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ABSTRACT:�,M[XQ\M�TQ^QVO�QV�I�KIXQ\ITQ[\�[WKQM\a��
\PMI\ZM�[\QTT�Q[�IJTM�\W�UIQV\IQV�I�TM^MT�WN �I]\WVWUa�QV�
the creation of  its work. In the essay, I explore how 
Marx’s idea of  base and superstructure, being the social 
NZIUM_WZS�WN �[WKQM\a��IT\PW]OP�ZMTM^IV\�_PMV�M`IUQV-
ing the socio-political structures of  our society does not 
allow for a deep understanding of  theatre and capi-
\ITQ[U��<PQ[�Q[�ZMTM^IV\�QV�PW_�[WUM�I[XMK\[�WN �5IZ`¼[�
superstructure are able to seem untouched by the eco-
VWUQK�UWLM�WN �XZWL]K\QWV��,M[XQ\M�\PMI\ZM¼[�ZMÆMK\QWV�
QV�LQٺMZMV\�I[XMK\[�WN �Q\[�XZWL]K\QWV��Q\�PI[�JMMV�IJTM�
to separate itself  from the economic base by creating 
IV�IZ\�NWZU�\PI\�LWM[�VW\�VMKM[[IZQTa�Å\�QV\W�5IZ`¼[�
idea of  a commodity. Thus, not allowing for traditional 
labour relations and commodity fetishism that results. 
Althusser’s understanding, on the other hand, allows 
for a more autonomous structure, where theatre both 
ZMÆMK\[�\PM�MKWVWUQK�JI[M�J]\�IT[W�KZQ\QY]M[�Q\��1�][M�
\PM�M`IUXTM�WN �0IUQT\WV�\PM�U][QKIT�\W�M`MUXTQNa�
how features of  this economic base can be present in a 
theatrical production. I also examine a local Edmonton 
retelling of  Shakespeare’s Titus Andronicus by Colleen 
5]ZXPa�KITTML�<PM�;WKQM\a�NWZ�\PM�,M[\Q\]\M�8ZM[MV\["�
<Q\][�*W]ٺWVQ][�_PQKP�][M[�\MKPVQY]M[�NW]VL�QV�*ZMKP-
tian style theatre. It is through these techniques that this 
theatre performance has been able to skirt the totality 
WN �MKWVWUQK�XZWL]K\QWV�IVL�XZW^QLM�I�KZQ\QY]M�WN �\PM�
ideology present in society.
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determining factor as the mode of  production/eco-
VWUQK�UISM�]X��)][TIVLMZ������

It can be argued that a theatrical production’s incor-
poration of  capitalist elements is thus subsumed by 
\PM�[a[\MU�QV�Q\[MTN#�Q\�Q[�I�KIXQ\ITQ[\�XZWL]K\QWV�QV�IVL�
WN �Q\[MTN��0W_M^MZ��I[�LQ[K][[ML��\PM�MVL�ZM[]T\�WN �\PM�
XZWL]K\QWV�Q[�\PM�XMZNWZUIVKM��_PQKP�LWM[�VW\�Å\�\PM�
[IUM�[\IVLIZL[�IVL�^IT]M�I�KWUUWLQ\a�PWTL[��VWZ�LWM[�
\PM�ZMTI\QWV[�_PQKP�IZM�MV\MZML�ZMÆMK\�\PM�QVL][\ZQITQbML�
production process. In Theory for Performance Studies, 
8PQTQX�)][TIVLMZ�LMÅVM[�\PM�5IZ`Q[\�KPIZIK\MZQbI\QWV�
WN �KIXQ\ITQ[U�I[�¹IV�]VR][\�[a[\MU�WN �TIJW]Z�IVL�XZW-
duction, centers on social relations and the tools used 
QV�\PM�XZWL]K\QWV�WN �OWWL[º�������<PM�[a[\MU�Q[�]VR][\�
because the labourer is paid in the form of  a wage 
\PI\�Q[�¹TM[[�\PIV�\PM�\W\IT�^IT]M�I�_WZSMZ�KWVNMZ[�\W�\PM�
ÅVIT�XZWL]K\º��*WaTM���<PMI\ZM�Q[�IJTM�\W�I^WQL�\PQ[�Ja�
predominantly working on a contract basis, which is 
“freely and directly agreed upon by a capitalist and a 
_WZSMZº��*WaTM���<PQ[�LWM[�VW\�VMKM[[IZQTa�UMIV�\PI\�
\PM�IZ\Q[\[�IZM�VW\�M`XTWQ\ML#�ZI\PMZ�\PI\�I�\PMI\ZQKIT�
production does not prescribe to the capitalist form of  
production relations where a labourer sells their time 
in exchange for a wage as described by Marx. And 
thus, the labourer (in this case, the actor, director, set 
designer, etc) does not become alienated from their 
labour/work. 
 
