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‘Everyone agrees. It’s about to explode,’ The 
Invisible Committee wrote the year before 
assemblages of activists captured the world’s 
attention with transnational protests such 
as Occupy Wall Street and the Arab Spring. 
(Committee 2009, 9). Since these prescient 
words, global irruptions of activism have enacted 
reclamations of not only democracy, but also the 
right to the time and space for its enactment. Part 
of this fractured process has involved a reassertion 
of autonomous organizing – a commitment 
to collectivity in the age of hyperindividual 
neoliberal subjectivity. In a diverse range of 
sites around the world – from rural villages in 
Venezuela and Chiapas, Mexico to the streets 
of global cities such as New York, London and 
Madrid – there has been the rise of a polyvalent 
‘movement of movements’ characterized 
by ‘autonomy, voluntary association, self-
organization, mutual aid and direct democracy’ 
– all central principles of anarchism since 
Proudhon’s 1840 foundational declaration that 
‘property is theft’ (Graeber 2007: 303).1

These movements, which so dramatically 
stormed the world stage in Tahrir Square and 
constructed the many Occupy encampments 
around the world, are characterized by a refusal 
of the commodification of time and space, the 
expropriative demands of neoliberal capitalism 
and even representational ‘democracy’ itself. 
An insurgent movement of movements has 
re-imagined communism without reliance on 
the state, with an enactment of ‘prefigurative 
politics’ – the embodying of a future world being 
organized for in the present, with all power to 
the communes.2 In this politics, the form and 
practice of organization is part and parcel – both 
means and ends – of activism. A central principle 

here is ‘horizontalidad’ or ‘horizontalism’ – the 
embrace of non-hierarchical organization 
that embraces and diffuses power rather than 
centralizing it and that encourages direct over 
representational action (Sitrin 2012). It is in 
this emphasis on constituent practice – that 
focuses on the production of new spaces for 
social organization and creative action – that 
contemporary activism can be understood 
to have embraced a poetics of action that is 
as foundational as any policy programme. 
The values, ideas and strategies of the new 
global movements have not only rallied a 
new generation to activism that challenges 
the dominance of the ‘1 per cent’ but has also 
produced a cultural shift that can be seen in the 
increasing popularity of ‘the Viewpoints’ as form 
of theatrical training and production.

It is in the context of this reimagining of the 
political that I locate the current ascendancy 
of the form of actor-training and theatre-
making called ‘the Viewpoints’ (created by 
choreographer/dancer Mary Overlie and revised 
by director Anne Bogart) as employing a poetics 
that links current ensemble theatre-making 
with anti-capitalist activist practice in excess of 
any particular political message intended by an 
individual work. While Viewpoints is not usually 
considered as a political practice, but rather 
as a formal innovation, its embodiment of 
a poetics shared with global justice movements 
marks a significant political development.3 
The proliferation of Viewpoints practice in the 
contemporary moment – as a creative method 
and as a form of actor-training functions – 
marks a concurrence of the rise of a set of 
aesthetic and organizational ideas (for example, 
materialism, anti-representationality and 
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1 These principles have also 
animated the organization 
of many societies outside 
of (and often in resistance 
to) this European tradition 
since long before 
Proudhon, Bakunin, 
Kropotkin and others 
began to espouse them. 
A non-Western tradition of 
anarchism is prevalent in 
practice and philosophy of 
the Zapatista movement in 
Chiapas, Mexico as well as 
in activist movements 
throughout Latin America 
(Conant 2010, Marcos 
2001, Sitrin and Azzellinni 
2014).
2 Prefigurative politics have 
emerged as a central 
feature of contemporary 
justice movements – where 
organizational practice and 
governance become a site 
for enacting egalitarian 
practices. As Marianne 
Maeckelbergh puts it, 
‘Prefiguration is a practice 
through which movement 
actors create a conflation 
of their ends and their 
means. It is an enactment 
of the ultimate values of an 
ideal society within the 
very means of struggle for 
that society’ (Maeckelbergh 
2009, 67).
3 Exemplary of Viewpoints 
as merely a mechanics of 
training is Scott 
Cummings’ Remaking 
American Theater. 
(Cummings 2006). Julia 
Whitworth, on the other 
hand, addresses the way 
such trainings refashion 
practices of subjection. 
However, her incisive essay 
does not address any 
particular political 
struggles. (Whitworth 
2003). Notably, both of 
these studies focus on the 
work of SITI Company, 
rather than that of Mary 
Overlie.
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horizontality) that challenge the conventions of 
both political governance and theatre practice.

