, never letting the viewer relax, just like the hunt for the main characters never lets
up. Shots overlap, stack, and multiply, leaving behind an indelible mark. Murmuring, whispering,
breathing. Breath, between sound and silence, the signal of life and the foreshadowing of death.
Rhythmically regular, fitfully pulsating. Terrifying ritual, disturbing hallucinations.

The film’s power can be attributed to director Jan Némec’s modernist concep-
tion — the film is structured around the blending of temporal levels, a complex shaping of the
characters, simple plot development, a lack of action, minimal dialogue, and the emphasis on
events beyond the film frame. These techniques are partially rooted in Arno$t Lustig’s short
story “Tma nema stin” (Darkness Casts No Shadow) on which the film is based, however, the

film achieves unprecedented originality mainly thanks to its (audio-)visual component.? Lust-

.

L 4 ig’s writing contains many descriptions and evocative settings, it is rich in visual details and
_ 2 P atmospheric compositions, yet the conversion into film language is an unparalleled achieve-
P ment. This is particularly due to the varied range of cinematographic techniques, methods,
i ‘.h,:i and ideas employed by cameraman Jaroslav Kucera, who maintains perfect control over the
P X cinematic medium, the fictional world of the film, and the audience.® The unforgettable breath-
g | ing certainly does not belong only to the characters, there is also the breathing of the image,
'\.: (specifically) of the film material itself. The image, its lines, abstract patterns, textures, struc-
£8
r‘.-¢. |
. & 1 Arnost Lustig, Darkness Throws no Shadow. In: Lustig, Diamonds in the Night.
553, Prague: Artia 1962 (translation by Iris Urwin), p. 178. NOTE: All quotations from the story
, & “Darkness Casts No Shadow” are taken from this publication. There is also an expanded
& version of the story published separately as a stand-alone story/novel, in (a different) English
& translation: Amost Lustig, Darkness Casts No Shadow. Evanston: Northwestern University
| Press 1985 (translation by Jeanne Némcova).
° 2 Jifi Cieslar even labeled Diamonds of the Night as “pure film”. Jifi Cieslar, Snové
télo Démant noci. In: Cieslar, Kocky na Atalanté. Praha: NAMU 2003, p. 446.
t 3 The second camera, as well as the independent shooting of some scenes, was

& ' i b q“ . taken on by Miroslav Ondficek, assisted by Ivan Vojnar.
h T8 o)



tures, spaces, surfaces, and contours, its grains and its frame, are constantly pulsating, gently
shaking, inhaling and exhaling. The rhythm of breath, heartbeats, and the boy’s flight through
the landscape is dramatically composed by the sophisticated and precise editing of Miroslav
Hajek, “a virtuoso of the frame”.* The precisely timed pace of the images further accentuates
the characters’ surroundings, which are muddy, dirty, slippery, or covered with dust.>

The camera is not just a tool of observation, an instrument of the gaze watching
this struggle for life, but also one of the film’s protagonists: it does not pursue, but is rather
pursued; it does not record, but rather participates. Intense close-ups, extreme proximity. The
film strip is not only a witness, but also the “skin” of the filmic body, a highly (light-)sensitive
medium, into which all the fear, exhaustion, and panic of their experience is inscribed. This
anthropomorphisation of the camera completely eliminates any space between the viewer
and the story, any critical distance, any space for empathy. Instead, the viewers are “sewn”
into the story, getting out of breath and disoriented together with the characters, subject to
the claustrophobia of this absurd situation, of time and space.

Supported by the film’s distinctive sound component (supplied by Frantisek Cech
and Bohumir Brunclik), which often accentuates the sound of breathing, the breath of the
characters and the breath of the film material merge, creating a harmony, a polyphony that
synthesises the absurdly escalated dualities, paradoxes, and ambiguities that arise especially
at times of madness. The impressive personalisation of the technical means together with
the unusual awakening of worn down film characters thus give rise to a profound tension
between corporeality and disembodiment both in the diegetic world and beyond it. Murmur-
ing, whispering, breathing. Rhythmically regular, fitfully pulsating. The extreme evocation and
authenticity of experience is not only the result of the well thought out and functionally struc-
tured camera operations (e.g., the shaking camera that follows the characters in great detail
as they run through the forest or the long static shots that allow insight into the characters’
progressively fading past), but is the product of highly conceptual creative work on all levels:
from the choice of film stock to the lighting to the post-production effects. The austere image
that documents the story is increasingly disrupted, questioned, stylized, and formalized; the
textures and the film material itself increasingly emerge from the image. The initially realistic
story takes on hallucinatory dimensions, its fictional world falls apart, as do any ethical limi-
tations. Terrifying ritual, disturbing hallucinations.

Paradoxically, one of the film’s main atmospheric and narrative means is colour,
even though it was shot in black and white. Kucera perceived black-and-white film stock as
“colourful” material, whose colour is only eliminated by the grayscale. He considered black-

4 Jifi Cieslar, Kdyz si film zatne o néco fikat: Rozhovor s Janem Némcem. In: Cies-
lar, Kocky na Atalanté. Praha: NAMU 2003, p. 461.
5 Loosely based on various descriptions of the characters’ surroundings in the

story “Darkness Casts No Shadow”. Lustig, Darkness Throws no Shadow.

and-white film to be an (extremely) stylised variant of colour film, a variant that is always
aesthetic and aestheticised. In both the individual photographic images as well as in the
overall conception of the film’s visual component, stark black and white surfaces regularly
alternate, while shades of gray are significantly reduced.® The image is ultimately dominated
by a deep blackness, similar to the time period it depicts. “Is everything lost in the dark?””

