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‘Then began the Battle Royal’, 
Marion Michelle and the FIAF 
Crisis
Magazine: The Moving Image, Asso-
ciation of Moving Image Archivists, 
2013, 262 pages, b-w, English, Uni-
versity of Minnesota Press, 2013. 262 
pages, ISSN 1532-3978

Going through the files of Marion Michelle, 
kept by the European Foundation Joris Ivens in 
Nijmegen, is like reading a crime novel. Sabine 
Lenk, who researched these files: ‘her papers 
document important moments from a quint-
essential conflict inside the Fédération Interna-
tionale des Archives du Film (FIAF, International 
Federation of Film Archives). Some of the best 
known film archivists such as Henri Langlois, 
Ernest Lindgren and Jacques Ledoux, played a 
significant part, as well as FIAF-president Jerzy 
Toeplitz. The latest issue of the ‘The Moving 
Image’ [ISSN 1532-3978] published her article 
’Then began the battle royal’, written in col-
laboration with André Stufkens.
In this article the conflict is reconstructed from 
the point of view of Marion Michelle. Being the 
secretary of FIAF she functioned as a catalyst of 
this conflict, accelerating a development inside 
FIAF necessary to force a club of old friends to 
reform and become a professionally structured 
and ever growing association of film archives.
Since 2002 the European Foundation is asso-
ciate of FIAF. Marion Michelle, who fell in love 
with Joris Ivens the moment they met in Janu-

ary 1944, gave her collection to the Foundation, 
because of her shared live with Joris Ivens. She 
joined him in Australia, where she was asked to 
film the strike in the harbor of Sydney for Indo-
nesia Calling!  
This story of the Battle Royal is full of distrust 
and deception, betrayal and falseness; but it 
also reveals growing friendship among people 
trying to sort out an extremely difficult situa-
tion, which -as ‘loyal servants’ to their cause -- 
forced them to ‘murder’ one of ‘FIAF`s fathers,’ 
Henri Langlois so, that the association could 
become independent. 
http://www.amianet.org/resources-and-publi-
cations/publications/journal

Sabine Lenk (1959) is a film archivist, and Af-
filiated Researcher at Utrecht University. She 
worked for film archives in Belgium, France, 
Luxembourg, and the Netherlands. From 1999-
2007, she was the director of the Filmmuseum 
Düsseldorf (Germany). She is a co-founder of 
KINtop, Jahrbuch zur Erforschung des frühen 
Film. She has published widely on film ar-
chiving, cinema museology and early cinema 
in journals such as Film History, Montage/AV, 
1895, Journal of Film Preservation and Archives. 
Her most recent book is Vom Tanzsaal zum 
Filmtheater. Eine Kinogeschichte Düsseldorfs 
(2009).

Review: 
‘The real gem was the story on Langlois and 
Michelle. Beautifully written and a compelling 
story.’ 
Geoff Alexander, Director Academic Film Ar-
chive of North America.

Einar Lauritzen, Marion Michelle and jan de Vaal during the FIAF-

Congress in Antibes, 1956.  Coll. De Vaal.

Hemingway and Gellhorn
DVD and Blu Ray; 155 minutes; HBO 
Studios / Warner Home Video, April 
2013.