The rise of devised theatre and the longevity 
and sustained prominence of such companies 
as the Wooster Group, SITI Company, Gob 
Squad and Forced Entertainment characterize 
a similar shift in both collaborative organization 
and aesthetic practice. Much contemporary 
performance work has been characterized 
by what Hans-Thies Lehmann has called 
the ‘postdramatic’, creating new aesthetic 
relationships with the audience – away 
from the stability of representation and an 
enclosed totality of meaning to a ‘moment of 
shared energies’ that moves from ‘sense to 
sensibility’ and that takes advantage of the 
materiality of theatre as a ‘real doing in the 
here and now’ (Lehmann 2006, 150, 148, 17). 
This transformation, in its move away from the 
primacy of illusion and representation to what 
Lehmann calls ‘concrete theatre’, also provides 
a different political role for theatre that is not 
based in an Enlightenment notion of political 
messaging (98). Rather, theatre here has the 
opportunity to function rupturally, ‘as an 
opening of the logo-centric procedure’ such that 
‘theatre is political precisely to the degree in 
which it interrupts the categories of the political 
itself’ (185).4 To this end, Lehmann suggests 
that postdramatic theatre can participate in ‘a 
certain cultivation of affects, the “training” of 
an emotionality that is not under the tutelage 
of rational preconsiderations’ (186).5 The 
Viewpoints, as a form of actor training and 
theatrical practice, particularly when read in 
the context of organizational practices of the 
new global movements, can be understood to 
enact such a rupture where the materiality of 
the performed act reimagines the grounds for 
political struggle.6

T H E  V I E W P O I N T S  A N D  T H E 

M A T E R I A L I T Y  O F  T I M E  A N D  S P A C E

The Viewpoints, which emerged out of the late 
1960s New York City downtown dance scene, 
has proliferated in recent years throughout actor 
training programmes, both in universities and 

beyond. Perhaps best known in the context of 
the work of the SITI Company and their regularly 
taught training ‘intensives’, Viewpoints is central 
to the curricula of many university theatre 
departments, including New York University’s 
(NYU’s) Experimental Theatre Wing, Naropa 
University, Columbia University, University of 
California, Los Angeles’s (UCLA’s) MFA Acting 
Program, and many others. Additionally, 
Viewpoints has emerged as the critical 
vocabulary for the rapidly developing devised-
theatre scene in the United States. Over just the 
last twenty years, Viewpoints has gone from 
being perceived as an experimental approach 
of the off-off-Broadway theatre scene to being 
a hallmark of theatrical training and practice. 
The rise of Viewpoints and the emergence of 
the contemporary global justice movement 
are connected by a set of aesthetic and 
organizational principles that constitute a shared 
poetics of materialist action. Unlike method 
acting and other mainstream approaches, 
Viewpoints can be said to make practitioners 
into bad neoliberal subjects.7 For Viewpoints’ 
‘inventor’ Mary Overlie, Viewpoints produces 
a radical new subject by ‘training a democratic 
citizen’ in place of the ‘me me me approach’ she 
associates with Stanislavski (Overlie 2014).

Unlike many Western approaches to actor 
training, in Viewpoints the actor is de-centred 
as an individual. The actor’s self, the imagined 
character or even the thinking body of the 
actor are no longer privileged as the dynamic 
centre of artistic practice. Rather, the material 
stuff of theatre – time and space as matter and 
energies – are of equal importance to the actor 
and their body on stage. In what could be called 
an ‘anti-discipline’ in its refusal to ‘tame’ the 
body, Viewpoints is founded in the notion of 
what Overlie calls ‘working on the Horizontal’, 
the commitment to de-hierarchizing the artistic 
elements of theatrical practice (Overlie 2006, 
194). For Overlie, the central figure of Viewpoints 
is whom she calls, ‘The Original Anarchist’, the 
artist who is able to function as an ‘observer/
participant’ and who can function amidst the 
radical elements of the stage without the need to 
dominate them (Overlie 2006, 189, 195).

