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to work with notions such as: order, precision, scientific preparation, prod~ 
uct control, etc., [ ... ] In his subconscious the viewer must remember these 
notions together with the producer's name, so that when three days later the 
radio is mentioned, he specifically remembers these basic notions and that 
particular name brand.' 

This power to surprise and convince through visual means became 
highly developed in film and photography during the twenties. The New 
Photography at that time applied itself to showing something ordinary in 
an extraordinary way. In the Netherlands, the typographer Piet Zwart has 
become the best-known exponent of this movemene At the same time, the 
editing by Russian filmmakers such as Eisenstein and Vertov changed into 
an instrument for ideological propaganda: film should not portray reality, 
but reconstruct it by 'intellectual montage', according to Eisenstein. Both 
schools meet in Ivens's work. 

The New Photography and the 'montage of concepts' have both been 
used in PHILIPS RADIO to give shape to Philips as a 'high-tech' company. 
This term did not exist at the time, but was unmistakably what Philips had 
in mind. 'High-tech' means notions such as advanced technology, innova
tion, scientific progress, automation, mass production, internationalization, 
etc. That was the world preferred by Philips, and PHILIPS RADIO is what ra
diates these notions. For this reason, the film was called 'Symphonie 
Industrielle' in France. 

Philips also knew how to make combinations of concepts. By choosing 
Ivens for this assignment (and Hans Richter for another film) a connection 
was suggested between Philips and the avant-garde - a surplus value that 
would have fitted public relations policy. Althoug Joris Ivens was known as 
a talented filmmaker with modernist ideas at the time, his oeuvre was still 
small. Apart from some short experimental films such as THE BRIDGE (1928) 
and RAIN (1929, in co-operation with Mannus Franken) he had been as
signed to make a long film, WE ARE BUILDING (1929). The avant-garde film 
movement had enthusiastically received these films both at home and 
abroad and was extremely keen on high-tech; the filmmakers and photogra
phers of the New Objectivity were particularly inspired by it. Philips was 
probably trying to join this development. The question, however, is 
whether the image of Philips as a high-tech company was favourable to 
Philips itself. The answer to this question was to have a surprise in store at 
the first performance. 

*** 

The sound track of PHILIPS RADIO is just as remarkable as the picture. Its 
four dimensions - music, sound effects, spoken word, and silence - will be 
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either, but at least he had thought about it. He was one of few - if not the 
only one - in the Netherlands who had a definite interest in the relation be
tween pictures and sound. Lichtveld travelled to Berlin in January of 1931 
on Ivens's advice. There, he visited not only the new sound film studios, but 
he also spoke with artists such as Oskar Fischinger, a filmmaker who made 
abstract films with music. Lichtveld stayed with his brother-in-law, Karel 
Mengelberg, a composer and conductor, who had just been appointed 
'Tonmeister' at German radio and who was equally fascinated by the world 
of everyday sounds. I) 

While Lou Lichtveld was familiarizing himself with Berlin, Joris Ivens 
travelled to Paris to study sound engineering in the French Tobis studios. 
Ivens had a long talk with Rene Clair, at that time the most important direc
tor at Tobis. Rene Clair enjoyed great respect among critical film circles. In 
1930 he made his first sound film, sous LES TOITS DE PARIS, and was now 
working on the next, LE MILLION (1931). 'We discussed his new film and 
mine at great length,' Ivens told after his return, 'and it did me a lot of 
good."6 

The sound of PHILIPS RADIO was recorded in the French studios of Films 
Sonores Tobis in Epinay, where Rene Clair was also working, from 18 to 22 

May 1931. No recordings were made on location at Philips in the Nether
lands. 'The big trouble was recording factory sounds,' Lichtveld wrote. 'Or
iginally we thought we should record them in the factory at the same time 
as the film, but it was impossible to isolate the sounds we needed. We had 
been given every facility by Philips, but we were not allowed to interrupt 
anything to get the sound of one particular machine."7 Consequently, the 
factory sounds had to be imitated in the studio afterwards. 

Dutch journalists arrived in Epinay and every large newspaper and 
many weeklies sent reporters to France to report on this story as if an event 
of national importance were at stake. This pre-publicity, satisfying to both 
client and filmmaker, also had its drawbacks: all attention was exclusively 
focused on the sound aspect of the film. This focus of the soundtrack did not 
at all match its subordinate function in the film. In this way, the impression 
arose that the creators were rather pretentious. It would be hard to compete 
with the overblown expectations later. The colourful reports in the press 
also contained a wealth of information about the post-synchronization pro
cess of PHILIPS RADIO. 

The sound studio had been outfitted like a small film room. The walls 
were covered with heavy acoustic curtains. The orchestra, which had taken 
its place in the room, was conducted by Armand Bernard, a Frenchman who 
had written the music for Rene Clair's LE MILLION. A motley collection of 
tools lay ready to reconstruct the factory sounds, objects not usually found 
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Stills from PHILIPS RADIO. 
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