Michael Kaufman’s Hemingway and Gellhorn, 
the HBO movie released in May 2012, and just 
re-released on DVD in March of this year, at-
tempts to offer a glimpse into the tempestuous 
relationship between Ernest Hemingway and 
one of the most esteemed war correspondents 
of the 20th century, Martha Gellhorn, against 
the backdrop of some of the major conflicts 
of the 20th century including the Spanish Civil 
War, the Japanese invasion of China and WWII.
The film is structured primarily around Gell-
horn’s first-person reflections and evokes a 
compelling account of her six decades-long 
journalistic career and her 8-year relationship 
with Hemingway. Gellhorn, portrayed by the 
actress Nicole Kidman, certainly deserves rec-
ognition for her lifelong dedication to writing 
about the effects of war on ordinary people. 
The film does an admirable job of demonstrat-
ing why Hemingway referred to her as ‘the 
bravest woman I ever saw,’ as we see Gellhorn 
shivering in the cold of an Helsinki winter while 
covering the Russian invasion of Finland, stow-
ing away on a hospital ship in order to report 
on the D-day invasions, and cowering in hor-
ror as she witnesses the scene at the Dachau 
concentration camp following the arrival of the 
Allied troops. 
We like to think of historical docu-dramas 
as useful interpretations of history. Unfortu-
nately, this obviously carefully researched and 
thoughtful presentation of Gellhorn’s life and 
career, and the astute cinematic compilation 
of the major political conflicts of our current 
era, is played out against a woefully shallow 
and uneven portraiture of one of the greatest 
American writers of the 20th century -- Ernest 
Hemingway. 
It’s hard not to be struck by the film’s insistent-
ly dark slant on the author, starting with our 

first glimpse of a drunk and brutish Heming-
way, portrayed by the completely miscast Clive 
Owen, sadistically clubbing the head of a mar-
lin he has just landed and snarling: ‘Everything 
Dies!’ As the film progresses, it becomes obvi-
ous that the screenwriters, Barbara Turner and 
Jerry Stahl, were not interested in presenting 
any true assessment of the depth of Heming-
way’s political and social awareness, his un-
compromising work ethic, or his profound in-
terest in the human psyche. The same counts 
for Joris Ivens, who is dressed in black, suggest-
ing a devilish influence on Hemingway and 
Gellhorn. Ivens never wore such a black battle 
dress. Neither did he or Hemingway and Gell-
horn experience their activities near and on 
the war front as a kind of thrilling trip to an ex-
citing bar in some kind of exotic country. They 
were on a very risky mission trying to counter-
balance with their art the overwhelming pro-
paganda of the Franco-side in the US-media. 
Instead, the screenwriters chose to regurgitate 
one Hemingwayesque cliché after another -few 
of which are flattering to the author. Through-
out the film the viewer sees a loud, macho, 
self-serving braggart who is constantly drunk, 
sarcastic and combative. Rarely is Hemingway 
seen actually plying his craft at his typewriter. 
This is particularly unfortunate in regard to the 
section of the film that deals with the Spanish 
Civil War. The screenwriters missed the oppor-
tunity to accurately render what is a fascinat-
ing and relatively unexamined time period in 
Hemingway’s life, during which he risked his 
personal reputation, his literary career and oc-
casionally his own life, in order to publically 
support the democratically elected govern-
ment of the Spanish Republic in its struggle 
against the insurgent general Francisco Franco 
and, at the same time, take a stand against the 
spread of fascism in Europe.
During the course of the war, which lasted from 
1936-1939, Hemingway paid for two volunteers 

