
 THE POSTURE 
 OF THE KEY *

 
 A film and discussion  
 programme curated by 
 Katherine Waugh 
 as part of Workhouse Union
 various sites at 
 Callan Workhouse Union 
 and Fennelly’s, Callan

 SATURDAY 21.11.2015

 13.30         Voyage to Rodez 
 CHAPEL         Sylvere Lotringer 
   and Chris Krauss               
   1986, 14 mins

 13.45          In Absentia 
 CHAPEL         Brothers Quay
   2000, 20 mins

 14.15          Institute Benjamenta
 STUDIO  Brothers Quay
           1995, 104 mins
 
 16.00   Discussion
 STUDIO  with Imogen Stidworthy,    
   Aislinn O’Donnell, Vagabond   
   Reviews and Sylvere Lotringer   
   (via Skype from Mexico)

 18.30      Frownland
 FENNELLY’S Ronald Bronstein
   2007, 106 mins

 SUNDAY 22.11.2015

 12.00       Le Moindre Geste
 STUDIO  Fernand Deligny
   1971, 105 mins
 
 14.00     Too Early Too Late
 STUDIO  Jean Marie Straub 
   and Danielle Huillet
   1982, 100 mins

     

     *from Emily Dickinson’s poem The Prison gets to be a Friend

INSTITUTE BENJAMENTA OR THIS DREAM PEOPLE 
CALL HUMAN LIFE
Brothers Quay, 1995, 104 mins
Based on the novel  Jakob von Gunten by Robert Walser

 I would like to write a Book which would drive men 
mad, which would be like an open door leading them where 
they would never have consented to go, in short, a door that 
opens onto reality. Antonin Artaud
 My main concern will be to locate the forms of 
power, the channels it takes, and the discourses it permeates 
in order to reach the most tenuous and individual modes of 
behavior, the paths that give it access to the rare or scarcely 
perceivable forms of desire, how it penetrates and controls 
everyday pleasure—all this entailing effects that may be 
those of refusal, blockage, and invalidation, but also in-
citement and intensification: in short, the “polymorphous 
techniques of power. Michel Foucault
 This film was chosen as a slightly tangential 
response to the reflection on the nature of an 
institute  in the project Temporary Institute One: the 
Bio-Archive by Vagabond Reviews and will be screened 
elsewhere in the workhouse after their readings and 
discussion earlier that day in the library. “Day after day, 
the students are drilled in the school’s catechism: “None of 
us will amount to much. Later in life we will all be some-
thing very small and subordinate.” Brothers Quay. In an 
interview with Thyrza Nichols Goodeve in 1995 the 
Brothers Quay said:“In Institute Benjamenta, what is most 
magnetized is the space itself. The Institute is the main 
actor, or the main character, and as a character it exerts 
a dominion and sway. We wanted it to carry the essential 
mysterium of the tale, as though it had its own inner life 
and former existences, which seemed to dream upon its in-
habitants and exert its conspiratorial spells and undertows 
on them. For us, Jakob (the protagonist in the film) is a quiet 
portrait of [Rober]) Walser. He spent the last 26 years of his 
life in an asylum. At the beginning he still wrote; then he 
stopped. He said, “I’m here to be mad, not to write.” “Each 
shot is its own still; each edit, a dazzling transformation of 
narrative space. As such, Institute Benjamenta is as much 
a foray into the memory of film itself, a sensuous evocation 
of the cinema of the miraculous (Jean Cocteau, Luis Bunuel, 
Maya Deren, Sergei Paradjanov), as it is a fairy tale of spir-
its crushed by the soul-killing monotony of rules, repetition, 
and subordination.”  Thyrza Nichols Goodeve.  (Texts by 
Robert Walser and further notes will be made avail-
able at the screening).

IN ABSENTIA
Brothers Quay, 2000, 20mins

So long as we have failed to eliminate any of the causes 
of human despair, we do not have the right to try to elimi-
nate those means by which man tries to cleanse himself of 
despair. Antonin Artaud
In Absentia, an extraordinary film by the Brothers 
Quay was inspired by an exhibition in the Hayward 
Gallery called  Beyond Reason : Art and Psychosis (1996-
7), which consisted of works from the Prinzhorn Col-
lection, a collection of artworks and artifacts created 
by the inhabitants of mental institutions. The Broth-
ers Quay have said “In particular there was one set of 
drawings by a woman called ‘EH’, which was Emma Hauck,
born in 1878, died in 1928. Marital status: married, diagno-
sis: dementia praecox. The image was so powerful of letters 

