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MUSIC VIDEO: louis Philippe Eno 
June 8 -August 4, 2011 

Over time , the language of the music video has evol ved through the various approaches 
- illustrati ve , narrative, technological and conceptual - of successive waves of young 
directors for whom the world of the video clip provides a rare space of aesthetic and 
professional freedom and a great way to learn the ropes . In 2003 , Spike Jonze, Michel 
Gondry and Chris Cunningham, the first generation of directors to acquire reputations 
as auteurs , founded Directors Label , a collection devoted to those "who helped redefine 
film and music videos . " At the time , Louis Philippe Eno was finishing his film studies at 
Concordia Uni ver si ty . He hoped to promptly gain as much experience as possible and mas ter 
the art of working wi th a film crew . Happily, Eno ' s friendship wi th Steve Dumas , for whom he 
had crafted the visual look of earl y shows , led him to NuFilms , where in less than a decade 
he has made nearly a hundred music videos . He works wi th Dumas , Mala jube , Les Trois Accords , 
Pierre La pointe , Plants and Animals , Les Cowboys Fringants, The Hidden Cameras , Mickey 3D, 
Les Da les Hawerchuk and many more . 

MUSÉE D'ART CONTEMPORAIN DE MONTRÉAL 
Québec:: 



Eno quickly explored every approach : the eye candy of extreme pop visual effects , animated 
sequences , the possibilities of postproduction and stop motion, dense superimpositions 
and montages timed to the beat of the sound track . His register ranges from a childlike 
playfulness to a more sombre dreamlike atmosphere . In 2005, two of his works received 
ADISQ nominations for Video of the Year: Vénus , for Dumas , and Saskatchewan , for Les Trois 
Accords , which was also nominated for Best French Video at the MuchMusic Awards . For 
Saskatchewan, Eno divorced the visuals completely from the music. " I wanted to break the 
pattern, the one we al ways get , wi th the artist performing in environment x and a li tt le 
story running alongside. " Instead , he turned the members of Les Trois Accords into ninj a 
warriors demonstrating the ir prowess in the martial arts . No one is se en to sing . In 2006 . 
Eno took part in the inaugural edition of Music Video at the Musée wi th his Montréal - 4Cl' C 
for Malajube, a gently humorous video with a sound track that bears repeated listening . 
And, in 2007 , Pâte Fila , also for Mala jube , won Best French Video at the MuchMusic Awards . 

"Qui te a part from visual inspiration, I think i t' s possible to do a good clip wi th a song 
that' s , say, average, but i t' s impossible to do a great clip wi thout a great song. It all 
cornes back to that, the basic reas on for the video clip . It' s all about the song ." 

Eno compares the song that forms the basis of each project to his canvas . Making a music 
video requires a maximum output of energy in a short period of time . "The music gi v es a 
good structure to start off wi th, and a defined time frame. " Each Eno proj ect starts wi th 
the question: "Where do we want to go wi th this? " Looking for the idea that will be true 
to the song . In this , Eno joins other concept-centric directors , such as Spike Jonze, a 
defini te reference and source of inspiration for him. One need only think of Jonze ' s work 
for Sabotage, by the Beastie Boys, 1994. and the performance of his Tor rance Communi ty Dance 
Group for Praise Y ou, by Fat boy Slim, 1998. "There is in his sense of humour , his disorder, 
his unorthodox desire to explore the medium of the video clip more in terms of concept than 
technique , something that is extremely generous , skilful and true." 

•••••••. the fourth music video Eno did for ••••. opens on a battlefield on a 
snowy hillside. The re are arrows, blood and injured men , lost warriors from sorne distant 
past. Knowing that the Montréal French rock group was not very interested in the idea of 
a music video at the time , Eno proposed a short film . "The guys liked the idea and gave me 
a free hand ." The re sul t is a very cinematographic music video in which none of the four 
musicians appear- qui te unlike what the Beatles did with A Hard Day's Night , directed by 
Richard Lester in 1964, and Help , in 1965, from which excerpts were taken (hence the word 
"clips") to be shown on TV when the band was not available to appear live. Étienne d 'Août 
shows the character of a grieving Viking in what could be an excerpt from an epie film, in 
a different register al together than the music by Mala jube. 