to travel to Spain to fight for the Republican 
cause, raised money for badly-needed ambu-
lances, wrote 31 dispatches for the North Amer-
ican Newspaper Alliance (NANA), contributed 
several articles for Ken and Pravda magazines 
and participated in nearly every aspect of the 
making of director Joris Ivens’ pro-Republican 
documentary, The Spanish Earth.  His play en-
titled ‘The Fifth Column’, his five short stories 
that deal with the war, and his masterpiece 
‘For Whom the Bell Tolls’, taken together, delve 
more deeply and concisely into this complex 
and brutal war than any of the myriad of other 
novelists who have taken on the topic. Yet sadly, 
if we were to judge Hemingway solely by what 
is presented in this film, we would conclude 
that the author went to the war front merely to 
escape his second wife, Pauline Pfeiffer, and be-
gin an affair with Gellhorn and that war-torn 
Spain and the suffering of the Spanish people 
served only as a backdrop for reinforcing his in-
famous macho image.
The integration of the actors with archival 
footage, and in particular with scenes from 
The Spanish Earth, is quite effective. Since this 
documentary is rarely discussed or fully ap-
preciated, it in itself is a reason for seeing the 
film. However, as in the case of the portrayal 
of Hemingway, director Ivens’ contributions 
to the fight against fascism and his support 
of the Spanish Republic are not thoroughly 
researched or convincingly presented. The lim-
ited acting experience of Metallica drummer 
Lars Ulrich, who portrays Ivens, contributes to 
the impression that he was simply a member 
of Hemingway’s entourage of admirers—rath-
er than a renowned and experienced director.
In the final analysis, Hemingway and Gellhorn 
offers the viewer valuable insights into the 
life and career of Martha Gellhorn but unfor-
tunately it is at the cost of yet another myopic 
view of Ernest Hemingway. While it is undeni-
able that Hemingway had many flaws, he was 
also a patient teacher, an astute and careful 
listener, and a brilliant author. It is also true 
that both Hemingway and Gellhorn had very 
strong and competitive personalities and that 
their relationship was often quite volatile. In 
the end, however, the personal relationship 
between two people is an elusive thing to pin 
down. Ironically, it is Martha Gellhorn herself 
who, in a letter written not long after their di-
vorce, perhaps more fairly assessed the charac-
ter of Ernest Hemingway and the reason for the 
deterioration of their relationship: ‘He is a rare 
and wonderful type . . . he is a good man . . .he 
is however bad for me, sadly enough, or maybe 
wrong for me is the word; and I am wrong for 

him.’ (May 17, 1944). And after she presented 
The Spanish Earth to President Roosevelt and 
his wife, she wrote to Eleanor Roosevelt: ‘…and 
I hope that you are also fond of those two com-
rades in arms that are so very dear to me. (…) 
I think Joris has done a tremendous job, it is 
a document of personal courage  that would 
win one a decoration in any war, except in this 
one…’. (8 July 1937).

New 
books 
and 
DVD’s

Stacey Guill holds a PhD in Literature 
and Criticism from Indiana University of 
Pennsylvania. Her doctoral dissertation 
is entitled “Hemingway and The Spanish 
Earth: Art, Politics and War” (2006). She 
has presented papers on Hemingway and 
the Spanish Civil War at five International 
Hemingway Conferences, written two arti-
cles for The Hemingway Review on the top-
ic, and has contributed a chapter to a new 
book on Hemingway entitled Hemingway 
in Context (2012).

Stills from Hemingway & Gelhorn: Nicole Kidman included in 

footage from Ivens’ The Spanish Earth.  Fiction mixed with docu-

mentary film. © HBO.

Set photo Hemingway & Gelhorn with Clive Owen (Ernest Heming-

way), Santiago Cabrera (Robert Capa), Nicole Kidman (Martha 

Gellhorn) and Lars Ulrich (Joris Ivens). © HBO.
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The Museum voor Mo-
derne Kunst Arnhem 
The Museum voor Moderne Kunst Arnhem 
(MMKA) exhibits ‘The Melancholic Metropo-
lis: Cityscapes between Magic and Realism, 
1925-1950’. Magic realist painting is displayed 
alongside photography and film of the same 
era, which visualize the metropolis as a place 
of stillness, loneliness, and melancholy. Iv-
ens’s film Regen (Rain, 1929) is on exhibit per-
manently, alongside other avant-garde films. 
Photos made by Germaine Krull, Ivens’s wife at 
that time who inspired him to film cranes and 
bridges, are presented as well.  

The metropolis as a motif
During the first half of the twentieth century, 
philosophers, sociologists, writers, artists, 
photographers, and filmmakers presented 
the metropolis as the locus of modernity – 
the place where capitalism, industrialization, 
technological progress, and mass consump-
tion were most clearly manifested. In addition, 
they saw the modern metropolis as an environ-
ment that gave rise to new visual experiences, 
which make appealing themes for the visual 
arts: crowds, traffic, billboards, and skyscrap-
ers. While many artists celebrated this hectic 

urban condition, the magic realists and other 
artists represented in this exhibition tried to 
give shape to the fantasies, fears, and alien-
ation which went hand in hand with living in 
a large modern city – a place characterized by 
disconnection and anonymity. The results are 
images that are often mysterious and some-
times threatening.