written to her husband where she would write over the 
top of the original letter again and again until it became a 
graphite blur of imagery. So we said ‘this is what the film 
would be about.”. The film is dedicated to “E.H. who lived 
and wrote to her husband from an asylum.” BBC producer 
Rodney Wilson set up a collaboration with composer 
Karlheinz Stockhausen which led to his composition 
Zwei Paare for the opera Freitag Aus Licht being used 
for the film and ultimately influencing its style. Later 
the Brothers Quay discovered why Stockhausen was 
so deeply moved by the film’s subject matter when he 
began to weep at the film’s premiere : “We only later 
learned that his mother was imprisoned by the Nazis in an 
asylum, where she later died. Even for us this was a very 
moving moment, especially because we directed the film 
without knowing any of this.” I feel this film will reso-
nate very powerfully with the film and research focus 
of artist Bridget O’Gorman, and the screening which 
will take place in the old chapel of the workhouse will 
draw on the deeply moving stories of families and lov-
ers separated by the rationality of the brutal regime 
this institution implemented.

VOYAGE TO RODEZ  
Sylvere Lotringer & Chris Krauss, 1986, 14 mins

This short film by Lotringer shot on 16mm with his 
then partner Chris Kraus becomes a pilgrimage of 
sorts to Rodez Asylum where Artaud received his 51 
electro-shock treatments under Dr Jacques Latrémo-
liere, whom Lotringer confronted in an interview 
(later published and available to read in the Tempo-
rary Institute) in 1983. Lotringer’s lifelong fascination 
with Artaud and extensive writing on him culminated 
in two related productions in 2015 – the translation 
of his book Mad Like Artaud, and the completion of 
the film I co-produced with him on Artaud’s own 
pilgrimage to Ireland The Man who Disappeared which 
has just screened in New York and will be screened as 
part of a project I’m curating in Paris next year. Voyage 
to Rodez marks my first meeting with Sylvere having 
been a fan of his writing and publishing for many 
years. When filming him for The Art of Time  in London 
in 2008 he invited me to an intimate screening of this 
film in an incredible (and since ‘disappeared’) experi-
mental art and performance space called SHUNT lo-
cated in old wine cellars under London Bridge station 
and run by another Artaud scholar and filmmaker 
Mischa Twitchin (now also a friend and collabora-
tor). Sylvere and I have been close friends ever since 
with our mutual passion for Artaud being a constant 
thread returned to in different guises. Voyage to Rodez 
was also screened as part of a symposium I curated 
on Artaud with Sylvere, invited art writers and Form-
Content in the South London Gallery in 2013 . Two 
projects I curated in London (in collaboration with 
writer David Morris) on the artistic legacy of Sylvere’s 
1975 New York event Schizo-Culture also drew on 
Artaudian modes of experimentation. I invited Ciaran 
Smyth of Vagabond Reviews to participate in one of 
the weekend’s ‘schizo- events’ specifically addressing 
power and institutions in the context of the anti-psy-
chiatry movement . This film marks the passage be-
tween Sylvere, myself, Vagabond reviews and this new 
collaboration in Callan for Workhouse Union. Artaud’s 
life, writing and and experiences with psychiatry feed

into many aspects of this project and intersect strong- 
ly with the Temporary Institute’s research frame-
work.“The “enchantments” Artaud complained of “were 
not imaginary,” Lotringer writes, echoing Foucault, “they 
expressed a sharp perception of the disciplinary system 
underlying society, which spread its roots in all directions 
implanting and imposing normality. . . Those who still 
thought themselves capable of personal thoughts were 
really the ones hallucinating.” 