The two narrative levels, the real and the unreal, are governed by completely
different pictorial and chromatic concepts. The escape scenes were filmed without artificial
lighting on Ultrarapid stock, a highly sensitive, coarse-grained film material typically used for
news reporting, and the negative was processed using special developers. The image there-
fore has very high contrast, allowing it to reflect the darkness of the forest and to achieve
a certain plasticity, a haptic quality. Contemporary criticism comments on the raw, almost
documentary quality of the image: “The raw photography evokes an impression of authen-
ticity, such that the viewer has the impression that he is watching a compilation film, edited
together from various pieces of documentary footage.”®

The film’s sense of dynamism and naturalism was enhanced by Miroslav
Ondfricek, who in some ways served to counterbalance Kucera’s aestheticism. The preva-
lence of dark spaces emphasises the dramatic nature of the situation as it steadily intensifies,
attaching itself to the heroes and pulling them into its centre. “Death was like a quagmire
now.”® When operating on the level of dreams, visions, and memories, the image loses its
strong contrasts and sharp contours due to the use of positive or expired stock, which adds
emphasis to bright, illuminated areas — which in turn results in a reduced sense of drama,
inducing a suggestive feeling of warmth that also approaches the faded, vague nature of
memories and deviated states of consciousness, but which offer no consolation.

This erasure of bright lines and disruption of the illusion of three-dimensionality
creates a feeling whereby objects lose their relevance, reality and its traces disappear, and
the image transforms into a mere interplay of geometric structures with minimal differences.
The cameraman’s son, Stépan Kugera, has drawn attention to the specific spatial construc-
tion of these dream images, in which the two-dimensional spatial composition or, conversely,
depth and perspective are alternatively emphasized. Either way, movement within the images
is minimised (in contrast to the nervous and hurried movements of the escape scenes), and

6 This black-and-white stylisation actually anticipates his later structural and ma-
terial film experiments — multivalent counterpoints, the sharp alternation between two story
levels, and the contrasts within individual scenes and images function almost like “flicker
effects” in underscoring the perception that they constantly betray.

7 The opening epigraph to “Darkness Casts No Shadow”. Lustig, Darkness Throws
no Shadow, p. 108. )
8 Ivan Bonko, Uték do tmy. Prdce, 2 October 1964.

9 Lustig, Darkness Throws no Shadow, p. 143.



“architectural fragments are composed like creative still lifes, whose relevance to the figures
is out of balance.”'® The shots of decrepit buildings and crumbling plaster further contribute
to this impression of a fading reality. The feelings of ambiguity and uncertainty are supported
by means of an experimental use of sound that works with actual noises of the city. Anxiety
once again returns to the image. Neither remembrance nor illusion offer salvation.

The pictorial reflection of a disintegrating reality, which seems to release us from
the force of gravity, is even more powerful in scenes where it is also accompanied by a disin-
tegration of temporality, just as the main heroes have “lost all sense of time”."" Fundamental
to this deformation of the temporal plane — the deformation of linearity and causality being
just one of its components — is the film’s work with luminosity, reflections, and illumination as
specific formal elements inherent to the visible and coloured objects. Cinematographer Henri
Alekan has described the duality of “light” thus: while direct, cosmic light escapes our power
and always carries with it a temporal determination, light that is by contrast artificial, indi-
rect, and diffused eliminates time and results in a suspension of the perception of temporal
structures. The escape scenes employ direct and modulating light that possesses temporal
qualities, such as that described by Alekan in his book Des Lumiéres et des ombres (Of Lights
and Shadows): “in their form, position, and density, the depicted shadows become a materi-
alisation of temporal data that allows us to perceive the abstract dimension of its flow.”'? By
contrast, in the dream scenes, Kucera uses diffused light, which lacks a clear source (though
presumably located within the space), which brings them closer to timelessness. Darkness or
light, which casts no shadow; the only shadows are the boys’ bodies.

The sense of timelessness is also amplified by temporal disorientation, the al-
ternation between the present and the past, reality and imagination, presence and absence,
movement and immobility. “He’d got to kill her. Everything else died away within him. (...)
He felt dizzy. His eyes fell on the table with its red linen cloth with a white fringe. But he saw
the rest of the room too. Chairs with square carved backs. A blue dresser with yellow mugs
and a bread tin. A china coffee mill hung up on the wall, with a wooden handle. His head was
reeling. The only thing he could hang on to was the stick and the thought that he was going
to kill her.”™® The famous scene from Diamonds of the Night in which a woman is (possibly)
killed was shot with a handheld camera, the action was repeated and re-filmed several times

10 Stépan Kugera, Porovndni obrazové koncepce v hraném a dokumentérnim filmu.
Magisterska diplomova prace. Praha: FAMU 1995, p. 8.

1 Lustig, Diamonds in the Night, p. 178.

12 Henri Alekan, Des Lumiéres et des ombres. Quotation translated from the Czech

translation of the original in the bachelor’s thesis: Marek Loskot, Koncepce svétla v knize
Henriho Alekana O svétlech a stinech. Bakalarska diplomova prace. Brno: Masarykova uni-
verzita 2009, p. 44.

13 Lustig, Darkness Throws no Shadow, p. 152.

with minor shifts and is intercut with shots of the nearly static protagonist and images of
the interior. Movement (or the lack thereof) and the collage technique are thus transmitted
to the narrative plane and underpin the (non-)linearity of the narration — fragments of the
present, the past, and the (hypothetical) future can be assembled in a non-traditional fashion,
not necessarily according to chronological or causal links. Individual shots become multiva-
lent representations, inviting associations, moving away from reality and returning back to it
through the subjective response of the viewer. The denial of natural motion due to the film’s
collage-like form, the repetitive nature of the sequences, and the destruction of narrative
linearity constantly unsettle the viewer while at the same time opening up a space for imag-
ination that allows for the necessary reconsolidation.

This film, which communicates subliminally through a distinct and constantly
accentuated materiality, and the level of audio-visual mastery that it achieves without be-
coming a flamboyant, emptied gesture or ornament, is a very powerful, raw, authentic but at
the same time aesthetically sensitive spectacle — very risky material for restoration. Its breath
could be suffocated. The subtle shimmering, the hardly perceptible differences, the relation-
ships between surface and depth, or light and darkness, are so fragile that even some prints
made from the original film material have managed to wipe them away, thereby weakening
the film’s overall impression. Fortunately, this is not the case with this digitisation: the open
ending points to immortality rather than death, the breath of the image has been preserved,
as well as its murmuring, its whispering, its regular and fitful rhythms, its terrifying ritual and
its disturbing hallucinations.

