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ERIC

RONDEPIERRE
au film de la vie

Etienne Hatt

Nous avions laissé Eric Rondepierre
en 2005. Nous le retrouvons dix ans
plus tard a la faveur d'une rétros-
pective a la Maison Européenne de la
Photographie (4 février-5 avril) et de
quatre autres expositions qui cour

ront tout au long de l'année, a com

mencer par Images secondes & la
Maison d’'art Bernard Anthonioz de
Nogent-sur-Marne (16 janvier-1*
mars). Retour sur les derniers déve-
loppements d'une ceuvre ouverte a de
multiples interprétations.

B Une rétrospective peut étre "'occasson
POUr un aruste gui travail e par Senas, tout par-
tcuberement un photlographe, de revister son
euvre, de créer de nouvedes connexons s'af-
franchissant de toute cohérence chronolo-
gque. Ernc Rondepiarre n'a pas pris ce parti
que l'omniprésence du cinéma dans son
travail semblat pourtant encourager. Sa ré-
trospective & la Mason Européenne de la
Photographie prédsentera les sérias dans
leur succession. L'exposition devran ains: don-
ner une vision conforme a 'idée que I'on se
fait de cette ruvre de cétournement
d'images dont la matiére premiére est le
cinema et dont les développements, de-
PUIS vingt<ing ans, sont des plus progressi‘s,
sans pour autant exclure des ruptures plus
brutates. Commae, par example au tournant

des anntes 2000, quand [es «reprises de
vues » des anndes 1990 Iphotographias
d’arré1s sur image ou entre deux images
de ims) semblent devoir irrémédiablement
céder la place 4 une pratique de montage 85
soclant photogrammes de hiims ot photo-
graphies prises par Fartiste au quotidien

Ces deux phases successives sont pour-
tant amenées 3 se browller. Ceux éléments
y concourent, D'une part, Rondepierre pré-
sentera an méme temps, a la Maison d’art
Bernard Anthonioz, des euvres ingdites
dont certaines prolongent s&s sénes des
années 1990. Le Cearosse d'or (1997-2015)
ost un ensemble de photogrammes altérés
du film da Jean Renowr sorti en 1952, 1l dénve
du Précis de décomposition (1993-129E) et
des Moires {1996-1998) cui scrutaient les
curiositds crédos par la corrosion des pealli-
cules: tel fiot de taches prenent an écharpe
un couple s 1aisant des confidences amou-
rauses, telle brdlure de la pellicule enflam
mant un corps prnis d'ung convulsion
drotiquo. Autre série inédite, Moins X2
(2003-2015) est, commaea Moins X (2003),
une variation & partir de films pornogra
phigues autour des Suites (1999-2001) qu,
s'intéressant au défilement, créaiont un
trouble perceptif en réunissant deux pho-
togrammes successits dans une méme
image. D'autre part, si Parties communes
{2005-2007) et Sauils (2007-2012) reposent
toupours sur le montage d'mages intié vers

2000, DSL (Désolé de Saboter vos Lignes
2010-2012). composeé de caplures d’écrans
d'ordinateurs sur lesquels sont diffuses des
films. semble renouver avec le procédea de
Farrdt sur mage des anndes 1980, Ainsi. plus
qu'é deux périodes consacutivas, = reprise
de vue » 8t montage d'images comesponcent
a deux modes cpéraloires récurrents dans
'oeuvre de Rondopiere qui en a dernsrament
ajouté un troisidme: la reconstitution. La
sorie Background (2013-2014), qui présenta
des décors de cinéma, inaugure en effot ks
reconstitution virtuelle de décors réels &
partir d'images de hims que Rondepiere
préleve, colie, homogénéaise at vide de
toute présence humaing

NOUVELLE ERE

Le point commun des s6nes réaisees deplas
2005 est qu'alies prennant acte des nouvelles
conditions de producton et de diffusion du
cindma & I'ére numéngque. Rondepiarne a tou-
jours ¢1e sSonsiDie @ Cas questions qQui Ne Sons
pas seulement techniques: Ce n'est ansi pas
un hasard $i $es premiers ravaux photogra-
phuques coincident avec la naralsanon du
magnétoscope. Ce dernier parmettait los
arréls sur IMmage mais marguait aussi, pour
Rondepiarre, le début de la mutation du
cinéma dont le numeéngue oS!
étape. Le magnetoscope aurat fain basculer
le cindma « de I'imagnare au symbobaue », |l
aurait modifié notre rapport aux films qui ne

