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Although I have known the existence of  William Shakespeare’s Julius Caesar, my first 
interaction with this play was when I read an article about a performance two years ago. 
According to the article published on June 12, 2017, the US Public Theatre staged a 
production of  William Shakespeare’s Julius Caesar featuring President Donald Trump as 
Caesar. This production generated much controversy as it depicted the assassination of  a 
president of  a nation with political overtones and presented their personal knowledge 
regarding the current political situation in the US. I have gained interest since then and 
this provoked my curiosity about the play and to search for the show. 

  

The absolute power of  Caesar reminded me of  the dictatorship in Korean 
history. Korea underwent numerous forms of  dictatorship suffering several 
different consequences. Although Park Jung Hee ended several lives whilst 
dictating, he massively contributed to the development of  Korea. Depend-
ing on the perspectives of  the individuals, Park is seen as a hero who saved 
Korea or a villain who lead several people to death. Perceiving the actual 
intentions for Caesar’s absolute power is impossible, but his death caused 
by his unjust choices and his dictatorship pleased me. The assassination of  
Julius Caesar threw messages to the contemporary authorities to use their 
power wisely without abusing it. 

 THE PLAY AND ITS CONTEXT 

< Julius Caesar > 

SETTING:  ancient Rome, around 45BC 

SHAKESPEARE’S THEATRICAL PRAXIS/STYLE
❖ IAMBIC PENTAMETER
Iambic pentameter is the name given to the rhythm that Shakespeare uses in his plays. The rhythm of  
iambic pentameter is like a heartbeat, with one soft beat and one strong beat repeated for five times. 
Iambic pentameter is used throughout the play. Act 1 Scene 2, includes Iambic Pentameter, “You have 
some sick offense within your mind.” If  you count the syllables in this line, where Portia tells Brutus 
she knows he is troubled, and read it out you can see how it works. (Portia, 2:1). 

❖ PROSE AND VERSE
Shakespeare writes in a combination of  prose and verse. Prose is a conversational way of  speaking 
which doesn’t have a set rhythm or structure. Verse always has a set rhythm and structure. 95% of  
Julius Caesar is written in verse, so it’s interesting to watch out for where it isn’t used. Several 
characters in Julius Caesar shift to using prose when they talk to the people of  Rome, making their 
language more accessible. You can tell whether prose or verse is being used by looking at the page in 
the text. Where it looks like a poem, Shakespeare is using verse. If  it looks like writing in a book that 
goes the whole way across the page, then it is considered as prose. (“Language in The Tempest”) 

❖ RHETORIC
Rhetoric is the skill of  employing persuasive or moving language. Different examples of  rhetoric 
include emphasizing words and phrases through repetition, asking questions, choosing powerful words 
and images. Many characters in Julius Caesar use rhetoric to influence each other. The speeches made 
at Caesar's funeral by Brutus and Antony are great examples of  rhetoric and how it can be used 
differently. Comparing these and exploring the ways these two characters try to persuade the crowd is 
one way of  exploring rhetoric. (“Language in The Tempest”)

❖ SHAKESPEAREAN LANGUAGE
Shakespeare’s language requires deep study and analysis in order to understand the meanings behind 
it. ALthough some of  the words shown in the texts are familiar, most of  them are unfamiliar as we no 
longer use them. Also, even if  the words are familiar, they might now have a different meanings. For 
instance, in the third line of  Julius Caesar, the workingmen are referred as “mechanical”: in this 
context, it means working men. The words seem awkward not only because of  the “static” introduced 
by the language shift for this several years, but also because the playwright has intentionally used with 
those reasons “to build a dramatic world that has its own geography and history and story.” (xvii, 
Mowat and Werstine).  

 

2

SECTION 1

MY INITIAL RESPONSE TO THE TEXT

THE AUTHOR OF THE PLAY 

WILLIAM SHAKESPEARE (1564 ~ 1616) 

“William Shakespeare (1564-1616).” Oxford University Press's Academic Insights for the Thinking 
World, Oxford University Press 2019., New York: Dodd, Mead and Company, 18 June 
2008, blog.oup.com/2016/04/shakespeare-linguistic-legacy/.

Shakespeare was an English Poet/playwright, and often called English 
national poet. He attended King’s New School in Stratford-upon-Avon 
where he learned Latin. the school was known as “Grammar School.” 
Hence, he employs Latin throughout his texts alongside with his own lan-
guage called “Shakespearean Language.” 