4 Rupture has also emerged 
as a signal characteristic of 
contemporary social 
movements. ‘A rupture is a 
break that can come from 
many places, always 
shifting the way people 
organize, including power 
relationships, and the ways 
people see.… Many 
movement participants 
around the world in 2012 
used the same language to 
describe what took place 
with the Plaza and Park 
occupations – the same 
word even, translated 
everywhere as “rupture.” 
From ruptura in Spanish 
(literally “rupture”) to 
kefaya (“enough”) in 
Arabic’ (Sitrin and Azzellini 
2014, 16). For more on 
rupture as radical 
performance see my ‘What 
the fuck is that?: The 
poetics of ruptural 
performance’ (Perucci 
2009) and ‘Guilty as sin: 
The trial of Reverend Billy 
and the exorcism of the 
sacred cash register’ 
(Perucci 2008).

5 The political potential 
and limitations of 
Lehmann’s 
conceptualization can be 
found in Jürs-Munby. 
Carroll and Giles’ 
Postdramatic Theatre and 
the Political (Jürs-Munby, 
Carroll, and Giles 2013).

6 I first came to the 
Viewpoints as an actor/
director, participating in a 
two-week course at 
California State University, 
Fresno in 2004. The first 
week was led by Mary 
Overlie and dancer Nina 
Martin, while the second 
week was led Anne Bogart 
and SITI Company 
members Will Bond and 
Barney O’Hanlon. I have 
since trained numerous 
times with SITI Company, 
including at the summer 
intensive at Skidmore 
College in Saratoga 
Springs, New York in 2006.

7 The politics of method 
acting are most certainly 
disputed. The debate is 
well captured in David 
Krasner’s Method Acting 
Reconsidered (Krasner 
2000).
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107P E R U C C I  :  D O G  S N I F F  D O G

The parallels between contemporary 
activism and the Viewpoints are probably 
already apparent: the central role of 
anarchism, the principles of horizontalism 
and an investment in insurgent collectivity. 
As practice and process, Viewpoints becomes 
a means for prefigurative politics to become 
not only imagined but also enacted. In recent 
performance studies literature by such scholars 
as Jill Dolan and José Muñoz, this has been 
understood as potentiality, rendering the 
performance space utopic (Dolan 2005, Muñoz 
2009). Viewpoints shares this rich creative 
modality and introduces a vital new investment 
in materiality, particularly in the context of the 
dominant acting trainings as disciplinarities 
of affective labour, which share all too many 
qualities with neoliberal practice. If Viewpoints 
does not seek to ‘take down’ traditional 
approaches to actor training, it does mean 
to realize a substantially alternative mode of 
artistic production that insinuates itself through 
workshops, university coursework, rehearsal 
and production.

Viewpoints was ‘discovered’ by the 
choreographer and dancer Mary Overlie in New 
York in the 1970s, and later adopted, adapted 
and ‘bastardiz[ed]’ by theatre director Anne 
Bogart (Bogart 2012, 471).8 Having moved to 
New York from Montana via San Francisco, 
Overlie began collaborating with Yvonne Rainer 
and other members of Judson Dance Theatre. 
Working with Barbara Dilley and others in The 
Natural History of the American Dancer, the 
group engaged in what Overlie calls ‘inventing 
the wheel backward’ (Overlie 2006, 191). That is 
to say, they engaged in deconstructing dance ‘in 
some strange way’ in order to discover its 
foundational and individualized elements – 
a process that Overlie would come to describe as 
‘phenomenological’ (Overlie 2006, 572, 582). 
Rather than intentionally attempting to 
construct a system for teaching, acting or 
creating work, Overlie says that through the 
attempt to take apart what she calls ‘solid state 
theater’, ‘the Viewpoints fell on the floor’ 
(Overlie 2006, 193, Bogart 2012, 572). The 
Viewpoints are, in Overlie’s configuration, six 

fundamental elements of all theatre – Space, 
Shape, Time, Emotion, Movement, and Story – 
each of which can be temporarily isolated in 
a phenomenological bracketing. While Overlie’s 
approach involves various exercises to tune the 
actor’s sensibilities to working with the 
individualized Viewpoints, it is more 
a Weltanschauung – or a ‘theory’ as she would 
call it – than a technique (Overlie 1999).9