2Ne "-:,"'.,.'n'!‘"!!

saerait plus affare da souvenirs et de fan

1asmes, mais de feulletage ot d'exactitugs

Ses sénes de 'ére numénque actuahisen!t
colles réalsées A I'ére analogique. Les défor-
matons de OSL ne sont plus des altérations
de fa matiére filmique comme dans Précis de
décomposition ou Mores, mais des giiches

bréves parturbations du flux numéngue. Les
Images se figent ou so tdlescopent, les
formes se distendent ou se brouillent. Dans
DSL 13, un paysage prend la silhouette d' une
aulormobde, dans OSL 17, Audrey Hepburn se
haurte 4 son deuble transparens. L'ensembio
da la séna a un caractive prciural, Les tranédes
de pixels semblent des touches de peinture.
Rondepierre, qui a é1é peintre avant ¢'étre
photographe, le revendique. |l dit faire des
pONluces Mag en 56 contentant dattendre
e bon moment

De la méme maniare, 1a tension entre deux
images des Parties communes et des
Seuils est obtenue numénquement alors
que "effet de collage de Loupe/Dormeurs
{1989-2002), qus itiait le mode opératore Gu
montage, était strictement analogique . Rornr
depiarre tenait devant son appareil un mor-
ceau de policule qui 6 superposait au reste
de la scéne. Les Parties communes super-
posent, quant & elles, un photogramme de
film et une photegraphie souvent anodine
prise par l'artiste. Le montage contére &
I'image une charge narrative, mas plusieurs
détails sont incohérents. Par exemple, dans
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(Coun. 'ansoe). From the book “Champs-Lysdes

Rixe, les figures, issues de deux iImages
diffarentas, ne sont pas a a méme échelle
et I'un des personnages de cnéma semble
s'dlover de "abdomen de I'un des deux SDF
couchés par terre. Ce ne sers plus le cas
dans les Seuils. 00 le rapport antre les deux
Images sources n'est pius 1a superposition
mais linctustation, Les figures, qu'il
s'ogisse de personnages de films muets
ou de personnes photographiées par Ron-
deperre, sont Incrustées dans un autre
fond. L'image est cohérante. Le regard ne
bute plus que sur "anachronisme souvent
troublant, voire vertigingux, des situaticns
Ainsi de Courant, ou le Parns du début du 200
siocle semble pénétrer, cent ans plus tard
dans celul d'aujourd’hui, Cu de Photographie
portrait d'un acteur d'il y a un siecle qui
oblitére partiellement le reflet dans une
witre de Rondeplerre qui, avant d'étre pho-
tographe, 3 lui auss: 1€ acteur. Lacrustation
renvoie & cette tachnique devenue mon-
naie courante qui consiste 8 femer des ac-
teurs en studio devant un fond vert ou bleu
pour pouvoir les intégrer & I'environnement
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do son choix, La séne Background ropré-
senterait alors l'autre face: la constitution de
décors virtuels attendant d'étre animés par
des figures incrustées

AUTOPORTRAIT

Les demiers déve'oppements de l'atuvre de
Rondepierre semblent confirmer gu'elle
peut &re envisageés comme un commeniane
sur le cinéma et son histoire, sa production
et sa diffusion, comme une analyse par lo
photographie de sa descendance animée
Mais cette analyse est incarmés, riche de is
presence et du regard de "artiste dont on
vovyait la man dans Louvpe/ODormeurs et dont
le visage apparait maintenant dons Sewls,
Elo prernd un caractére avtobiographique.
Explicite dans |a séne inddite Agends (2002-
2012) qui, sans rapport direct avec le ¢
néma, superpose a des photcgraphies
prises quotidiennement par Rondepiarre le
récit factuel de ses journées, [ est implicite
dans Background qui reconstitue majcritas
rement des deécors de films des annees
1950 at 1960 comme Breakfast at Tiffany's
ou les Oiseaux. Non intentionnells, una tolle
polarisation sur '@ cinéma contemporain de
"enfance troublée ge l'artiste (1), et dont
ne subsisteraient que de rares images,
prend 'allure d'une quéte, voure a’'une res-
tauration. Aussi psychologisanta soit-elle,
catte interprétation est confirmée par la pu-
blication récente de Champs-Elysdes (Edi-
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Eric Rondepierre