Katefina Svatoiova
film theorist



JAN NEMEC’S JOURNEY
TO DIAMONDS OF THE NIGHT

Jan Némec (July 12, 1936 — March 18, 2016) took a somewhat indirect path to
film. He did go to the cinema regularly as a grammar school student in Prague during the
mid-1950s, then capital of the Czechoslovak “people’s republic”, but he also performed in
the theatre and played clarinet in jam sessions with Jan Konopdasek, Rudolf DaSek, and Jan
Hammer Jr. At that time, he was primarily leaning towards study at the musical conservatory.!
However, these musicians also advised him on the possibility of studying at the Prague film
academy FAMU, which did not care that his grammar school had not recommended him for
secondary education. In September 1954 he was admitted to the directing department as
part of the class led by well-known poet of Czech cinema Vaclav KrSka, whom Némec later
assisted on the films Z mého Zivota (From My Life, 1955) and Dalibor (1956).

None of Némec’s film exercises from his first year of study (1954/1955) have been
preserved. The first of these was shot on 16mm stock on the topic of “morning in the street”.
In his memoirs, he recalls: “Other students mostly filmed milkmen and street sweepers, but
| made a film about how a young lady wakes up in the morning and takes her dog out for a
walk in front of her building. The dog poops and then a man running to catch the bus steps in
it and slips. The bus drives off and he is angry. The lady goes back to sleep. | remember the
commission said to me, ‘Well, Mr. Némec, you're starting with a film about shit. We’re curious to
see how you will develop from here’.”? He shot his second film Lehce, levné, pohodiné (Lightly,
Cheaply, Comfortably) together with cameraman Ivan Karel, also on 16mm. It was about a driver
who throws a hitchhiker out of his car and then later loses a wheel as a sort of punishment. The
film’s generally ironic mode was underscored by the introductory title card, which replicated
that of standard feature films in national distribution: “Czechoslovak State Film presents...”.

In his second year at FAMU (1955/1956), he made the documentary film 500.000
litri (500,000 Litres) on 35mm. Némec recalls: “I was generally praised for that one. It was
about collecting milk and transporting it to Prague in the morning. | had to get up at one
o’clock in the morning and drive off with those delivery cars. Back then there was little film
material at our disposal, though. Otherwise, it could have been made much more interesting-
ly. My model was Harry Watt’s famous film Night Mail, | was intrigued by the half-light and
the objects and sounds in it.”3 At that time, he also financially supported himself by filming
weddings on 8mm stock — a practice he returned to during his time in the US in the 1980s,
then shooting on video. During his studies, he also made a living by working as an assistant to

1 From an interview with Jan Némec conducted by the author on 15 May 2012.
2 From an interview with Jan Némec conducted by the author on 6 September 2012.
3 Ibid.

directors at the Barrandov studios and performing in their films. He earned additional money
writing screenplays for instructional films with titles such as Predepjaty beton (Pre-stressed
Concrete) and Paletizace v textilnim primyslu (Palletisation in the Textile Industry), mostly for
Propagfilm, the commissioning department of the Kratky film (Short Film) studio.

During his third year at FAMU (1956/1957) Némec ran into a conflict when
Borivoj Zeman replaced Krska as head of the directing class. For his studio exercise, Némec
had decided to make an adaptation of Polish existential writer Marek Htasko’s short story
“Najswietsze stowa naszego zycia” (The Most Holy Word of Our Lives) from the 1956 collec-
tion Pierwszy krok v chmurach (First Step in the Clouds). Zeman, however, did not initially
want to approve the film, whose story of a Polish “whore” he considered immoral. He eventu-
ally agreed, but conflict arose again when Némec filmed the opening scene as a long take of
naked lovers in bed. Zeman suggested that he be expelled from the school for this, and also
because Némec publicly stated that Zeman’s films say nothing to him in terms of filmmaking
and that they could only ruin his taste.* Némec never finished this film.

Vaclav Wasserman, a veteran of the pre-war Czech cinema, was subsequently
assigned as Némec's pedagogical mentor and oversaw his work on the film Sousto (A Loaf
of Bread, 1960). Némec's initial plan for his graduating film was called Cekdni (Waiting), an
adaptation of Arnost Lustig’s short story “Zare ptilno¢niho slunce” (Morning till Evening) from
the collection Ulice ztracenych bratri (Street of Lost Brothers). This film about parents wait-
ing in vain for their son, who had died in the Holocaust, was meant to occupy an uncertain
position between reality, dreams, and hallucinations, as well as between present and past.
This was meant to be conveyed, for example, in the interplay of sound motifs among all the
narrative levels. Here we can also see Némec'’s orientation on literature with powerful themes
(which also included William Faulkner, Ernest Hemingway, and Robinson Jeffers) as well as
his inspiration from the pictorial asceticism and sophisticated work with sound in Bresson’s
film Un condamné a mort s’est échappé ou Le vent souffle ot il veut (A Man Escaped, 1955).
At that time, however, Otakar Vavra was appointed as new head of the department, and
according to Némec, he rejected the film due to its pessimistic subject. So, Némec decided
to adapt another story by his older friend Lustig, “Druhé kolo” (The Second Round) from the
collection Démanty noci (Diamonds in the Night). This works tells the story of three boys (the
Great Bear, the Marquis, and the “little fellow”) aboard a death transport, which has been
waiting with them at the train station for three days. They decide to steal a loaf of bread
from a wagon on a side track, which is guarded by a German soldier who had shot two other
“thieves” the day before. The film smoothly blends moral and existential themes in an exper-
imental form that employs stream of consciousness and alternates between direct, impulsive
dialogues and commentary from the omniscient narrator.