Arising in the context of the NYC downtown 
scene, Viewpoints was highly politicized 
for Overlie from its inception. For her, the 
project of developing the Viewpoints was 
characterized by the impulse of feminism 
that was so fundamental to the work of that 
community, such as her ‘hero’ Yvonne Rainer 
(Overlie 2014). Overlie states that the political 
intervention in developing the Viewpoints in 
that context was not primarily driven by issues 
of representation, but rather was ‘learning to 
develop your strength and find power where 
you have been stripped of it’ (Overlie 2014). 
That power is constituted especially through 
the development of capacities to perceive, 
respond to and manipulate the material aspects 
of the theatrical event. Viewpoints responds 
by empowering the marginalized subject by 
encouraging the actor to see themselves as 
‘equal to the task of reading space’ such that in 
the performance moment, ‘you are Archimedes’ 
(Overlie 2014).

T H E  P O L I T I C S  A N D  P O E T I C S  O F 

H O R I Z O N T A L I S M

Perhaps Viewpoints’ most critical intervention 
is the notion of creating on the Horizontal. For 
Overlie, it is the radical equality of all elements 
of the theatrical event that distinguishes 
postmodern performance. Traditional theatre 
(including both classical and modern forms), as 
she describes it, functions on a ‘vertical’ axis, 
with individual stage elements functioning 
in service of story and emotion (Overlie 2006, 
193). Viewpoints, on the other hand, renders 
all theatrical elements as having an equal and 
singular vitality. Text is no more important than 
music is no more important than shape, and so 

8 Long a point of 
contention between 
Bogart and Overlie, Bogart 
has taken to embracing 
this accusation, as she 
acknowledges having 
appropriated Overlie’s 
conceptualization and 
remade it as her own.

9 In her reformulation, 
Bogart recalibrates the 
Viewpoints as nine 
variations on time (tempo, 
duration, kinesthetic 
response, repetition) and 
space (shape, gesture, 
architecture, spatial 
relatinonship, topography) 
(Bogart and Landau 2005, 
8-12).
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forth. Training in the individualized Viewpoint 
of movement, for example, facilitates the actor 
to be able to work with the plasticity of the 
body in time and space as an artistic medium in 
and of itself, and not only, say, as an expression 
of character.

In addition to horizontality being an aesthetic 
element of the work, it is also fundamental 
to the process of artistic creation. What 
distinguished the work of Judson dancers, 
Overlie notes, was the absence of deference to 
an individual choreographer – who she calls the 
‘lucky devil’ that constructs the theatrical event 
(Bogart 2012, 573). In conventional theatre 
and dance, this ‘creator/originator’ realizes 
their vision through the bodies of dancers and 
actors (Overlie 2006, 189). The choreographer 
or director was the true artist while ‘everyone 
else was just the little dummy, the puppet’ 
(Bogart 2012, 573). Anne Bogart similarly sees 
Viewpoints as having an empowering potential 
for the actor. For her, Viewpoints responds to 
the infantilization of the actor who constantly 
tries to please the director. Bogart and Landau 
suggest that Viewpoints challenges the actor’s 
reliance on the director’s ‘want’:

[A]ctors, freed from seeking parental approval, 
are given responsibility as creators of the event. 
Viewpoints shifts the tables so that every 
participant must find a compelling reason to be 
in the room, to have a stake in the process, and 
to claim ownership in the outcome. (Bogart and 
Landau 2005, 18)

This reorienting of the actor as an equal 
member of the artistic process seeks to 
intervene against what Deleuze and Guattari 
(following Wilhelm Reich) consider to be 
foundational to the exploitative efficacy of 
capitalism – the desire for one’s own repression, 
that is, the encultured need to be told what 
to do – be it by a parent or a political leader 
(Deleuze and Guattari 1983, 29). Viewpoints 
seeks to untrain this not only aesthetically 
limiting, but also politically disempowering, 
condition. While collaboratively devised theatre 
often embraces an egalitarian approach to 
artistic process, what’s significant here is the 
way in which Viewpoints fuses the aesthetic 

horizontality of theatrical elements with 
the horizontality of creation, governance 
and process.