Theatre as a Commodity

<PM�ITQMVI\QWV�WN �\PM�_WZSMZ�ZM[]T\[�QV�\_W�_Ia[#�
ÅZ[\Ta��\PZW]OP�XZWL]K\QWV�QV�_PQKP�\PM�_WZSMZ�LWM[�
VW\�LQZMK\Ta�JMVMÅ\�NZWU�\PMQZ�XMZ[WVIT�TIJW]Z�ZI\PMZ�
\PM�KIXQ\ITQ[\�_PQKP�MUXTWa[�\PMU#�IVL�[MKWVLTa��_PMV�
_WZSMZ[�JMKWUM�KWUUWLQ\QM[�\PMU[MT^M[�\PMa�U][\�[MTT�
\PMQZ�¹ITQMVI\ML�TIJW]Zº�R][\�TQSM�I�OWWL�\W�\PM�KIXQ\ITQ[\�
(Auslander 17). Marx calls this commodity fetishism, 
NWZ�_PQKP�PM�M`XTIQV[�I[�I�Ua[\QÅKI\QWV�_M�PI^M�_Q\P�
the goods we produce and the labour we use to do so, 
which is shown in his book Capital:

“A commodity is therefore a mysterious 
thing, simply because in it the social char-
acter of  men’s labour appears to hem as an 
WJRMK\Q^M�KPIZIK\MZ�[\IUXML�]XWV�\PM�XZWL-
]K\�WN �\PI\�TIJW]Z#�JMKI][M�\PM�ZMTI\QWV�WN �
the producers to the sum total of  their own 
labour is presented to them as a social rela-
\QWV��M`Q[\QVO�VW\�JM\_MMV�\PMU[MT^M[��J]\�
between the products of  their labour. This 
is the reason why the products of  labour 
become commodities, social things whose 
qualities are at the same time perceptible 
IVL�QUXMZKMX\QJTM�Ja�\PM�[MV[M[º������

Introduction

1V������0IUQT\WV�\PM�U][QKIT��_PQKP�\MTT[�\PM�[\WZa�
of  the United States Founding Fathers, premiered 
��ZWIL_Ia�I\�\PM�8]JTQK�<PMI\ZM�QV�6M_�AWZS�+Q\a*�ٺ7
AMIZ[�TI\MZ�\PM�[PW_�PI[�VW_�IKK]U]TI\ML�UQTTQWV[�WN �
LWTTIZ[��I_IZL[�IVL�[]KKM[[��?Q\P�¹0IUQT\WV¼[º�ZMKMV\�
LMIT�_Q\P�,Q[VMa�XT][��WVM�UIa�Y]M[\QWV�QN �\PMI\ZM�IVL�
IZ\�IZM�[QUXTa�LM[\QVML�\W�JM�I�ZMÆMK\QWV�WN �\PM�KIXQ\IT-
ist system in which it was produced. I explore how the 
QLMI[�WN �3IZT�5IZ`�IVL�4W]Q[�)T\P][[MZ�IZM�XZM[MV\�
or not in the production of  theatre, and furthermore, 
PW_�\PMQZ�QLMI[�WN �QLMWTWOa��KWUUWLQÅKI\QWV�IVL�KTI[[�
consciousness are a feature of  how theatre is produced, 
LWK]UMV\ML�IVL�^QM_ML��4I[\Ta��1�M`IUQVM�PW_�\PMI\-
ZQKIT�[\aTM[�QV\ZWL]KML�Ja�*ZMKP\�KIV�JM�][ML�\W�KZMI\M�I�
XWTQ\QKITTa�QVÆMK\ML�\PMI\ZM��

Theatre within Capitalism

3IZT�5IZ`��I�/MZUIV�XPQTW[WXPMZ�IVL�KZQ\QK�WN �
capitalism, had theorized the way in which society is 
organized, is based on the modes of  production. Marx 
explains this through the ideas of  base and superstruc-
ture, with the base being the societies mode of  produc-
tion and the superstructure being the political, social, 
ZMTQOQW][��IZ\Q[\QK��UWZIT[��[KQMV\QÅK�IVL�W\PMZ�K]T\]ZIT�
productions (Auslander 17). It is the base (the economic 
mode of  production) which informs all other aspects 
WN �[WKQM\a��<PMZM�Q[�I�LQZMK\�ZMTI\QWV[PQX�IVL�ZMÆMK\QWV�
between these two. Thus, in the terms of  theatre and 
theatrical production, Marx would understand the 
creation of  theatre to mimic the modes of  productions 
XZM[MV\�QV�\PM�OQ^MV�[WKQM\a��?PMV�QV\MZZWOI\QVO�I�
theatrical production, it can be easy to see the capi-
talist modes of  production prominently foregrounded 
(through the cultural organization and labour roles 
Q�M���XZWL]K\QWV�UIVIOMZ���)[�*MMKP�[\I\M[�QV�PQ[�JWWS�
Art and Value “Art has often adopted (capitalisms) latest 
NWZU[�WN �UIVIOMUMV\�UIZSM\QVO�IVL�^IT]M[��VW\�\W�
UMV\QWV�\PM�^Q[]IT�[\aTM[�IVL�IL^MZ\Q[QVO��XWX]TIZ�
K]T\]ZM�IVL�ILUQVQ[\ZI\QWVº������0M�\PMV�KWV\QV]M[�
by stating that although there appears to be a “cozy 
relationship” between art and capitalism, there is in 
NIK\�I�LQٺMZMVKM�JM\_MMV�\PM�QVKWZXWZI\QWV�WN �KIXQ-
\ITQ[\�K]T\]ZM��[WKQIT�IVL�XWTQ\QKIT�^MZ[][�Q\[�MKWVWUQK�
incorporation (1).  This is due in part to the nature of  
performance not aligning with the classical features of  
a commodity, which will be touched upon later. The 
relationship theatre has to the capitalist system would 
align more closely with Althusserian’s understanding 
of  the base and superstructure relationship. Where 
Marx understands the base as the determiner of  the 
superstructure, Althusser depicts a more autonomous 
ZMTI\QWV[PQX��PW_M^MZ��[\QTT�IKSVW_TMLOQVO�\PM�]T\QUI\M�
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Marx understands that commodity fetishism arises 
JMKI][M�\PM�KIXQ\ITQ[\�[WKQM\a�XTIKM[�QVPMZMV\�^IT]M�QV�
the commodities of  labour. The qualities of  a commod-
ity are perceptible, meaning one can see for example a 
KPIQZ�WJRMK\��J]\�QUXMZKMX\QJTM�QV�\PI\�_M�XMZKMQ^M�\PM�
KPIQZ�WJRMK\�I[�QVPMZMV\�QV�^IT]M�ZI\PMZ�\PIV�\PM�TIJW]Z�
which was used to create it. This idea of  commodities 
IVL�^IT]M�TI\MV\�WJRMK\[�Q[�LQٻK]T\�\W�\ZIV[Q\QWV�QV\W�
I�\PMI\ZQKIT�XZWL]K\QWV��I[�\PM�OQ^MV�VI\]ZM�WN �TQ^M�
\PMI\ZQKIT�XMZNWZUIVKM�KIVVW\�JM�][ML�NWZ�[]ZXT][�^IT]M�
WZ�M`KPIVOM�^IT]M�QV�\PM�\ZILQ\QWVIT�[MV[M��.WZ�\PM�XZW-
L]K\QWV�WN �\PMI\ZM�\W�JMKWUM�XZWÅ\IJTM�QV�\PM�KIXQ\ITQ[\�
sense, it would need to be “organized as wage labour 
for the purposes of  creating commodities that yield 
[]ZXT][�^IT]Mº��*WaTM���
         