FROWNLAND  
Ronald Bronstein, 2007, 106 mins

I am
Into the nothingness of scorn and noise,
Into the living sea of waking dreams,
Where there is neither sense of life nor joys,
But the vast shipwreck of my life's esteems;
And e'en the dearest - that I loved the best -
Are strange - nay, rather stranger than the rest.
John Clare in 1845, composed when Clare was in the 
Northampton General Lunatic Asylum 
 The history of Callan is also a history of 
power expressed through edicts, through the many 
laws and letters, orders and commands, punishments 
announced, even pedagogical rationalities 
articulated through institutions – a history of how 
language marks and shapes the body and its fate. 
How does power work on the body today? How does it 
structure and infiltrate our relationship with 
language, our speech, our ability to express affects, 
our rhythms?  Foucault noted: “Power is not an institu-
tion, and not a structure; neither is it a certain strength we 
are endowed with; it is the name that one attributes to a 
complex strategical situation in a particular society.” What 
strategical situation do we find ourselves embedded 
in amidst the chaos and speed of contemporary life 
particularly in urban centres? Frownland presents one 
desperate character’s specific battle with the fantasy 
of articulacy, the impossible dream of some kind of 
ultimate ‘parrhesia’ where truths can be expressed 
unedited, where the raw edge between language and 
power is negotiated with an ever increasing sense 
of panic and urgency : to be understood – to feel the 
boundaries of the human, a kind of linguistic de-tox. 
Frownland feels at times like a cinematic adaptation 
of Kafka’s In the Penal Colony – it’s protagonist’s 
struggles and failures scarring his body and 
composure in each tortuous social encounter. My 
thanks to the director Ronald Bronstein whom I had 
the pleasure to befriend after inviting him to do a pub-
lic interview at the Cork Film Festival a few years ago 
for giving permission to screen his film. I was 
intensely aware of the irony in discovering that this 
incredibly literate New Yorker (able to quote 
substantial sections of Proust and Dostoyevsky in 
conversation at the drop of a hat) who was voracious-
ly reading Morrissey’s just published autobiography 
when I first met him, had made this searing and bril-
liant film on inarticulacy and the horrors of communi-
cation. “Since language and meaning are ripped apart, 
the sounds of the words have an elevated presence, 
becoming musical, sometimes melting into the ambi-
ent noise. As lead performer, Keith’s grating, repetitive 
delivery sounds like a primal free jazz riff in a locked 
groove.” John Bruni, The Solute (Film Collective) 2014.



TOO EARLY, TOO LATE  
Jean Marie Straub & Danielle Huillet, 1982, 100 mins

(Paris, Cairo, Callan)
 Jean Marie Straub in conversation with Celine Con-
derelli October 2010 on the eve of the Egyptian revolu-
tion said: “The least one can do when filming a place…. You 
need to go there and walk around. Walk around a place or a 
village three times, and find the right topographic, strategic 
point. In a way that one may be able to see something, but 
without destroying the mystery of what one sees…” When 
sitting on the Norman moat in Callan last summer, 
a seemingly natural (yet man made) hill with beau-
tiful trees and a perfect vista over the expanse of the 
town, I was struck by how easy it is to be oblivious 
to the deep materiality of a history embedded in a 
landscape. We fix various landmarks into established 
narratives far too quickly – in Callan - the Medieval 
churches, the workhouse, this very moat I was sitting 
on. The view and background birdsong brought to 
mind this powerful film by Straub-Huillet Too Early, Too 
Late and how it addressed this subject of a landscape’s 
complicated and implicated materiality so strikingly. 
It’s worth walking around Callan three times...‘See-
ing’ for Straub-Huillet, as Mark Fisher has written, 
was and is a difficult process, and one that involves 
considerable effort. In Too Early, Too Late we experience 
long static shots of seemingly idyllic French country-
side accompanied at first by an apparently lush nat-
uralistic soundtrack with birds singing, yet we soon 
hear a voiceover reading a letter by Friedrich Engels 
describing the high levels of poverty in the provinces 
of France at the time of the revolution. Engels com-
ments that the areas considered the most fertile and 
beautiful often harboured the worst poverty – any 
romanticization of this landscape becomes pierced by 
its historical materiality. Other excerpts read from the 
Cahiers de Doléances, were according to film critic Jon-
athan Rosenbaum  ““notebooks of grievances”, which 
were written by mayors of those villages leading to 
the “Reunion des États Generaux” in 1789, a meeting 
challenging the fiscal crisis caused by Louis XVI’s de-
mand for further taxation. The meeting is thought to 
have been the starting point for launching the French 
Revolution. One can’t help thinking of the complicat-
ed epistolary and bureaucratic archives related to Cal-
lan’s own story. In the second part of the film, shot in 
Egypt in 1981, we hear a more recent Marxist text by 
Mahmoud Hussein, author of Class Struggles in Egypt 
about the Egyptian peasants’ resistance to the English 
occupation prior to the “petit-bourgeois” revolution 
of Neguib in 1952  . We see workers leaving a factory 
in Cairo, counterpointed by Egyptian rural scenes.  In 
both sections,  Rosenbaum writes “it is suggested that 
the peasants revolt too soon and succeed too late…. “ Too 
Early, Too Late is about the beginnings of revolutions, 
the weight of history in a landscape, and given the 
upsurge of recent political movements, reminds us of 
the traces in a landscape which might allow us to re-
think history: Paris, Egypt, Callan.
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LE MOINDRE GESTE 
Fernand Deligny, 1971, 105 mins