4 See the documentary portrait of Jan Némec from the series Zlatd Sedesatd (The
Golden Sixties) made by Martin Sulik in 2009.



Screenwriter and director Némec omitted from the story the plotline about the
“fellows with sidecurls”, who eventually seize the bread instead of the boys, and concen-
trated instead on the atmosphere of feverish tension involved in planning the operation and
stealing the loaf of bread in less than sixty seconds. The film opens with a shot of train cars
loaded with bread on a dead-end track with the footsteps of a guard on the soundtrack. From
here the camera pans to three boys hiding under the car and counting the time the guard
needs to circle around the cars. The presentation of the counting is notable for the low-angle
shot under the car and the close-ups of the three boys’ faces, while on another layer of the
soundtrack the steps of a German patrol and the soldier’s dialogue are also heard, accompa-
nied by the sound of shooting. These noises are apparently just part of the boy’s retrospective
thoughts about how the two people were shot while trying to steal bread the day before.
Then comes the operation itself. Toma$, the boy chosen for the operation by a drawing of
lots (who is called the Great Bear in the story), manages to seize the bread, but on the return,
a soldier notices him and knocks him to the ground. However, the Marquis pulls him back
under the car after being knocked down (shot from a downward-tilting angle), while Tiny (the
“little fellow” in the story) takes the bread and hides it. The subjective images of stealing in
Prague and the vision of a conversation after the supposed failure of the action are omitted
from the story, and instead all attention is focused on the ongoing operation and the sounds
of Toma$’s counting. The ending is also fundamentally changed, whereby the boys get the
bread, allowing them to prepare for an escape from the transport. Tomas’s line “the time has
come — we leave tomorrow” can be thought of as a possible lead-in to the story of Némec’s
feature film, Diamonds of the Night (1964).

The work was awarded the Silver Rose of the Dutch Film League at the student
film festival Cinestud Amsterdam in 1960, one of the six main prizes at the 7th International
Short Film Festival Oberhausen in 1961, and honourable mentions at the Cannes International
Youth Film Meeting in 1961 and at the 10th Melbourne International Film Festival in 1962.

Némec then began working as an assistant director at the Barrandov Studios,
and before he got his first feature film, he was supposed to make two socialist realist films —
an adaptation of Lustig’s Zdpadni nddrazi (Western Railway Station) and Chut léta (The Taste
of Summer) from a screenplay by Eva Ledecka — none of which were actually executed. In
the meantime, he went off to basic military duty for a year in 1962, where made shots for the
Armddni filmovy zpravodaj (Army Film Newsletter) and created the compilation documentary
Pamét naseho dne (The Memory of Our Day) under the auspices of Ceskoslovensky armadni
film (Czechoslovak Army Film). In this documentary, he returned to the theme of war and
combined quite unknown archival images of the liberation of Bratislava, Zlin, Ostrava, Brno,
and Prague with shots of contemporary life in the same locations, with associative sounds of
shooting and grenade explosions. Likewise, the shots from the war are sometimes accompa-
nied with sounds of contemporary, peaceful life. For this film, he collaborated with composer
Jan Klusék and cameraman Jaromir Sofr, who filmed the new footage from the same or
similar positions as the shots in the archival material.

Soon after Némec returned from military service, he and Lustig submitted
the first draft of a literary screenplay for Diamonds of the Night to the production group
Smida—Fikar. The screenplay was subsequently taken over by Jan Prochazka in the produc-
tion group Svabik—Prochazka. Filming began a year later with Frantisek VI4Gil as supervisor.
With its sixty pages, Lustig’s story “Tma nema stin” (Darkness Casts No Shadow), which is
based on his own experience of escaping from a death transport is the second longest story
of the book Diamonds of the Night and is thus more similar to a novel.

The beginning of shooting was marked by a number of problems. The studio
refused to appoint Némec's former collaborator from A Loaf of Bread Jifi Sdmal to be the
film’s cinematographer, assigning Jaroslav Kucera instead, together with Miroslav Ondficek
as second cameraman. For a long time, the studio also refused to appoint Ester Krumbachova
as costume designer; eventually, though, she would have a profound influence on the final
form of the work. Kucera and Némec then had to negotiate with the film laboratories on the
possibilities for the visual stylisation they desired; they finally agreed to shoot on Ultrarapid
negative stock and to process it in a positive developer (Jamma 1,2) that would guarantee
a high-contrast image. Although most of the filming was done with a Cameflex hand-held
camera, it was also necessary to construct a 400-metre long track up a steep hill for the
opening tracking shot, which cost almost a third of the entire shooting budget. Filming itself
took place between 11 September and 13 December 1963. A major complication was creat-
ed by KuCera’s departure for a festival in Acapulco, with the consequence that OndFi¢ek had
to finish his work. After shooting wrapped in December, the originally intended editor Miroslav
Hajek, who was well-known at the time work on the films of Milo§ Forman and Véra Chyti-
lovd, was replaced by Jifina LukeSovd, who had been screened by the regime. Nevertheless,
Némec succeeded in getting Hajek reappointed and his contribution had a great impact on
the final form of the film.

The film was approved by the censor for distribution by the studio on 10 March
1964; however, the Ustredni ptjcovna filméi (Central Film Distribution) had second thoughts
and postponed the premiere until 25 September 1964, followed by only limited distribu-
tion in film clubs. While the film was under-appreciated at home, it was quite successful
abroad, winning the Mannheim Grand Prix for first documentary film feature (XIII. Interna-
tional Film Festival Mannheim 1964) and the International Critics’ Prize at the 1st Festival
of New Film in Pesaro in 1965. In 1966, Jaroslav Kucera also received recognition at the
VII. UNIATEC Congress in Prague for his unique use of the extremely long tracking shot in
rugged natural terrain and Miroslav Hajek was named Best Editor of the Year in a poll by
the British magazine Films and Filming. Némec became a famous director, even though his
second film, O slavnosti a hostech (A Report on the Party and Guests, 1966), had already
been banned by that time.