Fig 1. Cover of  the play Julius Caesar written by William Shakespeare 
(Shakespeare, William. “Julius Caesar.” ManyBooks.net, Advertical Media 

LLC., manybooks.net/titles/shakespeetext982ws2410.html.)

After watching several 
versions of  the play 
Julius Caesar, I have 
organized the synopsis 
and the plot of  the 
story according to my 
understanding. 



Character Analysis - I created a 
flowchart to organize the roles and rela-
tionship of  one character with another 
(not every characters are presented). As 
the blue box represents male characters 
and yellow box represents female charac-
ters, we can realize that the proportion 
of  gender is not equal. This reflects the 
cultural background during the time period where women were not allowed to join the acting company. 

Figure 4. The diagram I have made about character relationship. 

CONDITIONS that IMPACTED the PLAY

1. Politics:  < MARIAN ERA/ ELIZABETHAN ERA > 

Julius Caesar play was written in 1599, near the end of  Queen Elizabeth’s reign: 1558 until 1603. Although 
the play was published during the Elizabethan era, the story would have inevitably reflected the Marian era, 
the era before Elizabethan. Marian era is King Henry V’s first daughter Mary ruled England as a queen. 
King Henry V (father) had a child named Mary after married to Queen Catherine. When he had enough of  
her, Henry married another woman and had Elizabeth (Forgeng). As divorce was not allowed in Catholicism, 
Henry made his own religion named Anglican and became Church of  England. As Henry’s one and only son 
Edward passed away before reaching ten, Mary Tudor (I) inevitably became the queen. As a Catholic, Mary 
married a Scottish man and whilst ruling over for around five years, she murdered people who disagreed with 
her religion. The country was in turmoil until Queen Elizabeth inherited the throne. (Mowat & Werstine)

Elizabeth refused to get married to avoid sharing her absolute power as a monarch. During the dangerous time 
period she brought stability and managed to keep the country going; under her rule people went across to 
America and Canada to South America, expanding her empire (Forgeng). 

TARGET AUDIENCE & PURPOSE 

There are several inferences to why Shakespeare has written the play. Firstly, it was to open up his new theatre: 
Globe. Secondly, scholars believe that he wanted to express his concerns about their country’s possible civil war 
after the death of  Queen Elizabeth I. As she was unmarried, nor had any child to inherit her throne. Through 
Julius Caesar Shakespeare warns people who plan to kill Elizabeth to replace in her position and dictate. The 
play corresponds with the story of  the Queen as neither had an heir, and they are subject to a sudden murder.  

PLAYWRIGHT’S CHOICE - THE THEMES & IDEAS PRESENTED 

MOTIFS: BLOOD, BETRAYAL, FEAR, OMENS AND PORTENTS

THEMES

1. [ FRIENDSHIP ]

Within the play, the male characters had to choose between the loyalty to their friends and the loyalty to the 
Roman Republic. Examples of  manipulation and violent betrayal in Western literature. This is especially true 
for Brutus, who chooses to join the conspirators' assassination plot when it seems clear to him that his BFF, 
Julius Caesar, is headed for absolute power. The moment where friendship is shown is through the response of  
BRUTUS says “I would not, Cassius, yet I love him well.” (1.2.89)

When Cassius asks Brutus if  he would want Julius Caesar to be crowned king, Brutus says that even though he 
loves Caesar, he doesn't want him to be a monarch. (Remember, the idea of  a monarch ruling Rome with abso-
lute power went against the ideals of  the Roman Republic.)

2 . [ G E N D E R ]  
The play displays the different gender roles in the Roman society. Roman masculinity cannot be given to 
males who have cowardness. Women are thought to be weak and irrelevant. The events revolve around male 
and the  two female characters, Portia and Calphurnia, are not central to the actions of  the play as they are 
women. Even Portia acknowledge the idea that women are feeble and unpredictable. 