Né & Orléans en 1950, Vit et travaille & Paris
Expositions personnelles rdcentes/Recent shows
2012 Bieanale de Busan, Corée; Documents,
Scénes, Légendes. Arsenal de Mewz, Mez
2013 Enigma, Pacl Contemporary, Brescia
Echo du cindma, gaterie Guha, Séoul
Expositions collectves récentas

2013 Capuvs vaillants, galerie Eva Hober, Pars
Los Bolles Endormigs IV, galene

Michéde Chomette, Pucis; Pensefz) cindma
centre d'art contemporain, Meymac

2014 Un corcla n'est quun pownr difate,

In Extramis, Strasbouryg
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Eric Rondepierre in the Film of Life

We lost sight of Eric Rondepierre in 2005,
We found him again a decade later thanks
to a retrospective at the Maison Euro-
péenne de la Photographie (February 4-
April 5, 2015) and four other shows
throughout the year starting with images
secondes at the Maison d"Art Bernard
Anthonioz in Nogent-sur-Marne (January
16-March 1, 2015). Here we track the latest
developments in a body of work open to
multiple interpretations.

For artists who like to make series of picces,
aspecially photographers, a retrospective
can be an occasion to revisit thesr work and
make new connections without the
constraints of chronological coherence. Eric
Rondepierre did not choose that option,
aven though the omnipresence of movies in
his work might have suggested it. Instead,
his retrospective at the Maison Européenne
de la Photographie will present his series in
the order in which they were made. Thus the
vision offered by this show is pretty much
what you woubd axpect from this artist whose
practice, based on the appropriation of filmic
images, has developed gradually over
twenty-five years, even though there have
also been sudden rupturas—for axample, at
the turn of the century, when his “reprises de
vues” (revisited shots) of the previous de

cade (stop-time photos and the straddling of
two film images) seemed to have irrevocably
given way to the montage of film frames and
photos he took of daily life.

Yet these two successive phases some-
times blurred together because of the wor-
kings of two distinct elements, For
example, take two upcoming simultaneous
shows. On the one hand, the Maison d'Art
Bernard Anthonioz will feature previously
unseen work, including pieces that continue
series he began in the 1990s. Le Carosse
d'or{1997-2015) is an ensemble of altered
film stills from Jean Renoir's 1952 movie. It
derives from Précis de décomposition
(1993-95) and Moires (1996-98), which
scrutinize the curiosities created by the
corrosion of film stock, like the smudges that
surround a couple exchanging words of
love and the burned film inflaming a body
in the throes of orgasm. Anothar pre-
viously unseen series, Moins X2 (2003

2015) is, like Moins X (2003), a set of
variations using X rated films continuing the
tochnique used in Svites (1999-2001} in
which two succassive frames are cut and joi-
ned together to make a new image. On the
other hand, while Parties communes
{2000-7) and Secuils (2007-12) are also
based on the montage of film frames
begun around 2000, OSL (2010-12), made up
of screenshots of frames from famous

movies distorted by electronic glitches,
seems to revisit the freeze-frame technique
he used in the 1990s. Thus, the two conse-
cutive poriods in his practice, one charac
terized by “revisited shots™ and the other by
maontage, correspond 10 two recurring
modes of operation in Rondepierre’s work.
Lately, he has added a third: reconstitu-
tion, Background (2013-14), a series of
movie sets, inaugurates the virtual re-
constitution of real backgrounds using
movieé frames that Rondepierre cuts out,
glues, homogenizes and empties of all
numan presence,

A NEW ERA

What his series made since 2005 have in
common is that they bear witness to the new
conditions of production and distribution of
movies in the digital era, Rondepierre has
always been mindful of these issues,
which are more than just technical. It was
no accident that his first photo works coin-
cided with the rise of the VHS cassette ra-
corder,. That apparatus made freeze-frames
easy, but for Rondepierre, it also marked the
beginning of the evolution of film in which
digital is the latest stage. When the cassette
recorder cinema shifted from “the imag:nary
to the symbolic”™ it modified our
relationship with movies such that it would
no longer be the stuff of memories and
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fantasies but rather be constituted by
frame-by-frame fast-forwarding and exac-
titude. His series made in the digital era re-
fresh ones made in analogue times. The
distortions in DSL are no longer produced
by alterations to the physical film as in
Frecis de décomposition and Moires but
brief perturbations in the digital signal.
The images freeze or combine; shapes dis-
tond and blur, In DSL 13, a landscape takes
on the silhouette of an automobile. In DSL
17, Audray Hepburn bumps into her trans-
parent double. The saries as a whole has a
painterly quality, and the flowing pixels
seem to be brushstrokes. Rondepierre was
a painter before he was a photographer, and
he is conscious of this effect. He says he
makes paintings but is content with waiting
for the right moment.