Jan Bernard
film historian



THE DIGITAL RESTORATION
OF DIAMONDS OF THE NIGHT

From the beginning, the intention of the digital restoration of Diamonds of the
Night was to return the film to a form that was as close as possible to what viewers would
have seen in the cinema at the time of its premiere in 1964. From a technical point of view,
Diamonds of the Night is a very unique and innovative film: not only does it employ photo-
graphic distortion of the image, but also it combines several types of film material. It was the
task of the restoration team to respect the experimental and diverse nature of the original
work and to retain this in digital form.

The Narodni filmovy archiv (NFA) maintains the original negative of the image
and sound, a duplicate positive, and five combined prints from various periods. The original
negative of the image was chosen as source material for the digitisation, since it was the old-
est material and therefore had the best photographic quality. It is preserved on acetate-based
black and white Agfa Ultrarapid, Kodak, and occasionally also Gevaert Belgium film stock. In
addition to the camera negative, the original negative also contains embedded portions of the
duplicate negative on Kodak stock. The original negative has wear along its entire length, is
in quite dirty condition, and suffers from substantial mechanical damage. In addition, multiple
reels are missing segments several frames in length.

As the original negative was the main source for the digitisation of the image, it
was necessary to adjust the brightness of the image according to a selected reference print,
so that it matched the character of the distribution prints. For this purpose, we selected the
highest-quality, laboratory-processed original distribution print on Agfa material, the type of
film it was distributed on during its initial release.

The source material for the image was scanned on a FilmLight Northlight 2 de-
vice in 4K resolution. Due to the variety of film stock contained in the original negative, it was
necessary to constantly alter the scanner’s parameter settings in order to capture the max-
imum dynamic range of each image. Then, luminance adjustments and tonal grading of the
digitised data was carried out according to the concurrently projected 35mm reference print
with the help of the FilmLight Baselight system. In the colour correction process, we sought
to retain the original character of the reference print, including the inconsistent luminance
and tonal characteristics of the film image that resulted from the filmmakers’ intentionally
non-standard approach to working with the film material and processing it in the laboratory.

Damaged portions of the image were removed first by means of automatic pro-
cessing and subsequently by manual retouching. In the spirit of our conservative approach to
restoration, we decided to remove traces left by time and usage, but not defects and imper-
fections that reflect the limitations of the period when the film was made or that result from
the technology used to make it. Such artefacts that we have left in the film include elements
that were created during filming or laboratory processing, which are evidence of contem-

porary technology and creative practices of the time. These typically include the cue marks
for projectionists stamped onto the negative at the end of each reel, as well as elements
resulting from non-standard creative work with the film material, such as the high contrast
and graininess of some shots or the non-uniform character of the image. By contrast, all the
damage caused by the film’s wear and aging was removed, such as dirt and mechanical
defects (e.g. lines, scratches, pressure marks from the sprocket roller); a more demanding
operation was the retouching of sections where blank frames were used for splicing or per-
foration repair. At the same time, we employed automatic image stabilisation and a gentle
deflickering process for the whole length of the film. Image stabilisation was only used to
compensate for instability caused by shrinkage of the material due to aging or when parts of
the film with splices had difficulty passing through the scanner. Otherwise, we left instability
intact when it was clearly the result of production technology or laboratory processing.

The original sound negative was selected for the digitisation of the sound. The
sound track of the negative was in good condition for the whole length of the film and suf-
fered minimal mechanical damage. The transfer to digital was done on a Sondor Resonances
scanner. As with the image, the intention of the sound restoration was to provide the contem-
porary viewer with an experience analogous to that of a viewer from the time of the film’s
release, despite the differing technological conditions. Therefore, we used an academic filter
to transfer the sound in accordance with 1960s standards and noise reduction was applied
to reach the volume level that would match what it likely would have been at the time of the
film’s premiere. When retouching the sound, defects caused by the wear and aging of the film
material such as cracking or popping have been removed. Final frequency and dynamic ad-
justments were made in a mixing studio according to Dolby Room standards, and the overall
recording was modified to the parameters of the contemporary sound reproduction chain to
simulate the historic acoustic conditions of the cinemas from the period of the film’s release.

Image and sound were subsequently joined together and synchronised, and then
supplemented with metadata detailing the individual stages of our intervention. Finally, the
end products (DCP and HD master) were secured in the NFA digital archive system.

Note:
The restoration was carried out in 2018 under the supervision of the Narodni
filmovy archiv, Prague, in the studios of Universal Productions Partners and Soundsquare.

Tereza Frodlova
film restorer



PERIOD PRESS REACTIONS

A. J. Liehm, Mimoradny debut [An Exceptional

Debut]. Divadelni a filimové noviny 8, 1964,

no. 3, p. 6.
Without question, Némec belongs to that group of artists, for whom the work of art is not
simply a vehicle for an idea or a thesis, but an end unto itself, a subtle meshing of dream and
reality in which the viewer must find his or her own points of contact. It is not so long ago
that we not only denied such art the label “socialist”, but the very right to even exist within
socialist cinema.

Jifi JanousSek, Démanty noci [Diamonds of the
Night]. TvarF1, 1964, no. 8, p. 33.
For me, and probably for most people in their 20s, Diamonds of the Nightis the most shocking
film about war, likely because there are no stomping boots, no roaring tanks, and no SS men,
and yet the film (cleansed of all that racket) reveals and preserves the most devastating
consequences of war — and of every time period that creates the right conditions for the
existence of evil.

Petr Kral, Filmova skutec¢nost a skute¢nost

snu [Film Reality and the Reality of Dreams].

Divadio 16, 1965, no. 1, pp. 34-40.
Film poetry, more than any other realm of poetry, demands that a person be ripped from his
axis by a dream and inclined towards “concrete irrationality” if the film is to be a truly lyrical
deed. (...) With Némec, even the most extreme visions — from whose hidden treasure troves
the filmic composition is endowed with dreams and the subconscious — do not merely fulfil
a therapeutic function in the psychoanalytic sense, but their lyrical design is also able to
provide us with profound inner enrichment ...