Although theatre in its traditional form does not hold 
IVa�[]ZXT][�^IT]M�WZ�XW[M�I[�I�\Z]M�KWUUWLQ\a��QV�\PM�
Marxist sense it does not mean it is exempted from the 
KIXQ\ITQ[\�[a[\MU��?Q\P�\PM�LM^MTWXUMV\�IVL�IL^IVKM-
UMV\[�WN �ÅTUQVO�\MKPVWTWOQM[��LWK]UMV\QVO�\PMI\ZQKIT�
performances has allowed audiences around the world 
\W�M`XMZQMVKM�I�^MZ[QWV�WN �I�\PMI\ZQKIT�XZWL]K\QWV�NZWU�
their own home. It is through the process of  documen-
tation in which theatre is transformed from a non-con-
NWZUQVO�KWUUWLQ\a�QV\W�I�\Z]M�KWUUWLQ\a��4M\�][�
M`IUQVM�4QV�5IV]MT�5QZIVLI¼[�I_IZL�_QVVQVO�U][QKIT�
IVL�*ZWIL_Ia�[]KKM[[�[\WZa��0IUQT\WV��7V�2]VM���[\��
������4QV�5IV]MT�5QZIVLI�\_MM\ML�¹UIa�aW]�IT_Ia[�
JM�[I\Q[ÅMLº�_Q\P�IV�I\\IKPML�\ZIQTMZ�WN �\PM�WZQOQVIT�
0IUQT\WV�KI[\��<PM�^QLMW�MVL[�_Q\P�\PM�WZQOQVIT�
0IUQT\WV�XW[\MZ�IVL�\PM�_WZL[�¹[\ZMIUQVO�M`KT][Q^MTa�
2]Ta��ZL��WV�,Q[VMa�8T][��º�0IUQT\WV�WٻKQITTa�UILM�Q\�
\W�\PM�¹JQO�[KZMMVº�WN �aW]Z�PWUM�\MTM^Q[QWV��IKKM[[QJTM�
\PZW]OP�aW]Z�,Q[VMa�8T][�IKKW]V\�I\�\PM�KW[\�WN �� �!!�
XMZ�UWV\P��QV�+IVILI���1\�KW[\�,Q[VMa�����UQTTQWV�
for the worldwide rights to the show. What occurred 
\PZW]OP�\PQ[�LMIT��Q[�\PM�KWUUWLQÅKI\QWV�WN �\PM�XMZNWZ-
UIVKM��,Q[VMa¼[�IKY]Q[Q\QWV�WN �\PM�ZQOP\[�ITTW_[�\PMU�
to then sell the performance to other buyers. Using the 
\PMWZa�WN �M`KPIVOM�^IT]M��\PQ[�LWK]UMV\ML�^MZ[QWV�WN �
0IUQT\WV�VW_�IK\[�QV�IKKWZLIVKM�_Q\P�5IZ`¼[�]VLMZ-
standing of  a commodity. The process of  documenting 
TQ^M�\PMI\ZM�PI[�ITTW_ML�NWZ�\PM�KWUUWLQÅKI\QWV�WN �Q\[�
W_V�^IT]M��
 
Theatre and Class Consciousness

,M[XQ\M�\PM�ZQ[S�4QV�5IV]MT�5QZIVLI�\WWS�Ja�KZMI\QVO�
0IUQT\WV��Q\�Q[�]V[]ZXZQ[QVO�\PI\�Q\�[]ZUW]V\ML�Q\[�TM^MT�
of  success. The combination of  catchy music, high 
caliber of  performers and an easily digestible story 
line made it an accessible piece of  entertainment and 
\PMI\ZM��0W_M^MZ��QV�KZMI\QVO�I�LQOM[\QJTM�IVL�IKKM[[Q-

ble storyline about the founding fathers of  the United 
;\I\M[�WN �)UMZQKI��5QZIVLI�KWV^MVQMV\Ta�TMI^M[�W]\�MV-
\QZM�KPIX\MZ[�QV�)UMZQKIV�0Q[\WZa��IVL�QV�XIZ\QK]TIZ��\PM�
QV^WT^MUMV\�WN �\PM�NW]VLQVO�NI\PMZ[�QV�\PM�)UMZQKIV�
;TI^M�<ZILM��1V�PMZ�M[[Ia�¹:IKM�+WV[KQW][�+I[\QVO�IVL�
\PM�-ZI[]ZM�WN �\PM�*TIKS�8I[\º�QV�4QV�5IV]MT�5QZIV-
LI¼[�0IUQT\WV��4aZI�,��5WV\MQZW�][M[�\PM�\MZU�¹NW]VL-
er chic” to describe a recurring trend within “popular 
PQ[\WZa�_ZQ\QVOº�\W�^ITWZQbM�\PM�NW]VLQVO�NI\PMZ[�IVL�
ZMXZWL]KM�I�NWZU�WN �PQ[\WZa�_PQKP�OQ^M[�\PM�QUXZM[[QWV�
the only people who mattered during these periods 
_MZM�¹_MIT\Pa��WN\MV�[TI^M�W_VQVO��_PQ\M�UMV�� !�º�1V�
theatre such as this, where entertainment is held to a 
PQOP�LMOZMM�W^MZ�\Z]\P��\PM�^QM_QVO�M`XMZQMVKM�JMKWUM[�
a part of  what Marx describes as “class consciousness”. 
Marx explains the idea of  class consciousness in his 
essay German Ideology, in which he describes how the 
idea of  base and superstructure are the formations to 
class consciousness.