This embrace of horizontality is a key ethos 
and practice of contemporary social movements 
such as Occupy or the Zapatistas. As Hardt 
and Negri point out in their recent e-book 
Declaration, one of these movements’ signal 
qualities is their constitution as a multitude, 
that is, their ‘horizontal mechanisms for 
organization’ (Hardt and Negri 2012, Loc 76). 
The approach to activism today cannot be 
reduced to the broadcasting of a message or 
political programme:

[R]adical change demanded today is not only 
about content … but also about form. How can 
people associate closely together in the common 
and participate directly in democratic decision 
making? How can the multitude become prince 
of the institutions of the common in a way that 
reinvents and realizes democracy? That is the task 
of constituent process. (Hardt and Negri 2012, 
Loc 588)

Viewpoints, likewise, places radical equality at 
the heart of its practice – where the form of 
artistic process is an essential element of the 
‘work’. As SITI Company member and head of 
the MFA Acting Program at ULCA, J. Ed Araiza, 
suggests, what gives Viewpoints its political 
orientation is its particular disruption of the 
actor/director hierarchy. The political charge of 
Viewpoints is driven especially by the performer 
simultaneously taking on the role of director 
and ‘giving over to the ensemble’ (Araiza 
2014).10 In this way, the constituent process of 
direct democracy is produced through 
simultaneous decentralization of power through 
its proliferation and deference to the collective.

P R E S E N C E  A N D  R E P R E S E N T A T I O N :  O N 

T H E  S T R E E T S  A N D  I N  T H E  T H E A T R E

Another critical intervention on the part of 
Viewpoints, and one that puts it in line with 
the new global activism, is the shift from 
representation towards presence. While 
theatrical ‘presence’ was somewhat of a dirty 
word in the minimal scene of the 1960s, Overlie 

10 This notion echoes the 
Zapatista concept of 
mandar obediciendo – to 
lead by obeying (Conant 
2010, 232-6).
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109P E R U C C I  :  D O G  S N I F F  D O G

complements the pared down exteriority of 
Viewpoints with the heightened dynamic 
charge of energy – both between performers 
and between performer and audience. While 
Overlie does dub this Viewpoint ‘emotion’, her 
definition of that term marks it as a primarily 
relational dynamic rather than an internal state 
that would then be expressed or represented. 
Rather, emotion is ‘dog sniff dog’ – the material 
engagement between two animals wherein 
communication is enabled by co-presence 
(Overlie 1999). Indeed, one of the basic practices 
of emotion in Viewpoints is what she calls 
‘presence work’ – where an actor simply sits 
in a chair in front of an audience for five to as 
many as twenty minutes (Overlie 2006, 202). 
During the exercise, a central goal is for the 
actor to ‘allow themselves to be seen’ and to 
avoid representational acting – not to evade 
connection with the audience, but rather to 
enable oneself to be, as Overlie puts it, ‘open 
and sniffable’ (Bogart 2012, 582). In contrast 
to dominant acting techniques, which Overlie 
states teaches the actor to ‘develop an emotional 
repertory – of facsimiles.… This dog sniff dog 
thing is not a facsimile’ (Bogart 2012, 586).

The Viewpoints as an approach to theatre is 
distinct in its emphasis on materiality – not just 
of the actor’s body but also of all the constituent 
elements of the theatrical event. Space, for 
instance, is not simply the location of the actor, 
or even the locations that the actor traverses in 
movement, but rather are ‘thousands of bits of 
spatial information actors can discover once 
they recognize space as a separate language’ 
(Overlie 2006, 198). But even as space 
approaches the condition of being a ‘language’, 
it exceeds its status as a representational 
structure; as an approach to performance in the 
phenomenological mode, it speaks through 
what Barthes may have called the granular 
quality of the substance of imminence (Barthes 
1977, 188).11 The central practice for 
‘deconstructing and exploring’ space is through 
the notably minimalist exercise called ‘walk and 
stop’ (Overlie 2006, 197). Unlike many ‘theatre-
game’ exercises that encourage actors to create 
stories, motivations and characters in order to 

fill the time and space of improvisatory 
performance, ‘walk and stop’ intends to isolate 
as much as possible the encounter with the 
phenomenon of space: the distance and angle in 
which the actor finds themselves in relation to 
other actors, the physical dimensions of the 
stage, the architectural particularities of the 
building and the ways in which those 
materialities create a dynamic and interactive 
experience for the actor. Overlie’s instructions 
for ‘walk and stop’ are notable not because of 
what they instruct the actor to do (it’s pretty 
straight forward – to walk and to stop) – but 
instead for what they instruct not to do (‘Do not 
add movements beyond walking. Do not add 
shapes to the body beyond its simplest form of 
standing.… Do not focus on the timing.’)
(Overlie 1999). In this way, the substance of 
space and the actor’s relational to it constitute 
as a non-representational language. ‘Walk and 
stop’ develops the actor’s capacity to engage 
with the actuality of what Barbara Rose calls the 
‘concrete thereness’ of minimal sculpture:

