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A Rediscovered Way to Describe Rain?

On the Trail of a Sound Version, Unseen and Unheard for 57 Years

[in a separate introduction]

[This year saw an increasing number of music ensembles around the world providing a live musical accompaniment to Ivens’ films: Venues included the Konzerthaus in Berlin, the Beursschouwburg in Brussels, Vancouver, Philadelphia, Amsterdam, Almere, Weimar, Saarbrücken, Cologne, London, Cheltenham, Brighton, and Leeds. Furthermore, at the Louvre in Paris and at the Barbican in London, there were special programmes on Ivens’ films and their scores. In particular, Rain (1929), and the score Hanns Eisler composed in 1941 – Fourteen Ways to Describe Rain – have become symbolic of the union of film and music in the 20th century. However, up until now, the live performances of Eisler’s chamber music have always lacked a reliable synchronisation, simply because we did not know which film version of Rain Eisler had used in New York. (The composite sound film version Eisler produced is lost without a trace.) Even though Rain only lasts some 12 minutes, an amazing number of different versions of this short film exist. Like actual rain showers, no version of Rain is exactly the same: editing, duration and images can differ slightly or even a lot. Musicologist Johannes C. Gall from Berlin conducted in-depth research in American, German, Austrian and Dutch archives to recover the authentic synchronisation, with a striking result which he describes in this article. His expositions are also meant to give conductors and musicians guidelines to improve their practice of live performances and avoid the mistakes of the past. The Foundation took the initiative to bring together the specialists involved to reproduce this authentic synchronisation on film. It will be premiered at the next Biennale of the Nederlands Filmmuseum and provided in the Joris Ivens DVD box set in 2005. A special DVD of Eisler’s Rockefeller Film Music Project will also be produced and released by the International Hanns Eisler Society. Subsequent to the silent Rain from 1929, which is the authentic version, it will now be possible to screen the poetic and impressionistic images of Rain alongside Eisler’s music in its original intended relationship to the film.]
Johannes C. Gall

At an auction held in autumn 2002, the Archive Foundation of the Academy of Fine Arts in Berlin and the Austrian National Library acquired an equal share of the estate of Louise Eisler-Fischer, second wife of composer Hanns Eisler.1 Part of the estate is a remarkable collection totalling eighty-five 78 rpm gramophone records. Looking at two of these records for the first time would take a specialist’s breath away. The label on one of the two records bears the logo of Soundfilm Transcriptions Incorporated, while below, a typewritten note has been added. It says: ‘Rain / HANS [sic] EISLER / PART 1’. The flipside contains ‘Part 3’ and the second record parts 2 and 4. Further enquiry confirms the natural assumption: these records embody the original 1941 recording of the Fourteen Ways to Describe Rain, the soundtrack to the experimental sound version of Joris Ivens’ ‘cinépoème’2 Regen (Rain) that Eisler made as part of his Rockefeller Foundation-funded Film Music Project, and has been lost for many years and decades.

A ‘Statement of Expenses’ held by the Rockefeller Archive Center confirms it was indeed the services of Soundfilm Enterprises that the Film Music Project frequently enlisted at the beginning of 1942 – at the time the new soundtrack to Rain was being produced.3 On 2nd March 1942, the last payment recorded was $5.25 to Soundfilm Transc. Inc. most likely pertaining to the production of the two shellac discs from the estate of Louise Eisler-Fischer. Their existence is legendary; Eisler had them with him when he went to Los Angeles in April 1942 to find work in the Hollywood film industry. Theodor W. Adorno, Bertolt Brecht and Arnold Schönberg reacted enthusiastically when Eisler played the records to them. Thus he wrote to his friend Rudolf Kolisch, the musical conductor of the recording, back in New York: ‘Your performance of the Rain music is so extraordinary, so masterful that everyone here looks green with envy, even the old master himself [i.e. Eisler’s teacher Schönberg].’4 Indeed, one is struck by the previously unknown elegance and expressiveness of the Rain music that the discs from the Louise Eisler-Fischer estate reveal despite the flaws of the recording technique in 1941. Outstanding performers who participated in the recording included Rudolf Kolisch as conductor and Eduard Steuermann on piano, both disciples and champions of the Schönberg School, the ‘authentic performance style’ of which they had helped develop.5 Apart from the characteristics of the Fourteen Ways to Describe Rain themselves,