Film
Magic realist cityscapes also show some af-
finity with city images in films of the era. The 
Melancholy Metropolis looks at two film phe-
nomena in particular. The city symphony, an 
important film genre in the Inter-War period, 
often highlights the city as a mysterious and 
melancholy space. The exhibition features ex-
amples such as A propos de Nice (Jean Vigo, 
1929), Regen (Joris Ivens, 1929) and Impres-
sionen vom alten Marseiller Hafen (Vieux port) 
(Laszlo Moholy-Nagy, 1929). In addition, urban 
spaces play an important role in French poetic 
realism of the 1930s. Films by directors such as 
Jean Renoir, Marcel Carné and Julien Duvivier 
often favored the motif of a lonely character 
wandering through the empty city at night or 
in the early morning hours. Carné’s images of 
the city, in particular, demonstrate a strong 
similarity with those in the paintings, draw-
ings, and photographs in the exhibition.

The exhibition is curated by Steven Jacobs, an 
art historian who currently teaches at the De-
partment of Art-, Music- and Theater Studies at 
Ghent University in Belgium. 
From 20 October 2013 to 23 February 2014

Hamburger Bahnhof, 
Museum of Contempo-
rary Art in Berlin: Rain
Susan Philipsz  (1965, Glasgow) will create an 
installation at the former train station in Ber-
lin. She has exhibited widely, at MoMA, the 

Documenta, Guggenheim Museum, Walker 
Arts Center, Ludwig Museum, Palazzo Reale, 
Moderna Museet, Museo Reina Sofia and many 
others, and won the Turner Prize in 2010 in Tate 
London. For the Hamburger Bahnhof’s Historic 
Hall she will exhibit a large-scale sound instal-
lation that will address themes of movement, 
separation and displacement. The installa-
tion will take elements of the architecture of 
the Historic Hall into account, specifically the 
twelve steel arches that line the space and 
create a 24-channel sound installation with 
speakers attached to either side of these sup-
ports. During her research she was thinking 
about the former function of the Hamburger 
Bahnhof as a site for departure and separation. 
She became fascinated by the generation of 
émigré artists who fled Germany for America 
in the 30’s, especially composer Hanns Eisler. 
Because of his film music, his work is intricate-
ly related to the film culture of the first half of 
the 20th Century. He wrote the score Fourteen 
Ways to Describe Rain for the film Regen (1929) 
by Joris Ivens. It enhances scenes depicting the 
fleeting impressions of objects rushing by the 
window of a train, as well as raindrops and 
rivulets drawn sideways on the window by the 
movement of the train. 
Exhibition January 31st – May 4th 2014

Vladimir Pozner se souvient
Book: Vladimir Pozner, 2013, 256 
pages, b-w, French, Lux Éditeur, ISBN 
: 978-2-89596-162-8

Last October the memoirs of a lifelong friend of 
Joris Ivens, the French poet, journalist, screen-
writer and novelist Vladimir Salomonovitch 
Pozner (1905-1992), were published in a new 
edition by Lux éditeur. Pozner was born in 
Saint-Germain des Prés and died there, in the 
Rue Mazarine, a few streets away from Ivens´s 
apartment. During his life he travelled and 
lived in many countries and befriended artists 
who were influential in the 20th century: Alex-
andre Blok, Bertolt Brecht, J.R. Oppenheimer, 
Dashiell Hammett, Boris Pasternak, Isaac Babel, 
Hanns Eisler, Marc Chagall, Fernand Léger, Luis 
Buñuel,  Charley Chaplin, Pablo Picasso and Jo-
ris Ivens. Pozner’s parents were Russian Jews, 
who had to escape from Russia due to their 
anti-tsarist politics. In 1908 the family returned 
to Petrograd (Saint-Petersburg) after they were 
granted an amnesty. He met Gorki, who was re-
lated to his parents, and saw the outbreak of 
the October Revolution on his doorstep. In the 
1920s he studied at the Sorbonne and started 
translating Russian literature by young writers. 
In Berlin, the only city which gave visa to artists 