There is no wish to transcend the physical for 
either the metaphysical or the metaphoric. The 
thing, thus, is presumably not supposed to ‘mean’ 
other than what it is; that is, it is not supposed 
to be suggestive of anything other than itself. 
(Rose 2000, 216)

To ‘speak space’ as Overlie calls it, is 
significantly not to speak ‘with’ space or 
‘using’ space, but rather is the enacting of 
the ‘Perceptual ability to see and feel physical 
relationship’ (Bogart 2012, 573, Overlie 1999).

This deferral of representation has been 
notably evident in the current explosion of global 
activism. As Hardt and Negri point out, ‘one of 
the most radical and far-reaching elements of 
this cycle of movements … has been the rejection 
of representation and the construction instead of 
schemas of democratic practice’ (Hardt and Negri 
2012, 7). Occupy Wall Street, for example, 
frustrated media outlets for its refusal to have 
singular spokespeople who would represent and 
speak ‘for’ the movement. Indeed, the slogan 
‘They can’t represent us’ articulates the notion 
that representative democracy is fundamentally 
broken (Sitrin and Azzellini 2014, 41).12 Rather, 

11 Barthes defines the 
“grain” not only of the 
voice but in the 
materiality of the act of 
any performance: ‘The 
“grain” is the body in the 
voice as it sings, the hand 
as it writes, the limb as it 
performs.’ (Barthes 1977, 
188)

12 Consider also how 
presence is pronounced in 
the Zapatista slogan: ‘Aqui 
estamos! Resistimos!’ (‘We 
are here! We resist!’). As 
Jeff Conant characterizes 
this declaration: ‘We are 
here because we resist, 
they are telling us; our 
being here means 
resistance; if we didn’t 
resist, we couldn’t be here’ 
(Conant 2010)
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the production of living otherwise in Zuccotti 
Park enacts the material occupation of space, the 
reclamation of the common as the critical 
political event. It is this ‘physical, corporeal being 
together … that is the basis of collective political 
intelligence and action. An occupation is a kind 
of happening, a performance piece that generates 
political affects’ (Hardt and Negri 2012, 18). 
Global acts of occupation realize an embodied 
presencing over representing, where the physical 
holding of space is a material claim to power. In 
this context, Barbara Rose’s comment on 
minimal artworks – that they enact a ‘literal and 
emphatic assertion of their own existence’ – 
takes on a particularly political valence (Rose 
2000, 217). And, if indeed an occupation is a kind 
of performance piece, then we can also think 
Viewpoints as a kind of occupation that 
generates political affects. As Mary Overlie’s 
response to Occupy Wall Street was that she 
‘wanted to go down and walk and stop with 
them’, I am suggesting that when one is doing 
‘walk and stop’ in the studio, one is already 
enacting an essential part of Occupy through the 
embodiment of a shared poetics.

I  W O U L D  P R E F E R  N O T  T O : 

R E F U S I N G  A F F E C T I V E  L A B O R

The means and kind of affect generated are 
of particular significance in Viewpoints. 
Affect-generation has long been the business 
of the actor. Indeed the manipulation of 
affect by the theatrical event has often been 
used to repressive and disciplinary ends – as 
Brecht, Boal and countless others have noted. 
(Brecht 1964, Boal 1985). The Method, still the 
hegemonic form of actor training in the US, 
can be seen as a disciplinary mode – for the 
actor – in line with the culture of neoliberalism. 
Method acting relies centrally upon the 
generation of ‘authentic’ emotions in service of 
paying customers. Indeed, this form of affective 
labour is a signal quality of contemporary 
work, where the generation and sustaining of 
believably authentic emotion is a condition 
of employment. While I would not argue 
a determinism where method acting necessarily 

produces reactionary art, it should be said that 
the training of actors in such a fashion makes 
them neoliberal-ready subjects.