– the dodecaphonic construction,

– the arrangement for the instrumental ensemble of Schönberg’s Pierrot Lunaire,

– the references to the letters of Arnold Schönberg’s monogram (in German nomenclature the notes A – eS) and his full name (A – D – eS – C – H – B – G) with the first two tones of the original twelve-tone row and the first seven measures of the score,

the rediscovered recording of Eisler’s ‘lyrical rain music’6 therefore is also in respect of its performance practice an exemplary and moving document of the Schönberg School in American exile.

However, the other musicians involved could well equal the two famous Schönberg interpreters. The flute and clarinet parts sound stunning and so does the cello part, probably played by Joseph Schuster, the former solo cellist of the Berlin Philharmonic Orchestra who had lived in New York in exile since 1936, and was then principal cellist with the New York Philharmonic. Particularly noteworthy is Tossy Spivakovsky’s violin and viola playing. (Eisler’s score requires one and the same musician to alternate his violin with a viola. Today this alternation is often done by two specialist musicians.) Spivakovsky is, without doubt, one of the great violin virtuosos of the 20th century, whom Eisler had the good fortune to involve in his Rockefeller Film Music Project, as well as the performance of some of his other works.

Whereas the two shellac records are a precious sound document as such, their particular value lies in their filmic nature: They were copied from the soundtrack to Eisler’s new sound version of Rain. Because of their filmic relationship as conceived by Eisler, they offer the opportunity to reproduce this study by re-synchronising the respective film and music components after careful examination of the autograph score of the Fourteen Ways. Such a reproduction can replace all former attempts at reconstruction that, at best, may simply keep the character of sound-enhanced remakes.

One particular person has been known to have rendered outstanding services in the previously requisite reconstruction of the Fourteen Ways to Describe Rain since Eisler’s study attracted renewed attention from the late 1970s: film music specialist Berndt Heller. In the course of his reconstruction work, he noticed on the copy of Rain that used to be lent out by the Amsterdam Film Museum a number of shots merely existing as single frames. Due to the brevity of this film copy, Heller could rule it out for synchronising it to Eisler’s score. With much zest, he went in search of an uncut version of the silent film. It was a challenging undertaking given that Heller was working during the time before international co-operation of film archives became commonplace, in the midst of the Cold War, while based in the walled-in enclave of West Berlin with the indispensable Eisler archive hidden behind the Iron Curtain. Nonetheless, Heller contacted countless film collections, institutions and experts from all over the world and even sought the advice of Joris Ivens himself. Thus, from the Cinémathèque Royale de Belgique in Brussels, he obtained a copy of the first sound version of Rain with an impressionistic score for flute, string trio and harp, composed by Lou Lichtveld (mainly known as a writer under the pseudonym Albert Helman) in 1932. This copy contained all the shots that only existed as single frames on the Amsterdam version. There were also some additional shots in this version, while others were missing. Moreover, Heller noticed different editing here and there, most conspicuously towards the end of the film, as it can also be seen from the corresponding remarks to the film in Lichtveld’s handwritten score.