“The production of  ideas, of  conceptions, of  
KWV[KQW][VM[[��Q[�I\�ÅZ[\�LQZMK\Ta�QV\MZ_W^MV�
_Q\P�\PM�UI\MZQIT�IK\Q^Q\a�IVL�\PM�UI\MZQIT�
intercourse of  men, the language of  real life. 
+WVKMQ^QVO��\PQVSQVO��\PM�UMV\IT�QV\MZKW]Z[M�
of  men, appear at this stage as the direct af-
Æ]`�NZWU�\PMQZ�UI\MZQIT�JMPI^QW]Z��<PM�[IUM�
applies to material production as expressed 
in the language of  the politics, laws, morality, 
religion, metaphysics of  people” (9).

For Marx, ideas/consciousness results in “material ac-
\Q^Q\aº��_Q\P�\PQ[�JMQVO�\PM�MKWVWUQK�JI[M��1\�Q[�\PMV�\PM�
ruling class that instead controls the intellectual ideas, 
I[�\PMa�PI^M�\PM�UMIV[�WN �XZWL]K\QWV�IVL�\PM�IJQTQ\QM[�
\W�KZMI\M�_ZQ\\MV�LWK\ZQVM��<PM�^QM_QVO�M`XMZQMVKM�
WN �0IUQT\WV�Q[�I�ZMÆMK\QWV�WN �\PM�KTI[[�KWV[KQW][VM[[��
0W_M^MZ��\PQ[�Q[�VW\�\W�XIQV\�ITT�\PMI\ZM�IVL�XMZNWZ-
mance as a direct result of  the ruling class’s conscious-
ness - it is instead the contrary. Theatre’s ability to step 
in between the lines of  capitalist production allows it to 
take a critical lens at the dominant capitalist culture.

The idea of  a reproduction of  a capitalist society 
through class consciousness is shared with Althusser. Al-
thusser expands on this notion explaining reproduction 
WKK]Z[�WV�\_W�TM^MT[�\PZW]OP�\PM�KWMZKQWV�WN �NWZKM�QV�
\PM�:MXZM[[Q^M�;\I\M�)XXIZI\][M[�IVL�1LMWTWOQKIT�;\I\M�
)XXIZI\][M[��1;)[���)][TIVLMZ������<PM�1LMWTWOQKIT�
State Apparatuses are the cultural, social and political 
institutions which work together to reproduce a capital-
Q[\�LQ[KW]Z[M�WZ�QLMWTWOa��)][TIVLMZ�������<PM�QLMI�WN �
QLMWTWOa�NWZ�)T\P][[MZ�Q[�^QM_ML�I[�¹I�VIZZI\Q^M�WZ�[\WZa�
_M�\MTT�W]Z[MT^M[�QV�WZLMZ�\W�]VLMZ[\IVL�W]Z�ZMTI\QWV[PQX�
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\W�UWLM[�WN �XZWL]K\QWV��)�ZMIT��WJRMK\Q^M�_WZTL�Q[�VW\�
accessible to us, only representations of  it” (Auslander 
XO������.WZ�)T\P][[MZ��^QM_QVO�I�XTIa�Q[�IV�M`\MV[QWV�
of  the “spectators consciousness”. In his essay, The 
¹XQKKWTW�<MI\ZW¼"�*MZ\WTIbbQ�IVL�*ZMKP\��6W\M[�WV�I�
Materialist Theatre Althusser states:

“The play itself  is the spectators conscious-
ness - for the essential reason that the 
spectator has no other consciousness than 
the content which unites him to the play in 
IL^IVKM��IVL�\PM�LM^MTWXUMV\�WN �\PQ[�KWV-
tent in the play itself.” (Althusser).

The play for the spectator is an extension of  their con-
sciousness. What the play does, is further the ideologi-
cal notions. If  theatre is understood as a representation 
of  the familiar, it is a representation of  society’s con-
sciousness. As Althusser states “what is the ideology of  
a society or a period if  it is not that society or periods 
consciousness of  itself ” (Althusser).
         