Le Moindre Geste, an extraordinary film made by Delig-
ny with the help of Francois Truffaut (Deligny worked 
on The 400 Blows) and Chris Marker, was selected for 
the Cannes Film Festival in 1971. 
“The work of the French outsider thinker, Fernand 
Deligny (1913-1996) has yet to be truly explored in its 
full richness, peculiarity, and resistant novelty. Deligny 
was one of those unique individuals who strived to be 
part of the background, choosing to be an educator and 
social worker dealing with those ignored by institu-
tions and marginalized by ordinary life. Deligny’s ex-
perimental non-works, his cartographic “wander lines,” 
became foundational to Deleuze and Guattari’s im-
portant concept of the rhizome. He would also inspire 
another of his contemporaries, Michel De Certeau’s 
work on The Practice of Everyday Life, and Deligny’s 
film, Le Moindre Geste,  closely depicting biographical 
narratives of young boys escaping from internment 
in asylum, garnered him attention at the Cannes Film 
Festival in 1971.In the last 10 years, new researchers, 
artists, and writers have re-discovered the peculiar ar-
tifacts Deligny has left us. He provided a space for se-
verely autistic, mostly mute children to work through 
their difficulties by teaching them to make and spin 
wander lines with no emphasis on reasons or mean-
ing as such and to perform various open ended daily 
wanderings of “acting” and “doing”. Deligny’s universe 
is one in search of the world outside of language and 
violence. He chose to abandon psychoanalysis and the 
La Borde clinic where he worked with Felix Guattari in 
order take care of mostly-mute children with autism, 
at a time when no one wanted to give them a free 
place to wander. Deligny has left us with remnants of 
this time in the form of philosophical inquiries into the 
possibility of a world outside of self, auto-biographical 
narratives and cartographies of what he will simulta-
neously name in French the SE voir and the CE voir—
of ‘self’ seeing and ‘this’ seeing—a poetic attempt at 
seeing the radical immanence of existence outside of 
language and self. Accompanied by the help of mostly 
un-educated caretakers from the working class, he did 
not try to make those under his care conform to some 
sort of specified existence. He directed those around 
him to closely watch over the “lignes d’erres”, the 
“wander lines” and instructed them to carve, trace, and 
mark out cartographies that had no reason or meaning 
for being except to be woven.”
Living Network Ecologies: A triptych on the universe of Fer-
nand Deligny  Drew S. Burk 2013 

WORKHOUSE
UNION 

Katherine Waugh presents an eclectic programme of films and 
open conversations over the weekend emanating from her 
Foucauldian-inflected research on Callan’s idiosyncratic history 
and how, in the 19th century, it became a locus for a complex 
intersection of forces through which institutional language, 
power and new forms of governmentality were enacted upon the 
body. She has invited artist Imogen Stidworthy, whose work has 
consistently explored the nuances of our relationship with 
language through communities and individuals deemed at the 
border or ‘outside’ of language, to participate in the programme 
with a presentation on her own practice, her response to the 
work of Fernand Deligny and in broader discussions with invited 
speakers from philosophy and art including Vagabond Reviews 
and philosopher, writer and publisher Sylvere Lotringer (via Skype 
from Mexcico). The Irish philosopher Aislinn O’Donnell also 
contributes to this strand. Her ongoing research practice includes 
addressing (through her project ‘impossible conversations’) 
subjects and individuals usually deemed ‘outside’ the 
contemporary art world, and teaching philosophy to, and 
developing her collaborative research practice and writing 
with, groups in a range of informal settings, including closed in-
stitutions, where rather than treating people as research subjects, 
these spaces become research sites offering opportunities for 
co-enquiry. The films programmed have been chosen to 
resonate with specific aspects of Callan’s history and include 
work by Straub-Huillet, Brothers Quay, Sylvere Lotringer, Imogen 
Stidworthy and work from the edges of American Independent 
cinema.  The discussion takes the form of an open conversation 
about power, language, institutions and the body. It will be 
preceded by a short presentation by artist Imogen Stidworthy.

  image:  Too Early, Too Late, Jean Marie & Danielle Huillet, 1982

 