In the film archives of Moscow and the New York Museum of Modern Art (MoMA), Heller could at length locate a version in which he saw the original silent film of 1929. It again contained some additional shots, but the general montage followed the same order as on the Amsterdam copy. This version Heller chose as a basis for his reconstruction. It was produced by the Stiftung Deutsche Kinemathek under license from Ivens. Since Heller reported on his reconstruction work in two captivating and persuasive essays in German and English,7 this production has received much attention and served as model for further attempts at reconstruction as well as synchronisations played live, that have recently become increasingly popular. However, there was also a lot of controversy over Heller’s work from the start. Whereas the University of the Arts in Berlin awarded him the Karl Hofer Prize for the multimedia characteristics of his work and its exemplary combination of research and practice, people elsewhere expressed their discontent. Today it is scarcely different except that those who are relatively unbiased towards Eisler have meanwhile transferred their discontent to the film score itself. It is said even Ivens was disappointed with this piece of Eisler’s work, although he generally held him in high esteem as a film composer. And when two years ago André Stufkens wrote here in the Ivens Newsmagazine ‘Eisler’s musical approach to film images is not an illuminating one, but he created a dialectic relation to image and sound’8, the obvious audiovisual discrepancies do not count as inconsistencies of Heller’s reconstruction but as peculiar manifestations of Eisler’s concept of dramatic counterpoint. In 1999, Kees Bakker argued even more resolutely that Eisler’s ‘beautiful music’ and Ivens’ ‘beautiful film’ were ‘not the best match’. Bakker therefore suggested: “Instead of talking about music for the film Rain, it is better to state that Eisler’s music is ‘inspired by the film’; only the fact that the music is two minutes longer than the film says enough.”9 Although, it says more about Heller’s reconstruction rather than about Eisler’s music,10 which was in no way merely inspired by the film, but (especially during occasional effects of contrast) always meticulously synchronised to it. Time and metronome data in the autograph score as well as the ‘Detailed Analysis of a Sequence’11 in Eisler’s and Theodor W. Adorno’s jointly written book Composing for the Films testify to this. The synchronicity was ensured either by stop watch (nos. 2-3, 11-13 and 15 in the score) or by a metronomic click track (nos. 4-10 and 14).

Certainly, Bakker exaggerates in that the music in Heller’s reconstruction is only about one minute longer than (excluding the opening credits and the end title) the MoMA version of Rain running at 24 frames per second (fps). However, this seemingly overlong duration could have shown that a fundamental point was mistaken from the start. When adding up the durations that either are given in the autograph score or can be calculated from the respective metronome marks, the total duration of the score numbers 2-14 (i.e. of the music that, according to Heller, solely corresponds to the actual film excluding opening credits and end title) is about one and a quarter minutes briefer than it is according to Heller’s conception. So this conception is largely based on slower tempi than stipulated by Eisler and realised on the rediscovered recording.

However in the last 20 years, no one has checked the arithmetic and timings in the above manner. Therefore the rediscovered 1941 recording had a surprise in store: it could not be adapted to the MoMA version of Rain, i.e. to the probable montage of the original silent film of 1929. Even at a debatable film speed of 24 fps, the film (excluding the opening credits and the end title) lasts half a minute longer than all the music of the Fourteen Ways on the 1941 recording. Adding to this discrepancy is that the first seven measures (no. 1 in the score) are to be played over the opening credits beyond the actual film. This is reflected among the remarks that Eisler specifically made on the film and later crossed out for the publication as concert music; he wrote ‘Titel’ [sic] for number 1 and ‘Sequenze [sic] I’ for the subsequent number.

While the MoMA version of Rain creates insuperable difficulties in synchronising it to the soundtrack of the Fourteen Ways, the audiovisual puzzle can be solved by means of the revised montage of the Lichtveld sound version – providing the speed of projection is kept at 24 fps as essential for optical sound. What is more, the 1932 montage of the Lichtveld version is plausible as a suitable film component of Eisler’s new sound version in so far as Helen van Dongen had edited it, and it was van Dongen again who prepared the film material for Eisler to score in 1941.