)T\P][[MZ�NW]VL�\PM�KTI[[QKIT�\PMI\ZM�_PQKP�OI^M�][�
\ZIOMLa�I[�IV�M`MUXTQÅMZ�WN �\PM�KIXQ\ITQ[\�ZMXZWL]K\QWV�
[a[\MU�\PZW]OP�QLMWTWOa��0M�IZO]M[�\PI\�QLMWTWOa�Q[�
represented in the “consciousness of  the central char-
acter (Althusser), and in classical theatre for which is 
uncritical of  itself, its themes such as politics, morality, 
religion, honour, etc, are reproduced in alignment with 
\PM�QLMWTWOQKIT�\PW]OP\�WN �\PM�\QUM��0W_M^MZ��\PMI\ZM�
is not necessarily a reproducer of  ideological thought. 
It is when a theatrical production chooses to ignore the 
classical aesthetic (the unities) in which theatre becomes 
a critique of  the ideology. This idea is presented by 
\PM�\PMI\ZM�XZIK\Q\QWVMZ�*MZ\WT\�*ZMKP\��_PW�PI[�JMMV�
known as the creator of  a political theatre to do so. 
 
*MZ\WT\�*ZMKP\�IVL�\PM�)TQMVI\QWV�-ٺMK\

*MZ\WT\�*ZMKP\��_I[�JWZV�QV�� ! �QV�)]O[J]ZO�/MZ-
UIVa��0M�PI[�JMKWUM�SVW_V�NWZ�PQ[�[\aTM�WN �¹MXQK�
\PMI\ZMº�WZ�XWTQ\QKIT�\PMI\ZM��_PQKP�IK\Q^MTa�I\\MUX\ML�
\W�ZMUW^M�\PM�QTT][QWV�WN �\PMI\ZM�IVL�KZMI\M�I�XWTQ\QKITTa�
charged performance that required the audience to 
\PQVS�KZQ\QKITTa�WN �\PM�[]JRMK\�UI\\MZ�XZM[MV\��*ZMKP\�
created a plan for a drama that would use political and 
[WKQIT�Q[[]M[�I[�I�NWZU�WN �X]JTQK�LQ[KW]Z[M��;\aIV��� ���
This idea of  a political theatre found its emergence in 
\PMWZQM[�NZWU�3IZT�5IZ`��_PW�M`XTIQVML�\PI\�\PMI\ZM�
was explicit in the support of  capitalism, as it shielded 
and distracted society from true problems, like class 
[\Z]OOTM��+PMUMZ[�����<PMZMNWZM��\PM�UIQV�X]ZXW[M�WN �
this type of  theatre was not to entertain, but rather 
\W�\MIKP��*ZMKP\�_IV\ML�\PM�I]LQMVKM�\W�TMI^M�_Q\P�
\PW]OP\[�QV�\PMQZ�PMIL[��*ZMKP\�IKKWUXTQ[PM[�\PQ[�

\PZW]OP�\PM�QV\ZWL]K\QWV�WN �\PM�¹)TQMVI\QWV�-ٺMK\�º�QV�
_PQKP�*ZMKP\�_W]TL�][M�\PMI\ZQKIT�LM^QKM[�\W�[MXIZI\M�
\PM�I]LQMVKM�NZWU�\PM�[XMK\IKTM�WN �XMZNWZUIVKM��*ZMKP\�
_W]TL�ZMRMK\�XMZNWZUIVKM[�[]KP�I[�0IUQT\WV�QV�_PQKP�
\PM�LZIUI�MUXPI[QbML�XTW\��NMMTQVO��TQVMIZ�LM^MTWX-
ment, growth, and “thought to determine being”, in 
NI^W]Z�NWZ�PQ[�-XQK�\PMI\ZM�_PQKP�MUXPI[QbML�LQ[RWQV\ML�
VIZZI\Q^M��ZMI[WVQVO��LM^MTWXUMV\�\PZW]OP�K]Z^M��UWV-
\IOM�IVL�¹[WKQIT�JMQVO�LM\MZUQVQVO�\PW]OP\º��*ZMKP\�
�����
         