Overlie contends that the predominance of 
Stanislavskian actor-training was appropriate 
and even politically empowering in the 
historical context of the rise of industrialization. 
What she calls the ‘me me me approach’ was 
fundamental to the need to individualize the 
self in the face of the crushing anonymity and 
regimentation of industrial production (Overlie 
2014). However, over time, ‘capitalism has 
eaten the soul of our very civilization and put 
people’s lives in service of it rather than the 
other way around’ (Overlie 2014). Contemporary 
capitalism is both aggressive, in itself, and 
fosters an aggressive individualism. Viewpoints, 
in its focus on material connectedness, 
‘stands exactly opposite as an idea and 
counteracts that aggression’ (Overlie 2014) 
The proliferation of the Viewpoints is very 
much a response to the institutionalization 
of Lee Strasberg’s appropriation and 
Americanization of Stanislavski’s approach as 
method acting. As Bogart and Landau suggest, 
the dominance of the Method has reduced 
rehearsal to a ‘process of manufacturing and 
then hanging on desperately to emotion’ 
(Bogart and Landau 2005, 16). Viewpoints is 
a refusal, I want to suggest, of the occupation 
of emotion-manufacturing, not only in the 
sense of manufacturing-as-artifice, but also of 
manufacturing-as-work.

The opposition to work has emerged 
as a radical characteristic of new social 
movements. As Kathi Weeks has argued in her 
recent book, The Problem with Work, activism 
that has focused on work as a necessary 
good (be it to consider domestic work as 
uncompensated labour or for the right to 
gainful employment) has served to reify 
the condition of ‘working’ as the normative 
condition of being (Weeks 2011). Ultimately, 
a whole array of factors – from communication 
technologies to ‘flexible’ hours – has enabled 
work to occupy ever-increasing amounts of 
our time. Contemporary movements, like 
Crimethinc (who provocatively call themselves 
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an ‘ex-worker collective’) take inspiration from 
Bartleby the Scrivner, Herman Melville’s proto-
refusenik, who responded to work instructions 
from his boss by demurely stating, ‘I would 
prefer not to’ (Melville 1990, 10, CrimethInc. Ex-
Workers’ Collective 2011).

Viewpoints, on the other hand, provides 
an alternative to capitalism’s ‘efficiencies’ 
(McKenzie 2001, 56-7). Rather, despite its 
origins in minimalism, Viewpoints challenges, 
as Overlie puts it, the use of ‘minimal 
and efficient coordinations’ to the radical 
introduction of what she calls ‘doing the 
unnecessary’ (Overlie 1999). The obstinacy 
of refusing the habitual produces a ‘leap into 
alertness’ for the very reason that we ‘do not 
know the routine’ (Overlie 1999). Viewpoints’ 
disobedient form and process responds to 
the call for emotion-manufacturing with 
a sly ‘I would prefer not to.’ In its stead, 
Viewpoints enables the performance space for 
a prefigurative culture and constituent process, 
one that emphasizes a poetics of horizontality, 
a materialist challenge to representation 
and a refusal of contemporary modes of 
affective labour with an aim of producing new 
imaginaries and collective ways of organizing.

Overlie has long suggested that the 
Viewpoints posits an alternative form of socio-
political organization. In the close engagement 
with materiality, which she calls ‘particle-izing’, 
an attention to finer grains of lived experience 
produce the grounds for collective action:

The finer the attention, the freer things are. 
I swear there is a social movement in there. 
Václev Havel once wrote that communism, 
socialism, democracy, capitalism, and all the world 
government systems and corporate systems were 
absolutely failing and that we needed something 
new. I was like, ‘Mr. Havel, I’d like to tell you about 
the Viewpoints.’ In some strange way there is 
a new way of cooperating. It affects how people 
are together. (Bogart 2012, 485).

In the end, Mary Overlie did not train Occupy 
Wall Street protesters in ‘walk and stop’ as they 
prepared for their unprecedented action in 
New York City. But, ‘in some strange way’, as 
Overlie likes to put it, the development of the 

Viewpoints anticipated the poetics of a global 
insurgency of activism that would follow 
decades later. Recently, Overlie told me that 
in teaching the Viewpoints over the years, she 
and her students were ‘training for a time when 
the work and point of view was direly needed’.
(Overlie 2014). The transformation and vibrancy 
of global activism in recent years has shown 
that the time for this work and point of view 
is now.
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