One possible solution to this ‘audiovisual puzzle’ is as follows: In the appendix to Composing for the Films, Eisler explicates with a music example his score of the second sequence, which ‘shows the wind at the beginning of the rain.’ As Eisler explains: ‘The dramatic concept of the sequence is extremely simple – precise and synchronised imitation of the picture events – but the musical resources are quite differentiated.’12 Based on Eisler’s detailed analysis, film and music therefore can easily be synchronised in this sequence. No wonder all the divergent attempts at reconstruction are here more or less the same. More difficult, however, is the preceding sequence. It has to be synchronised to number 2 in the music of the Fourteen Ways since number 1 is, as mentioned above, reserved for the opening credits. For this number 2, Eisler stipulated a duration of 1’02⅔”, which is obeyed on the 1941 recording. However, on the MoMA copy the film events prior to the wind sequence explained in Composing for the Films last 17 seconds longer. This makes a synchronisation attempt to the neglected Lichtveld version of Rain appear advisable. It is the only one of the three versions identified and compared by Heller where during the introductory impressions of sunlit Amsterdam, it omits the bridge view of a boat crossing the screen vertically downwards (shot no. 5 in the MoMA version) – albeit without the shadow play that is so characteristic for analogue shots at the beginning.13 Other shots in the Lichtveld version are trimmed compared to their equivalent in the MoMA version, particularly the fourth shot with a steamship in the docks and bustling activity on the embankment including a funeral carriage. Thus the beginning of the Lichtveld version, which also differs from the silent version in a different montage (MoMA shot nos. 1-4, 6-9, 11-13, 10, 14-15), offers the brevity required to synchronise to Eisler’s music. The other timings, which Eisler specifies for music number 2 of the Fourteen Ways and which Kolisch has kept more or less exactly, also have a plausible link to the syntax of the Lichtveld version: The marked piano entry in measure 13 is supposed to correspond to a long shot over houses and roofs in Amsterdam following 13½ seconds of sparkling light on the water surface. Against his wont, Eisler even refers directly to the correlation to the film by remarking ‘Amsterdam 1929’ in the autograph score. At 33 seconds, Eisler has a motive emerged in the cello from measure 27 obviously aiming to create a parallel with a bridge view of a moving boat. At 50 seconds, the end of the eloquent flute cadence at measure 38, beat 1, is to coincide with the cut to the shot of houses along the canal, the laundry drying outside the windows (no. 12 in the Lichtveld and no. 10 in the MoMA version).

Similarly the relationship between film and music can be deciphered by synchronising the Kolisch recording of the Fourteen Ways to the Lichtveld version of Rain according to the specific film remarks in the autograph score. The result is particularly striking for music numbers 4-7, which were recorded by means of a click track at a steady tempo of 144 beats per minute (bpm), i.e. 1 beat for every 10 frames. The music closely follows the form and content of the film without being discordant with its own construction principles.

Also consistent, albeit surprising from the perspective of Heller’s model, is the synchronisation of the Kolisch recording to the Lichtveld version at the very end: The last two last piano arpeggios of the Fourteen Ways set in during the end title – ‘Fin’ in the French Lichtveld versions held by European archives. So music and film are supposed to end at about the same time. In contrast, Heller has argued for playing all of the last number 15 of Eisler’s Fourteen Ways to Describe Rain subsequent to the end of the actual film, as a kind of melancholically lingering coda over potential final credits. However, this is not really supported by the specific film remarks in the autograph score – Eisler writes ‘Sequenz [sic] 16 (END Sequenze [sic])’ and it does not appear very likely that Eisler called the end title or even lengthier credits a ‘sequence’ and counted them among the previous sequences. Nor does the title of Eisler’s experimental sound version of Ivens’ film seem to make sense in Heller’s conception: Why would it be F O U R T E E N Ways to Describe Rain when the score is divided into 15 numbers, but only 13 of them would accompany the actual film? In reality, there are Fourteen Ways to Describe Rain the perception of which the music numbers 2-15, ‘some loosely juxtaposed, and some structurally knit together’14, are supposed to support during the showing of the film. For this structure, Eisler has combined in one single ‘way’ two of the 16 sequences into which, according to his analysis, the Lichtveld version of Rain can be divided up. The following table will illustrate this:

	Film Sequence
	Music Number
	Way to Describe Rain

	opening credits
	1
	Ø

	1
	2
	1

	2
	3
	2

	3
	4
	3

	4
	5
	4

	5
	6
	5

	6,
	7
	6

	7a, 7b
	8
	7

	8
	9
	8

	9
	10
	9

	10, 10a
	11
	10

	11,12
	12
	11

	13
	13
	12

	14
	14
	13

	15
	15
	14


Of these Fourteen Ways to Describe Rain, only two and a half ways have been known from Heller’s conception – namely the second way described in the appendix to Composing for the Films, the subsequent third way, as well as the first three shots of the first way and the first shot of the fourth way. For the rest, it has indeed held true what Kees Bakker saw as the essence of Eisler’s film score: ‘a beautiful piece of music [albeit clearly modified in character due to the partly slowed-down tempi], and a beautiful film, however, together it is not the best match.’