)T\P][[MZ�NW]VL�*ZMKP\¼[�\PMI\ZQKIT�\MKPVQY]M[�\W�JM�
successful in dismantling ideological thought. For Al-
\P][[MZ��QN �*ZMKP\¼[�XTIa[�_MZM�\W�¹LM[\ZWa�\PM�QV\IVOQJTM�
QUIOMº�WN �QLMWTWOa��\PMV�\PM�XTIa�Q[�ZMITTa�\PM�LM^MTWX-
ment of  a new spectator consciousness (Althusser). This 
Q[�IKKWUXTQ[PML�\PZW]OP�*ZMKP\¼[�ITQMVI\QWV�\MKPVQY]M��
WZ�I[�]VLMZ[\WWL�Ja�)T\P][[MZ�QV�ZMTI\QWV�\W�*ZMKP\�ZM-
nouncing “the thematization of  the meaning and impli-
cations of  a play in the form of  a consciousness of  self ” 
�)T\P][[MZ���<PQ[�QUXTQM[�)T\P][[MZ�UMIV[�\W�NI^W]Z�I�
¹VM_��\Z]M�IVL�IK\Q^M�KWV[KQW][VM[[�QV�PQ[�[XMK\I\WZ[º��
         
<PMI\ZM�PI[�\PM�XW[[QJQTQ\a�\W�JW\P�ZMÆMK\�IVL�KZQ\QY]M�
KIXQ\ITQ[\�QLMWTWOa��)[�_M�PI^M�LQ[K][[ML��)T\P][[MZ�
XZW^QLM[�I�ZMTI\Q^M�LMOZMM�WN �I]\WVWUa�\W�\PM�[]XMZ-
structure. What this means for theatrical productions, 
is that the social relations that go into making theatre 
KIV�ZMÆMK\�KIXQ\ITQ[\�UWLM[�WN �XZWL]K\QWV��IVL�\PM�
UI\MZQIT�Q\[MTN �LWM[V¼\�VMKM[[IZQTa�VMML�\W�ZMÆMK\�\PM�
KIXQ\ITQ[\�QLMWTWOa��7]Z�M`IUQVI\QWV�WN �\PM�*ZWIL_Ia�
5][QKIT�0IUQT\WV��XIQV\[�I�JTMIS�XQK\]ZM�QN �\PM�OWIT�
_I[�\W�KZQ\QY]M�QLMWTWOQKIT�QLMI[��0W_M^MZ��\PQ[�Q[V¼\�
the inherent goal of  theatre. Theatre begins to become 
XWTQ\QKITTa�IK\Q^M�_PMV�Q\�[\IZ\[�\W�]\QTQbM�\MKPVQY]M[�
NI^W]ZML�Ja�)T\P][[MZ�IVL�KZMI\ML�Ja�*ZMKP\��.WZ�
M`IUXTM��\PM�ILIX\ML�XTIa�<PM�;WKQM\a�NWZ�\PM�,M[\Q-
\]\M�8ZM[MV\["�<Q\][�*W]ٺWVQ][º�Ja�+WTTMMV�5]ZXPa�
features a dual storyline of  a company of  clowns as 
they embark on the presentation of  Shakespeare’s play 
Titus Andronicus, known to be one of  Shakespeare 
UW[\�JTWWLa�XTIa[��<PQ[�ZM_ZQ\\MV�^MZ[QWV�LQL�VW\�NWTTW_�
along the traditional features of  classical theatre. It 
WN\MV�JZWSM�\PM��\P�_ITT��PIL�IK\WZ[�[XMISQVO�\PMQZ�
lines as their clowns and not as their Shakespearean 
KPIZIK\MZ[��IVL�NMI\]ZML�I�LQ[RWQV\ML�VIZZI\Q^M�I[�\PM�
Clowns often broke up the story to inform the audience 
of  a manner the Clowns thought of  as important. The 
XTIa�NMI\]ZML�UIVa�MTMUMV\[�WN �*ZMKP\¼[�ITQMVI\QWV�
technique, allowing for the audience to understand 
\PMUM[�WN �ZM^MVOM��NIUQTa��[M`]IT�^QWTMVKM��IVL�UWZITQ\a�
QV�I�UWLMZV�\QUM��.WZ�QV[\IVKM��L]ZQVO�\PM�ZM^MIT�WN �\PM�
JZ]\ITQ\a�MVIK\ML�WV�\PM�KPIZIK\MZ�4I^QVI��_PW�PIL�PMZ�
PIVL[�IVL�\WVO]M�K]\�Wٺ�IN\MZ�JMQVO�ZIXML�Ja�<IUWZI¼[�
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sons), the Clowns broke Shakespeare’s character to 
ask the audience if  they witnessed this, and begged 
the audience to call 911. To which, following in the 
roles of  theatre, no audience member responded. 
This interaction “alienated” the audience. It forced 
them to think critically of  our cultural norms which 
XMZXM\ZI\M�IVL�ITTW_�NWZ�ZIXM�IVL�[M`]IT�^QWTMVKM�\W�
WKK]Z�WV�\PM�UW[\�^]TVMZIJTM�UMUJMZ[��
 