from the Soviet-Union, he met his old friends 
again: Gorki, Mayakovski, Chlovski and Paster-
nak. Back in Paris, he published his first poems. 
As secretary of the editorial board of ‘Com-
mune’, a magazine of the association of revolu-
tionary artists AEAR (Association des Ecrivains 
et Artistes Révolutionnaires) he collaborated 
with Vaillant-Couturier, Aragon, Malraux, Gide 
and Cartier-Bresson. In these circles he be-
friended Ivens and Hanns Eisler. In 1936, Pozner 
travelled across America, in the same year Ivens 
entered the US. Pozner produced lively pieces of 
reportage, influenced in his style by modernist 
montage effects in edgy collages of notes. Next 
to poetry, journalism and novels, he started 
writing scripts for feature films, such as The 
Conspirators (1944, with Hedy Lamarr and Pe-
ter Lorre) and Siodmaks’ The Dark Mirror (1946, 
with Olivia de Havilland), for which Pozner was 
nominated an Oscar. In 1944, Pozner and Ivens 
collaborated on a film script called Woman of 
the Sea, in which Greta Garbo would play the 
female captain Dagny of a Norwegian coaster 
with an all-female resistance group, trying to 
escape. Very much to their disappointment, 
after months of preparations and discussions, 
Ivens and Pozner could not convince Garbo to 
realize the film. In May 1953, Pozner received 
a letter from Ivens in which Ivens explained 
that they finally had the opportunity to final-
ize a film project together. For this ambitious 
documentary Lied der Ströme (Song of the Riv-
ers, 1954) about the communist trade unions 
along the river banks of six large rivers: the 
Yangtse, Mississippi, Volga, Nile, Ganges and 
Amazon, Pozner contributed to the script and 
wrote the commentary text. Completely com-

piled from footage shot by various cameramen 
in these six countries the films’ unity depended 
on the editing and the commentary. In the end, 
it became a rigidly Stalinist, but also uniquely 
fascinating, almost biblical epic fresco, a com-
munist counterpart of The Family of Man. In 
fact, an attempt to globalize filmmaking, the 
final stage before the entry of television and 
television-satellites. In the Ivens chapter in 
‘Pozner se souvient’, Pozner restricts his memo-
ries of Ivens to describing anecdotes from the 
production of Song of the Rivers. Ivens contin-
ued his loyal friendship with the Pozner couple, 
Vladimir (Volodja) and his wife Ida, until Ivens 
died in 1989. Pozner passed away three years 
afterwards.

Ivens in Museums (2):
Museum of Modern Art, Arnhem and
Hamburger Bahnhof Berlin: Rain

Cover of Fernão Pessoa Ramos’s book ‘A imagem-câmera’ (2012, 

Papirus Editora, Brazil). It examines the relationship between the 

experiences of a filmmaker, the possibilities of the camera and the 

experiences of the spectator. For the cover the author has chosen a 

still from Ivens’ Rain. Ivens invented and used new technologies 

for this film because he wanted to have more control over the ‘eye 

of the camera´ and therefore automatically more control over the 

experiences of the spectators.
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A secret mecenas of ‘New 
Earth’
In July 1933 Ivens was ill. Partly because of his 
poverty and lack of money to finish New Ea-
rth. He wanted to expend his documentary 
Zuiderzeewerken about the closing of dikes 
with an episode of the reclamation of land 
and a political final sequence with an indict-
ment against hunger. Without budget he 
couldn’t even afford to pay a singer. Until to-
day it was unknown that a secret Maecenas 
really saved the film. According to Monique 
Teunissen-Amagat, art historian at the cultural 