The rediscovered way of the Fourteen Ways to Describe Rain allows a reassessment of Eisler’s experimental sound version. It is not the purpose of this article to anticipate such a study. Some notes must do.

No. 1) Opening credits: Obviously Eisler had new opening credits made for his new sound version of Rain and number 1 of his score played over them. Given its duration of 29 seconds on the Kolisch recording of 1941, these opening credits evidently lasted longer than those in the Lichtveld sound version of 1932. In addition, Eisler changed the film title according to the title and structure of his score into ‘Fourteen Ways to Describe Rain’, as the programmes of the two farewell concerts in Los Angeles (14th December 1947) and New York (28th February 1948) demonstrate.

The idea of renaming the title seems to have come to Eisler shortly after the recording on 23rd December 1941. In early 1942, he reported to Theodor W. Adorno: “The ‘rain’ has rained rather nicely. It is now titled Fourteen Ways to Describe Rain.’15 The music over the new opening credits present a sound symbol played by flute, clarinet, violin and violoncello in sustained minims. It embodies the aspect of melancholy that is the connotation of the concept ‘rain’ projected with the title words. Furthermore, the twice repeated evocation of the name of ‘Arnold Schönberg’ (through the tone series the German nomenclature of which is A – D –eS – C – H – B – G) announces the programme of the sound film experiment of the Fourteen Ways to Describe Rain: Modern music – in particular, the twelve-tone technique of the Second Viennese School, from which also Eisler came – will be demonstrated in its suitability for the film. As Eisler states in Composing for the Films: ‘The picture about the rain seemed particularly suitable for this because of the experimental character and the lyrical quality of many of its details, despite its thoroughly objective treatment.’16

No. 2) The 1st way to describe rain – in the autograph score, Eisler notes ‘Sun (Introduktion) Sequenze [sic] I’: Music to the shots 1-14 in the Lichtveld version of Rain (1-4, 6-9, 11-13, 10, 14-15 in the MoMA version).17 In The Camera and I, Ivens says he intended ‘to catch’ on film ‘the rich strong enveloping sunlight before the rain.’ In doing so, he not only carefully photographed the ‘nuances in light quality’, but also ‘emphasised [them] in movement.’ ‘The sharp dark shadow of a foot bridge rips across the wide deck of a boat passing swiftly underneath. This movement is cut off by immediate contact with a close-up of another boat moving in an opposite diagonal across the entire screen.’18 In an analogy to such cinematic means, Eisler employs strong contrasts of light and dark as well – e.g. the deep solemn piano entry in measure 14 or, as it were, the ‘tooting’ cello entry in measure 27, each synchronous to cuts in the film and subsequent to a transparently bright, filigree music texture. Furthermore, there are the sharp contours of figures such as those of the flute in measure 31 and 35-37. They can be discerned as the musical counterpart of the sequences explained by Ivens, in which shadow images rush over boat decks (Lichtveld version: shot 9 and 11, MoMA version: 11 and 13). Both times the end of the eloquent flute figure is supposed to mark the cut to the next shot.