Conclusion        
Theatre has the unique ability to create in a 
capitalist world while still maintaining autonomy 
in its production. When examining the produc-
tion structure of  a theatrical performance or art 
in general one must take into account the social 
relations at play. Asking how has the economic base 
QVÆ]MVKML�I�OQ^MV�XZWL]K\QWV'�<PMI\ZM�IVL�IZ\�QV�
OMVMZIT�_QTT�NWZM^MZ�JM�QV�I�JI\\TM�_Q\P�\PM�KIXQ\IT-
Q[\�[a[\MU�L]M�\W�IZ\¼[�KZQ\QKIT�VI\]ZM��0W_M^MZ��Q\�
UWZM�[W�ZMÆMK\[�)T\P][[MZ¼[�JI[M�IVL�[]XMZ[\Z]K\]ZM�
ZMTI\QWV[PQX�QV�_PQKP�\PMZM�Q[�I�TM^MT�WN �I]\WVWUa�
XZM[MV\��0IUQT\WV�IVL�<PM�;WKQM\a�NWZ�\PM�,M[\Q\]\M�
8ZM[MV\["�<Q\][�*W]ٺWVQ][��XZW^QLM�][�_Q\P�I�]VQY]M�
XMZ[XMK\Q^M�QV�\PM�\PMI\ZM�XZWL]K\QWV��WVM�WN �_PQKP�
PI[�JMMV�QVNWZUML��I\�TMI[\�VIZZI\Q^MTa��Ja�\PM�[WKQIT�
consciousness of  the upper class. Incorporating 
ITQMVI\QWV�\MKPVQY]M[��I[�LMXQK\ML�Ja�*ZMKP\¼[��PI[�
opened a new form of  capitalist critique within the 
XMZNWZUQVO�IZ\[��=[QVO�*ZMKP\¼[�\PMI\ZM�XZIK\QKM[�
[]KP�I[�\PM�ITQMVI\QWV�MٺMK\�ITTW_[�NWZ�I�XWTQ\QKITTa�
QVÆMK\ML�\PMI\ZM�\WLIa�



C
rossings Vol. 1 (2021)

71

Althusser, Louis. “Part Four: The ‘Piccolo Teatro’: Bertolazzi and Brecht.” Notes on Materialist 
Theatre, 1962, www.marxists.org/reference/archive/althusser/1962/materialist-theatre.htm. 

Auslander, Philip. Theory for Performance Studies: A Student’s Guide. Routledge, 2008.

Beech, Dave. “Introduction.” Art and Value: Art’s Economic Exceptionalism in Classical, Neo-
classical and Marxist Economics, Haymarket Books, 2016, pp. 1–30. 

Boyle, Michael Shane. “Performance and Value: The Work of  Theatre in Karl Marx’s Critique 
of  Political Economy.” Theatre Survey, vol. 58, no. 1, 2017, pp. 3–23.

Brecht, Bertolt. Brecht on Theatre: The Development of  an Aesthetic. Edited and Translated by 
John Willett, Hill and Wang, 1964. https://doi.org/10.1017/s0040557416000661.

Chemers, Michael M. A Concise Introduction to: Epic Theatre, Digital theatre. DT+Fundamen-
tals, University of  California, Santa Cruz.

Monteiro, Lyra D. “Review Essay: Race-Conscious Casting and the Erasure of  the Black Past 
in Lin-Manuel Miranda’s Hamilton.” The Public Historian, vol. 38, no. 1, 2016, pp. 89–98. 
https://doi.org/10.1525/tph.2016.38.1.89. 

Marx, Karl. Capital: A Critique of  Political Economy, Vol. 1. Moscow: Progress Publishers, 
1867, www.marxists.org/archive/marx/works/download/pdf/Capital-Volume-I.pdf. 

Marx, Karl. The Critique of  German Ideology. Progress Publishers, 1932, http://www.marx-
ists.org/archive/marx/works/download/Marx_The_German_Ideology.pdf. 

Styan, J.L. Modern Drama in Theory and Practice: Expressionism and Epic Theatre, Vol. 3. 
Cambridge University Press, 1981.

Work Cited  