Jaromil Jire§, Ku¢erovy Démanty noci [Dia-

monds of the Night]. Divadio 16, 1965, no. 2,

pp- 70-72.
KuCera’s camera has become the most important actor, invisible but seeing, a subject that
bears witness to reality and dreams in extremely vital situations. It must testify on behalf of
the boys, accentuating each of their gestures, and see things through their eyes in constant,
monotonous repetition. (...) In the resulting film, it is clear that the cameraman delivered
immensely valuable material to work with in the editing room.

Gene Moskowitz, Demanty Noci. Variety,

5 August 1964.
This film is more a study of mood and atmosphere (...) than a forthright story production. (...)
Picture also shows Western influences in mixing two levels of time during the boys’ attempt
to escape to freedom. They are reduced to primitivism and pic does not spare their bruises,
fears and hurts in sharp scenes that display their inner feelings. (...) A definite talent, pictorial
flair and narrative power are unveiled with this first pic by Nemec. He should be heard from
at future festivals.

Philippe Haudiquet, Un film d’avant garde:

Les diamants de la nuit [An Avant Garde Film:

Diamonds of the Night]. Image et son, 1965,

no. 186, p. 31.
With a director like Némec, the framing, camera angles, choice of lenses, and the use of
sound have the effect that the viewer, without noticing, does not perceive those old men as
mere beings, but rather as monsters, crooked and predatory. Diamonds of the Night is not
just a testament to high aesthetic ambition, it is a work that is new, rich, and complex, a work
that is at this moment utterly unique.

Luc Moullet, Contingent 65 1 A. Cahiers du

cinéma, 1965, no. 166/167, pp. 60, 62.
From this story of two adolescents fleeing their German occupiers, that is, a story of suffering
in war, Jan Némec has created a stylistic exercise (which is already suspicious) lacking
any trace of humanity. (...) In fact, (...) what we see is the purely animal consciousness of
two dolts who do not even know how to breathe while running, fall into the hands of their
enemies due to their own foolishness. They only care about gratifying their own instincts and
their heads contain nothing but two or three obsessive ideas, thoughts, or memories. (...)
Ultimately, the viewer is rewarded, but I'm sorry to see that a people’s democracy is financing
such reactionary films by would-be aesthetes, who do not put any human or social value into
them. Fortunately, we still have Milo§ Forman.



FROM INTERVIEWS WITH THE DIRECTOR

Dusan Cerny, Nataceji se Démanty noci. Rozho-
vor s Janem Némcem [Diamonds of the Night is
Being Filmed. Interview with Jan Némec]. Prace,
12 January 1964, p. 5.
What draws me to Lustig? (...) He is interested in people in extreme situations, standing in
the face of death, hunger, and utmost physical strain. Or in those brief moments, in which a
person must make decisions with lifelong effects. Basically, a person’s struggle for dignity,
for existence.

Agata Pilatova, Nad prvnim filmem. S rezisérem

Janem Némcem o osameéni, nutnosti zapasu

a ,,Démantech noci“ [On His First Film. Jan Né-

mec on Loneliness, the Need to Struggle, and

Diamonds of the Night]. Kino 19, 1964, no. 3, p. 2.
| deliberately tried to suppress all elements that would situate the story in time and place.
| wanted to contemplate the fate of contemporary humanity. The story is just a means to
achieve this contemplation. (...) There is no point in making a film today about how fascists
were evil and how people suffered. This has been said so many times already. (...) Cruelty
and restraint, condemning a person to loneliness and casting them out — this also exists
elsewhere and in other times. (...) If things are arranged differently, [Lustig’s] scheme takes
on a slightly different meaning. It is not just about wandering and getting lost in the forest, but
wandering and getting lost in life itself.

Martin Broz, O Démantech noci s Janem Némcem

[Talking about Diamonds of the Night with Jan Né&-

mec]. Film a doba 10, 1964, no. 7, pp. 365-366.
| wanted to create my own filmic space and time. | wasn’t trying to capture reality a la cinéma
vérité, but to create a completely new reality, which does not actually even exist outside the
film. (...) So, the film does not have flashbacks to the past or visions of the future (...), but
only one storyline and one emotional plane that arises from the continuous linking of these
positions. (...) In some shots from the subconscious, | placed inanimate things on the same
level as people, for example, in the case of the visions of home: a street, a staircase, a door,
a bell, and a lock, whereby one just needs to turn the key and enter the home. (...) | tried to
achieve a composition of themes and motifs that gradually recur, but are qualitatively altered.
And it is precisely this principle of repetition that is inherent in music. (...) Pure film — and this
is what | am striving for — should be interpretable purely on its own terms: it should have its
own aesthetics and poetics.

COMMENTS FROM ARTISTIC CONTEMPORARIES

Pavel Juracek:
In recent years, there have been several films from around the world — and there are more
and more of them — which resemble literature in this sense. They use metaphors for commu-
nication. (...) This film is typical of this type of new film language. For that reason, | see the
future in it, because films like this become more understandable in an international sense.

Véra Chytilova:
This film was not about cinéma vérité or a documentary approach at all. It is strictly stylised
in terms of the visual image, as well as technically and dramaturgically (...) [T]here is a story,
but the creator’s main goal is to present something that is not a story. This is why it develops
the way it does. It is a treatise on anxiety and human stupidity.

Ivan Passer:
For me, the reality of the film is the reality of dreams (...) from the interplay between the
cameraman and the director, the film achieves its own dream logic. (...) There are scenes |
have already forgotten. But there are also scenes that | will not forget for a long time, just
like | remember dreams from when | was ten. Although it was a terrible dream, | am grateful
to the filmmakers for it.

