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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 dis-
cussed 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 repro-
duction of today’s cinemas will show to
advantage the remarkable quality of the
Eisler soundtrack of 1941.
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