In 2009, Eno ' s work wi th for put him in contact 
wi th Brian Burton alias Danger Mouse and a few weeks la ter he found himself in Los Angeles 
for the proj ect , a musical collaboration between ••••••• 

and David Lynch. Eno had to quickly dive into this uni verse and improvise . 
With his super -8-mm camera and garden lights bought at the last minute at the local hardware 
store , Eno filmed 13 sequences in the two da ys David Lynch spent on the photo shoot. The 
unique context of this project, the do - it-yourself element, rekindled his interest in 
experimental film and the work of Stan Brakhage . "For me i t was a new angle on a certain 
aspect of the music clip. We created a video which isn' t really a clip, i t' s more of a teaser, 



with 30 to 45 seconds devoted to each song on the album ." The hybrid and driven nature of the 
proj ect , coupled wi th the intellectual and artistic relationship wi th David Lynch , had a 
profound impact on Eno. "It may have be en the strongest creative experience of my career. 
I was, and still am, deeply affected by it . " 

That same year, his short film Jonathan et Gabrielle won the Focus Grand Prize for Best 
Canadian Short at the Festival du nouveau cinéma in Montréal . Now , when Louis Philippe Eno 
is turning more toward making shorts , this sixth edition of our Music Video series will 
present seven of his most important music videos , revisiting his earl y professional career 
when he was in his 20s and working in "a milieu and medium that were perfect for that age .. . " 

LOUISE SIMARD, Head of Multimedia Events 

•••••••. "Our first idea for this video was to put the band on 
the Moon . We had ordered the costumes, but the following week a video came out based on 
the same idea , so we had to revamp our concept . We wanted the energy of the visuals to be 
perfectly aligned wi th the energy of the song . Then we came up wi th the idea of the ninj as. 
The band members rehearsed their ka tas with a coach who was on site while we were filming. 
For the masked ninj as we used real martial arts experts . .. al though the final re sul t is 
essentially absurd. " 

••••• . "We then decided we would show , in a physical way, the most noble, classical 
attribute of the music. The band prepared a symphonie arrangement specifically for the 
video . We wanted to keep i t serious, and showed a philharmonie orchestra wi th 28 musicians , 
all played by the five members of the group. It' s one of the clips I ' rn most satisfied wi th. 
It doesn ' t reinvent anything , but i t makes subtle use of all the codes in the music video 
lexicon while remaining spare and concise . " 

- , . "Dumas is first and foremost one of my best friends. He is also the 
artist I can connect wi th and work wi th most easily. I know what he likes and he knows what 
I ' 11 try to do , and he al ways subtly realigns me through his own tas tes and needs. The clip 
is a very experimental one where I tried a technique that I hadn' t seen anywhere el se , 
shooting wi th seven cameras po si tioned at 180° angles. We filmed everything wi th video 
cameras and then took images from them to crea te a stop-motion effect , shifting from one 
camera to the next . We th en morphed the images to crea te a kind of fluidi ty between the 
bodies, as if they were all the same organism . But at the same time I didn' t want i t all to 
be about technique, I wanted to gi ve Dumas space to de li ver a good performance. It' s one of 
his great strengths wh en he' s doing a show . " 

••••••• . " I allowed myself to imagine a film inspired by the song . I had a 
clear picture of the Vikings, a story about twin brothers, one who dies on the battlefield 
and the other who survives . It' s still one of the best experiences I 've had making a video. 
The idea was to con vey the emotion of the song , not directly illustrate i t . The clip is in 
a way clos er to film than music video . The image of the man who finds his twin brother dead 
on the battlefield still moves me . I think the hyper-cinematographic nature of this video 
helps it withstand the test of time." 