Milos Forman:
In my view, the vast majority of films about fascism that I've seen are gangster movies, films
about something that never existed the way it is now being passed down. (...) From this point
of view, Diamonds of the Night is the most truthful film about fascism.

Arnost Lustig:
One of the lessons that the young generation has taken away from the fascist period {(...) is
the fantastic, absurd lesson that the human race is actually the only race of creatures on the
planet that is capable of consciously destroying itself. (...) For me, this film has something
utterly new that | have never seen elsewhere in cinema.

Quoted from:
Svaz €s. divadelnich a filmovych umélch [Association of Czechoslovak Theatrical and Film
Artists] — Film Folder. Diskuse o filmu Josefa (sic!) Némce ,Démanty noci“. [A discussion of
Josef (sic!) Némec’s film “Diamonds of the Night”]. Jan Svoboda’s personal archive.



DIAMONDS OF THE NIGHT

director Jan Némec

assistant director Hynek Bocan

story Arnost Lustig (short story “Tma nema stin”
[Darkness Casts No Shadow])

screenplay Arnost Lustig, Jan Némec

cinematography Jaroslav Kucera, Miroslav Ondficek

camera assistants Petr Cech, Ivan Vojnér

editor Miroslav Hajek

set design Oldrich Bosak

make-up Vladimir Petfina, FrantiSek Pfihoda

costume design Ester Krumbachova

sound Frantisek Cerny, Bohumir Brunclik (sound effects)

production Filmové studio Barrandov

cast Ladislav Jansky (the first boy), Antonin Kumbera

(the second boy; dialogue spoken by Vladimir Pucholt),
lise Bischofova (country woman), August Bischof
(farmer), lvan Asi¢ (young SS man), Jan Riha

(young SS man) et al.

Czechoslovakia ® 1964 ¢ 67 min. ® 35 mm ¢ b/w ¢ 1.37:1
sound ¢ premiere 25. 9. 1964

Diamonds of the Night is a drama that plays out on the border between life and death.
In a naturalistic way, it captures the states of tiredness, anxiety, hunger, and peril by two
Jewish youths who have escaped from a death transport. The images of the flight of these
psychologically and physically exhausted men are interspersed with associative retrospec-
tive visions, dreams, and hallucinations that present the subjective perception of both pro-
tagonists. This free adaptation of Arnost Lustig short story “Darkness Casts No Shadow”
launched the career of Jan Némec (then aged 28), one of the most original Czech filmmak-
ers of the 1960s.

EXTRAS

A Loaf of Bread
director: Jan Némec e story: Arnost Lustig (short story “Druhé kolo” [The Second Round])
« screenplay: Eva Limanové, Jan Némec  cinematography: Jiii Samal e set design: Jan
Pacék ¢ costume design: Riizena Adamcova e editor: Josef Dobrichovsky ® music: Johann
Sebastian Bach ¢ production: Studio FAMU e cast: Ivan Ren¢ (prisoner), Jan BartiiSek (pris-
oner), Oldfich Blaha (prisoner)

Czechoslovakia ® 1960 ® 12 min. ® 35 mm ® b/w e 1.37:1

At the end of World War |1, a train loaded with concentration camp prisoners is standing at the
station. Three desperate men come up with a plan to steal bread from a nearby train car, for
which they have exactly sixty seconds. Némec’s debut short film achieves its effect through
the terrifying incongruity between the infinitely short window of time for capturing bread and
the perpetual threat of death.

Note:
This film was part of an exercise for FAMU students to mark the 15th anniversary of the end
of World War IlI.

Army Film NeV\(sIetter
director: Jan Némec e production: Ceskoslovensky armadni film

Czechoslovakia ® 1962 ® 12 min. (six segments) ® 35 mm e b/w e 1.37:1

As part of his basic military service, Némec was transferred to the Ceskoslovensky
arméadni film (Czechoslovak Army Film) in the winter of 1961, where he shot segments
for the fortnightly Army Film Newsletter, among other things. Here, we present a selection
of segments from issues 9 and 12, in whose credits Némec is listed as director. The
segments from no. 9 — Potdpécskd souprava (Scuba Diving Set), Vystava malife Trnky (An
Exhibition of the Painter Trnka), and Zdvod v twistu (A Twist Competition) — were created
by Némec himself. As for the segments from no. 12 — Technickd opravna tankového
pluku (The Technical Repair Service of the Tank Regiment), Vyzkumny automobilovy ustav
(The Automotive Research Institute), and Dopravni prostredky v ciziné (Vehicles Abroad) —
Némec was more of a supervisor.



The Memory of Our Day
director: Jan Némec -vcinematography: Jaromir Sofr e music: Jan Klusak e editor: Zdenék
Stehlik e production: Ceskoslovensky armadni film

Gzechoslovakia ® 1962 ® 9 min. ¢ 35 mm e b/w ¢ 1.37:1

Némec also created a compilation documentary for Czechoslovak Army Film that combines
shots from the end of World War Il with images of contemporary life. Just as with Diamonds
of the Night, however, the images of war are not rooted in a specific time, and even the
present is not always as idyllic as it might seem. Thus, what was to be a devotional tribute
to the Soviet Army for the liberation of Czechoslovakia becomes a troubling statement on the
eminent threat of war.

Red Coffin
direction, story, and screenplay: Jan Némec ¢ cinematography: Jifi Kadarika e editor:
Miroslav Hajek ® music: Ladislav Staidl e sound: Adolf Réhm e singing: Karel Gott * song
lyrics: Ester Krumbachova  production: Ceskoslovenska televize — Televizni filmové tvorba

Czechoslovakia ® 1968 @ 3 min. ® 35 mm e b/w ¢ 1.37:1

The pop icon Karel Gott appears in a setting vaguely reminiscent of the graveyard scene in
Diamonds of the Night, and sings in remembrance of his dead love in a black dress. However,
the grim, graveyard atmosphere that accompanies his choreographed rendition of the song
“Red Coffin” awakens to a sense of mocking euphoria.