centre Villa Noailles in Hyères, it was Charles 
de Noailles, who spent 7.000 Frs in the film.  
Charles de Noailles and his wife, Marie-Laure 
de Noailles, already were well known patrons 

of the arts. He financed Luis Buñuel and Salva-
dor Dalì’s L’Âge d’Or (1930) and Jean Cocteau’s 
film Le Sang d’un Poète (1930). The couple 
also financed Man Ray’s film Les Mystères du 
Château de Dé (1929), which centers around 
Villa Noailles in Hyères. They first asked  Mies 
van der Rohe and then Le Corbusier to design 
their private house. Ultimately it was Robert 
Mallet-Stevens, who in 1923 build this avant-
garde villa. They bought art works of Piet 
Mondriaan, Sybold van Ravesteijn and Theo 
van Doesburg to decorate the house. Since 
2010 the villa became an international cen-
ter for the arts and contemporary creation, 
through the annual hosting of the Internati-
onal Fashion + Photography Festival, Design 
Parade, and numerous other events related to 
fashion, photography, architecture and design. 

IDFA Top 10: Rithy Panh se-
lected two films of Ivens/Lori-
dan-Ivens

At the request of 26th IDFA, Cambodian director 
Rithy Panh (1964, Phnom Penh) compiled his 
personal Top 10 of documentary films. These 
films are screened during the festival, accom-
panied by a Retrospective of the filmmaker’s 
own work. Two films of Joris Ivens/ Marceline 
Loridan-Ivens have been selected in his Top 10. 
Rithy Panh is well known for his documentaries 
about the Killing Fields of Cambodia, which 
he experienced himself. His family members 
were expelled from Phnom Penh in 1975 by the 
Khmer Rouge. One after another, his father, 
mother, sisters and nephews died of starva-
tion or exhaustion, as they were held in a re-
mote labour camp in rural Cambodia. His film 
The Land of the Wandering Souls (La terre des 
âmes errantes, 2000) is a sort of road movie 
along the route where Alcatel commissioned 
labourers to lay the country’s first optical fi-

ber cable. The film follows a Cambodian work-
ers family as they are digging the trenches 
across Cambodia for this cable, depicting their 
poverty, hardships and lousy working condi-
tions. At one point during their excavation, 
the workers uncover a killing field, a remnant 
of the genocidal purges of the Khmer Rouge. 
Rithy Panh made his breakthrough in 2003 
with S21, The Khmer Rouge Killing Machine. His 
latest film, The Missing Picture (l’ Image man-
quante, 2013), was the winner at Cannes’ ‘Un 
Certain Regard’. Panh’s story of his family’s 
nightmarish experience during the Pol Pot re-

gime in Cambodia during the 1970s is expres-
sively told through first-person narration, but 
acted by clay figures.

Rithy Panh selected two films of Ivens/Loridan-
Ivens: The Football Incident (l’Histoire d’un bal-
lon, 1976) and A Tale of the Wind (Une histoire 
de vent, 1988). He is very much in favour of 
committed filmmaking in which the direc-
tor on the one hand is deeply involved in his 
subject matter on a very human level, and on 
the other hand makes it clear that no objec-
tive truth is being presented. On the contrary: 
fiction and reality play a continuous game 
with what is true or false. In his opinion, his 
films always show a false mirror of reality.  
This resembles Pablo Picasso’s famous quota-
tion: ‘We all know 
that Art is not truth. 
Art is a lie that makes 
us realize truth, at 
least the truth that 
is given us to under-
stand. The artist must 
know the manner 
whereby to convince 
others of the truthful-
ness of his lies.’

short cuts

 Villa Noailles in Hyères

 Joris Ivens, New Earth, 1933. Coll. JIA/EFJI

 Georges Auric, Luis Buñuel and Charles de Noailles, 1930

 Rithy Panh at IDFA. Photo IDFA.

Rithy Panh, Film still The Missing Picture, 2013