No. 3) The 2nd way to describe rain – in the autograph score, Eisler notes ‘Sequenze [sic] II Wind in Beginning (off [sic] Rain naturally)’: music to the sequences 15-40 in the Lichtveld version of Rain (MoMA version: 16-41), explicated in great detail in the appendix to Composing for the Films.
Nos. 4-7) The 3rd-4th Way to describe Rain – music to the shots 41-89 (MoMA version: 42-71, 73-74, 76-92), i.e., according to the autograph score, to the sequences 3-6 and 7a-7b. Eisler had this part recorded by means of a click track with continuous 10 frames per click, equalling a metronome tempo of 144 bpm. As aforementioned, the music is closely oriented to events in the film, however much it seems to be conceived according to purely inherent construction principles of form, twelve-tone organisation, melodics, harmony, and rhythm. Thus the music supports the perception of continuity, cuts and caesuras as well as characteristics of montage, structure, cinematic rhythm and pictorial details. This produces a breathtaking audiovisual interaction between the swift, flexible, extremely virtuosic and elegant music and the series of spectacular shots partly highlighted by Ivens himself. E.g., the legs of ‘three little girls under a cape’ skip ‘in the rhythm of raindrops’19, which can be seen splashing in myriads into a canal in the previous shot. Eisler underscores the analogy of raindrops and skipping leg movement by having a flute solo played a soft delicate staccato figure over the shot of the girls while during the previous raindrops shot, this flute figure accompanied a fragmentary clarinet melody as well as the splashing raindrops of the coupled seconds in the piano. So in the autograph score, Eisler’s humorous note ‘Wash the fur but don’t get wet’, remarked in parenthesis above the 5th way to describe rain (no. 6), obviously refers to the shot of the girls.

The correlation between film and music is particularly effective in the 3rd way (no. 4 in the score). This has also been demonstrated recently by Christian Kuntze-Krakau based on Heller’s accurate reconstruction of this part. For the illustration of the increasing rain, Ivens employs brief shots such as a seagull fluttering off the canal, an opening umbrella, a closing dormer window, a woman impatiently beckoning over the sheltering tram, two men pushing a cart in a hurry etc. and alternates them with views down onto rainy canals and puddles. Eisler reveals this editing principle through a strophic Scherzando in which the ‘Gigue-like melody verses’ (Kuntze-Krakau) in the flute, clarinet, and the cello are contrasted by piano figures linked to splashing raindrops from the previous section of the score. ‘The beginning and ending of the piano entries is each synchronous to film cuts.’20
Nos. 8-9) The 7th-8th way to describe rain – music to the shots 90-101 (MoMA version: 94, 93, 95-104), i.e., according to the autograph score, to the sequences 8 and 9. These two closely interwoven ways were synchronised by means of a click track at 16 frames per click, equalling a metronome tempo of 90 bpm (the tempo of 88 bpm marked in the sheet music of the Fourteen Ways represents the closest value on the Mälzel metronome scale). The corresponding film part is a sequence in which Ivens deals with the ‘umbrella’ theme in all varieties. Parts of this sequence are some of the most famous shots of Rain – the bird’s eye views of the square at the Amsterdam stock exchange building with people crowding under their black umbrellas ‘even as on a hot summer’s day flies revolve around a sugar loaf’, to use a metaphor from Nikolaj Gogol’s novel Dead Souls. Through a more moderate tempo and lengthy melody arcs, Eisler clearly set off this umbrella intermezzo from the dynamic character of the previous ‘way’, where a Sonatina accompanied scenes of people in the rain carrying on with their ordinary pursuits of life, among which a series of tram shots (above the 6th way in the qutograph score, it is remarked: ‘or the art of being seen as respectable in the rain NB: ‘respectable’ is meant in the musical sense’).