Note:

This video clip comes from Némec’s television film Cas slunce a riiz/ (A Time of Sun and
Roses, 1968), which is comprised of filmed renditions of Karel Gott’s songs without any sort
of connecting action.

A Sound Film About FAMU
direction and screenplay: Angelika Hanauerova e cinematography: Bohumir Durcak
music: Josef Ceremuga e sound: Gustav Houdek e editor: Ludvik Pavlicek ¢ narrator: Josef
Abrham e production: Kratky film Praha e appearing: A. M. Brousil, Juraj Jakubisko, Pavel
Juracek, Jan Némec, Otakar Vavra et al.

Czechoslovakia ® 1969 25 min. ¢ 35 mm e b/w e 1.37:1
A documentary portrait of the Prague Film School at the end of its most famous era. Pavel

Juracek, Jan Némec, and others offer more or less serious advice and recommendations to
younger colleagues.

Hatred

director: Hynek Bocan e story: Jan Drda (short story “Nendvist” [Hatred]) e screenplay:
Vladimir Goldmann, Antonin MéSa e cinematography: Piro Milkani e set design: Milan Ne-
jedly » make-up: Jifi Simon e editor: Ludvik Pavlicek » sound: Oldrich Tichy e professional
advisor: Alois Bica  production: Studio FAMU e cast: Bohu$ Zahorsky (office worker Véclav
Babanek), Miroslav Nohynek (student VaSek, Babanek’s son), Alexandr Postler (Tonda, VaSek’s
classmate), Petr Kostka (Karel, Vasek’s classmate), Martin Riizek (office worker Tomek), Bo-
humil Bezou$ka (former sergeant Lojza Mréazek), Eduard Dubsky (lieutenant), Jan Skopecek
(man with rifle), Jifi Smutny (man from the Gestapo), Josef Koza (owner of a shooting range,
Josef Kozel), Zdenék Rehof (office worker Urbanek), Viola Zinkova (Tomkova), Jifi Stibr (young
man with rifle), Jan Neumayer (man in helmet)

Czechoslovakia ® 1960 e 23 min. ® 35 mm e b/w ¢ 1.37:1

In the wake of the assassination of Reichsprotektor Reinhard Heydrich, occupied Prague is
experiencing its most difficult moments. The student VaSek also falls prey to the repressive
atmosphere when he is denounced to the Gestapo for telling a joke about the hard-working
German nation. His father, a worn-out and cautious office worker named Babanek, paradox-
ically sets out to save him. The somewhat clichéd theme of an outsider who rises up against
the malevolence of the majority is enhanced by expertly constructed tense moods in the
decisive scenes as well as by its subtle parallels to the 1950s.

Note:

Like Némec’s A Loaf of Bread, this film was part of an exercise for FAMU students to
mark the 15th anniversary of the end of World War II. It was distributed together with the
other “anniversary” films Hlida¢ dynamitu (The Dynamite Watcher; Zdenék Sirovy, 1960)



and Stopy (Footsteps; Jaromil Jire$, 1960) under the collective title of The Dynamite
Watcher (1963). Director Hynek Bocan later collaborated on the Diamonds of Night as
an assistant director.

Railway Workers
director: Evald Schorm e cinematography: Jan Spata e music: Jan Klusak ¢ sound: Anto-
nin Kleisner  editor: Josef Pejsar ¢ narration: Dana Medficka, Richard Honzovi¢ ¢ produ-
ction: Kratky film Praha

Gzechoslovakia ® 1963 @ 13 min. ® 35 mm e colour @ 1.37:1

This reputable lyrical documentary by Evald Schorm examines the everyday labour of railway
workers on the tracks. The workers’ routine is rendered poetic by means of off-centre close-
ups of their faces, the photogenic quality of fire and smoke, and Jan Klusak’s gentle musical
accompaniment. The female narration, which supplies a dimension of inner experience to the
work process, also plays a crucial role.

Note:
One of the railway workers is Antonin Kumbera, whom Némec chose for the main role in
Diamonds of the Night immediately after this film.

The 120-Hour Day That They Embarked On
director: Petr Ruttner e story and screenplay: Milan PeSek, Petr Ruttner ¢ cinematogra-
phy: Vladimir Lorenc, FrantiSek Vicek ® music: Josef Ceremuga e editor: Ludvik Pavlicek ®
professional advisor: Milo$ Vojtéchovsky e narration: Jifi Adamira, Vladimir FiSer e pro-
duction: Kratky film Praha

Czechoslovakia ® 1965 29 min. ¢ 35 mm e b/w ¢ 1.37:1

A group of volunteers gather in a hospital in Prague’s Kr¢ neighbourhood to test what hap-
pens to their organism when it does not sleep for five days. In the course of the experiment,
the participants go through states of whipped up consciousness and utter numbness, but
surprisingly succeed in completing the experiment. The film’s sensitive observation of the pa-
tients, along with the knowledgeable voice-over commentary, portrays the patients’ extreme
experiences in such a colourful fashion that it transcends its scientific confines to become a
study of human fate.

Interview with Tereza Frodlova about
the digital restoration of the film
created by: lvan Svoboda e interview by: Jan Kfipa€ e production: Narodni filmovy archiv

Czech Republic ® 2018 e 6 min. e digital e colour (with black-and-white segments from
Diamonds of the Night) e 16:9

Trailer for Diamonds of the Night
director: Jan Busta  music: Jan Balcar  editor: Libor Alexa ¢ production: Narodni filmovy
archiv

Czech Republic ® 2018 @ 2 min. e digital ® b/w e 16:9
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Katefina Svatoriova
Proofreading Martin Srajer, Sofia Weigertova, David Konegny (subtitles)
English Translation Kevin Johnson
Film Subtitles Port Lingua
Bonus Materials Jifi Anger, FrantiSek Peka, lvan Svoboda
Special Thanks to Michal Bregant, Tereza Frodlova, David Hruby,

Jaroslav Lopour, Alena Slingerovéa
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