Similarly, the tension between two images
in Parties communes and Seuwils is digi-
tally obtained, while the collage effect in
Loupe/Dormeurs (1999-2002), where he
began using montage as his m.o., is strictly
analogue: in front of his camera Ronde-
pierre held up a piece of film superimposed
on the rest of the scene. As for the Parties
communes, they result from the superim-
position of a8 movie frame and a photo,
often insignificant, taken by the artist. The
montage confers a narrative charge on the
imoge, but many details are inconsistent. For
example, in Aixe, the fighting figures,

taken from two different original photos, are
not shown on the same scale, and one of the
movie characters seems to be emerging
from the abdomen of one of the two ho
meless men lying on the ground. Conver-
sely, in Sewiis the relationship between
the two source images is not one of su-
perimposition but insertion, The figures,
whether silent movie characters or real
people Rondepiorre photographed, are in-
serted into a different background. The
image is internally consistent and our gaze
no longer stumbles on the often distur-
bing and even vertiginous anachronism of
the situations. In Courant, carly twentioth
century Paris seems to come through a
contemporary scene a hundred years later,

SELF-PORTRAIT

In Photographie, a portrait of an actor from
a century ago partially obliterates the re-
fiection in a sheet of glass of Rondepierre
himself, who was also once an actor. This
insertion technique references the now
common television and movie procedure of
filming people in o studio in front of &
green or blue background S0 as 1o later
show them amid some other environment
In the Background series Rondepierre does
the opposite, making virtual backgrounds
that await being brought to life by the in-
sertion of peaple.

The latest developments in Rondepierre’s
work seem to confirm that it can be sean as
a commentary on cinema and its history, its
production and distribution, like a photo-
graphic comment on its moving picture
descendant. But this analysis is embodied

and enriched by the presence and gaze of
the artist, whose hand can be seen in
Loupe/Dormeurs and whose face now ap
pears in Sewils, It takes on an autobiogra-
phical character. This character 18 explicit in
the previously unshown saries Agendas
{2002-12}), with no direct relationship to
movies, where photos taken by Ronde-
pierre to document his day are superim-
posed on his diary entries,
it is implicit in Background. which for the
most part raconstitutes backgrounds from
19505 and '60s movies such as Breakfast at
Tiffany’s ond The Birds. Unintentionally, this
pairing of the artist’s troubled childhood
with movies of that period, (1) with no-
thing remaining but occasional images,
seems to become a quest or even a resto-
rotion. While this hypothesis may seem like
pop psychology, it has been validated by
Rondepierre’'s recent book Champs-Ely-
sées (Editions Nonpareilles), a memoir,
even If the status of his text alternates
between documentary narrative and fiction,
and the images, once again, are mostly
taken from footage of himself as a child
playing and walking around in the Champs-
Elysées gardens. Using the same proce-
dure as for Background, he took images
from the 1963 movie Charade to recons:
truct a broad ponoramic view of “the magic
square that the deserted clown, protacted n
the bushes, draws, with the marry-go-round
on his left, the swings in front of him and the
fourth angle a blind spot.” On the left in the
picture, a little boy dressed in blue playing
ball serves as a self.portrant.
Thus the movie images that Rondepserre has
pioneerad in using tend to become a fic-
tionally insignificant document in which
the actors and extras become mere passers-
by -—~when they are not simply erased. Now
this document does more than recount the
history of the seventh art; it reconstitutes the
artist's world of the past and restores a
phantasmal vision of cinema in which
one’s memories of films are mixed with
the film of one's own life. B

Translation, L-S Torgoff

(1} For the biogrophical facts, see Piarre Guyotat's
prefecs 2o Eric Rondepierre, Lo Scheer, 2003, and
Rondepisrre’s Placement, Seuil, 2008,

Eric Rondepierre will show Bis work in theae other
exhibitions in 2015, at the Galeris Michale Cho
motte in Paris (Apeil 2-May 30} the Canire o"Art
Imageimatge in Cether (October 1 2015 January 16,
2016); and the Galetie Isabele Gounod in Paris (No
vember 7-Doecember 19). In addition 1o Champs Ely-
sées (Nonpareilles), he is the subject of two more now
books, the monographic Images secondes with
toxts by Catherine Millet and Jacgues Rancidre
(Loco), and Le Yoyeur, an interview with Julion
Milly (De I'incidenco).