No. 10) The 9th way to describe rain – music to the shots 102-114 (MoMA version: 106-118), i.e., according to the autograph score, to the sequences 10 and 10a. An ‘Etude (quasi Passacaglia)’ for piano solo – the instrument that has been associated mainly with the splashing sound of raindrops since the second way – stages with its motoric strictly three-part setting a climax – pouring rain. On the rediscovered recording, Eduard Steuermann plays this presto section with exemplary precision and virtuosity according to a click track with 10¾ frames per click (= ca. 134 bpm, the sheet music’s tempo mark of 132 bpm again representing the closest value on the Mälzel metronome scale). As film music, the piano etude functions in support of the purpose Ivens mentions in The Camera and I, i.e. that he intended to have ‘the screen dripping with wetness – mak[ing] the audience feel damp and not just dampness. When they think they couldn’t get any wetter, then I double the wetness […] make it super-wet.’21
No. 11) The 10th way to describe rain – music to the shots 115-122 (MoMA version: 119-123, 125-127), i.e., according to the autograph score, to the sequences 11 and 12. Eisler specifies the function of the music as ‘transition and cadenza’: synchronous to the famous, involuntary funny shot of the soaked puppy, where the montage makes it seem to have been spat out of a drain, the violin and shortly after the cello continue the repetitive crotchet triplets of the solo piano now resting during the entire 10th way. In the film, the puppy is followed by another view of a water surface with raindrop ripples, a series of shots taken through a window of a travelling train, views of misty canals, and lastly a pan over rooftops. Eisler’s musical comment is a contrapuntal duet of the muted strings, the ‘hasty, rushing, shadowy’ figures of which are apparently supposed to be gestures interacting to the fleeting impressions of objects rushing by the train window as well as the raindrops and rivulets drawn sideways on the window by the movement of the train.

Nos. 12-14) The 11th-13th way to describe rain – music to the shots 123-147 (MoMA version: 128-142, 150, 143-144, 146, 145, 149, 148, 147, 156, 151), i.e., according to the autograph score, to the sequences 13-15. Beginning with a shot in which light cuts through dark skies, Eisler’s music follows the gradually weakening rain (11th way), the last scattered raindrops (12th way), and the impressions of the remnants of the rain – glittering puddles, damp pavements, and moist objects granting mysterious mirror views (13th way).

No. 15) The 14th way to describe rain – music to the shots 148-152 (MoMA version: 152, 154-55, 153, 157), i.e., according to the autograph score, to sequence 16. In an analogy to the ‘strange dreamy yellow light’22 in the ending of Rain, Eisler forms a calm, fatigued lingering conclusion, which corresponds in character to the beginning of the Fourteen Ways to Describe Rain, the music to the opening credits. Incidentally, the clear divergence that the end of the Lichtveld version shows from the silent film in respect of the montage may derive from the endeavour to make the gradual increase in twilight even more compelling and e.g. not to interrupt it by the comparatively bright image of a bridge railing reflecting in a canal (i.e. the second last shot in the MoMA version). In addition, a shot which was wrongly edited showing the motion picture upside down and in reverse time (MoMA 153), has been ‘corrected’ just as another shot in the 2nd way.

Not seldom do new discoveries show the way to further finds previously undreamed of. This was no different upon the rediscovery of the Kolisch recording of the Fourteen Ways to Describe Rain: Hardly was the supposedly unique specimen able to give pleasure to its discoverers, when another one could be located among the holdings of the Arnold Schoenberg Center in Vienna.23 It obviously represents a copy of the two records in the estate of Louise Eisler-Fischer. Eisler must have given the recording to his revered teacher Schönberg when dedicating the Fourteen Ways to Describe Rain to him in honour of his 70th birthday on 13th September 1944. Today, both these records are in a far better condition than the fairly scratched prototypes, which had to endure an adventurous odyssey (New York – Los Angeles – Vienna) and were apparently played frequently. Incidentally, a clue to the records in the Schönberg estate has been in the Arnold Schoenberg Institute Archives Preliminary Catalog, volume C, for decades. In the section ‘Recordings’, it says: ‘[Rain] [Sound recording] / Eisler. -- [1940?]. 2 sound discs: 78 rpm, mono.; 10 in.’24
However, the records held by the Schoenberg Center are even surpassed in preciousness by the optical sound positive on 1941 Kodak film stock that is archived under B 1875 in the Nederlands Filmmuseum in Amsterdam.25 It is apparently a well-preserved lavender of the Kolisch recording. From its original archival location in the New York Museum of Modern Art, it was transferred to the Nederlands Filmmuseum in the 1950. Jan de Vaal, then curator of the Nederlands Filmmuseum, wrote to Ivens early in 1964, two years after Eisler’s death: ‘Furthermore, we have Rain + a separate sound reel (14 different musical versions on a reel?). These we obtained on your advice from Dick Griffith [i.e. Richard Griffith, then curator of the MoMA Film Library] some time ago. How I am to synchronise this sound reel, is a mystery to me!’26 Ivens’ marginal notation on the same letter suggests that he was, however, optimistic about cracking the synchronisation puzzle:  ‘Regen (14 Eisler) prem mondial’. Apparently, Ivens considered a public screening of the Fourteen Ways to Describe Rain, which, notwithstanding his friendship and temporary proximity to Eisler, he had never been able to see or hear. This potential screening he believed to be a world premiere. Yet he could not solve the synchronisation problem either. In his ‘Monologue on Hanns Eisler’, he related, though, the deep impression which Eisler’s music had made on him when listening to it in the projection room of the Nederlands Filmmuseum: ‘This was so good that it was difficult to listen to, now that you aren’t here anymore.’27
Some fifteen years later, when Berndt Heller was working in West Berlin on his reconstruction of Eisler’s sound version, Jan de Vaal sent him an open-reel tape recording of the sound positive. Presumably because Heller had already committed himself to his divergent conception, he however thought the audio tape was a ‘recording for a later chamber music production’, ‘which Eisler [had] sent to the Netherlands Museum’28. Some years later, in 1994, film scholar Bert Hogenkamp once again pointed out the significance and potential of the sound positive on the occasion of his comparitive report on the various versions of Rain: ‘Sound positive B 1875 dates from 1941 (Kodak); it can be presumed that Eisler himself was engaged in the performance of his composition; problem: qua length, B 1875 is too short for the MoMA version of Rain; [...] suggestion: In Composing for the Films by Adorno and Eisler, pp. 171-181, a part of the score is dealt with comprehensively; perhaps the help of a musicologist can be called in to synchronise image and sound; if not, contact Hanns Eisler Archive in Berlin.’

It has taken another decade before Hogenkamp’s visionary suggestion is now followed, albeit firstly induced by a different find. In co-operation with the Ivens Foundation, the International Hanns Eisler Society and the author, Mark-Paul Meyer, curator of the Nederlands Filmmuseum, is working on a 35mm reproduction of Eisler’s experimental sound version.29 Its premiere is scheduled for the next film biennale in Amsterdam. As one of three versions of Rain (silent, Lichtveld, Eisler), this reproduction will furthermore be included on the forthcoming Ivens DVD box set compiled by the Ivens Foundation and on the DVD edition of Eisler’s Rockefeller Foundation-funded film music study which the Eisler Society will release in 2005.

These joint projects by the Nederlands Filmmuseum, the Ivens Foundation and the Eisler Society also have a special symbolic power. For many years, the Fourteen Ways to Describe Rain were a constant bone of contention between Ivens and Eisler adherents. This was all the more regrettable given that in reality, Ivens and Eisler stimulated and influenced one another and always thought their collaboration very close. A letter Ivens wrote to Eisler in 1940 may reveal that, contrary to previous assumptions, Eisler also did not compose his experimental score of Rain without consulting his friend about his artistic ideas and intentions – although the reference is not clear: ‘Hanns, Helen [van Dongen] will write you from Wash. – please see to it that you go there before the 24th of March and have them show you the film many times and discuss everything with Helen. She has all the notes on how I imagine the function of the music in the diverse sequences. We have already discussed this. I will try to pay a flying visit to New York at the beginning of June, but the work shall not wait.’30
Thus, the rediscovery of the original soundtrack of the Fourteen Ways to Describe Rain offers a historical opportunity: Through concerted efforts, the ambitious experiment that Ivens, Helen van Dongen, Eisler, and the best musicians of the time co-operated and collaborated on can now be pulled out of the obscurity of its peculiar history – not merely as a remake, but by re-synchronising the original components of this experiment, the film montage of the Lichtveld version and the Kolisch recording of 1941. The result could appear even more beautiful than ever. The left margin of the picture, which is cropped in the Lichtveld version due to the early sound film format, can be restored by re-editing the respective shots from a high-quality silent version of Rain; the improved sound reproduction of today’s cinemas will show to advantage the remarkable quality of the Eisler soundtrack of 1941.
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