	 ◦	 "Ay me, how weak a thing / The heart of  woman is!" (Act 2, Scene 4)  

3. [ MISINTERPRETATIONS & MISLEADINGS ]

Characters often misunderstand the omens that they encounter. For instance, Cassius misinterprets the signs 
that appear at the senate are warning against Caesar’s impending coronation. Also, Cassius prompts death 
after misinterpreting a situation: Pindarus inaccurately concludes that Titinius has been captured by the ene-
mies, when he actually reunited. Through this theme, Shakespeare wanted to portray that the ability to read 
over people and their mind is crucial key to success. (Mowat & Werstine)

RELATIONSHIP of  SHAKESPEARE’s TEXTS

Written in the same year as Henry V and <As You Like It>, Julius Caesar is one of  the many tragedies of  Shake-
speare. “The depiction of  the consequences of  deposition link it to King Richard II and Macbeth; the contempo-
rary play Hamlet makes allusions to its Roman context and also, like King Richard III, develops a Ghost Role.” 
(42, Smith). Although the published date is not clear, it is dated around 1600, which is one year after the publi-
cation of  Julius Caesar. Hamlet includes allusions to Julius Caesar and deals with the aftermath of  regicide. 
According to Emma Smith, “Hamlet play alludes when Polonius talks of  playing the title role. Together these 
two plays usher in the political and personal concerns that will dominate the later tragedies.” (37, Smith). 

RELATIONSHIP with OTHER TEXTS

Other prominent writers of  the Elizabethan age included the University Wits – Christopher Marlowe, Thomas 
Kyd, John Lyly, and others – whose work for the stage shows the influence of  ancient Greek and Roman play-
wrights, especially Scene 2. 

THEATRICAL CONDITIONS AT THE TIME OF WRITING 
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VENUE

Actors of  Shakespearean time performed in various locations: courts, halls of  universities, and private 
houses of  great lords and civic officials. But as playhouses were built “outside the jurisdiction of  the city of  
London” as many “civic officials were hostile to the performance of  drama and repeatedly petitioned the 
royal council to abolish it,” the performers mostly performed in playhouses. 

The venue was built close to the houses of  prostitution and with Paris Garden.

1613 - Burned down during Henry VIII performance (thatch roof  was set alight by 
cannon fire called for in performance). So the company quickly rebuilt a grander 
structure on the same location and remained use until 1642, when English Civil War 
begin. 

•  As the theatre was an Open-air playhouse, more money was required to watch 
from “two or three levels of  roofed galleries” and less money was required to watch 
from the yard, where there are no roof  to protect them from harsh weathers. 

•    Polygonal or roughly circular shape

•     Diameter: 100ft 

•     Capacity: 200~300 people

SET & STAGE DESIGN

“Bare Stage” → term used to distinguish from the 
two centuries after with elaborated sets. 

• Boys acted out woman characters by dressing like 
a woman as there were no female actors in acting 
companies.  

FIRST REVIEWS of  the FIRST PERFORMANCE 

As sixteenth century lacked developed media compared to modern days, it is not easy to discover comments 
about the first performance of  the show. But “The Cambridge Shakespeare Guide” includes a comment of  a 
Swiss visitor who went to the newly built Globe Theatre in London on September, 1599. The comment was 
as follows: ‘the tragedy of  the first Emperor Julius Caesar, very pleasingly performed, with approximately 
fifteen characters [this presumably means fifteen actors, since the play text has more than forty named charac-
ters]; at the end of  the play they danced together admirably and exceedingly gracefully, according to their 
custom, two in each group dressed in men’s and two in women’s apparel’. Perhaps it is not surprising that for 
a non-native speaker what was most appealing about this intensely verbal play was the concluding dance, but 
it is salutary to be reminded that, for its first spectators, Julius Caesat ended not with the imperial politics of  
Octavius solemnly arranging the burial of  his advesary, but with a paired transverstite jig. (Mowat and Wer-
stine, 2011) 

IMPRESSION  of  TEXT AFTER RESEARCH”

The performance made me have a thought about the true ‘villan’ and ‘hero’ of  this tragedy. 

Through research I was introduced with two contrasting perspectives towards the good and evil of  the 
characters. Fourteenth century Italian poet Dante, “Brutus and Cassius, the foremost of  the conspirators 
who killed Caesar, were traitors who deserved an eternity in hell.” whilst a Shakespeare’s contemporary 
Sir Philip Sidney stated “Caesar was a rebel threatening Rome, and Brutus was the wisest of  senators.” 
(xiii, Mowat and Werstine) 

The story seem to portray messages to the future monarchs that they will encounter similar ending/result 
if  they act like Julius Caesar. As the absolute power of  Caesar reflected the actions of  Mary, once a queen 
of  England, the story seems to warn other authorities to never abuse their power or fake their citizens un-
less they want to be betrayed by their own country and friends. 
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Fig 5. Visscher, Claes Jansz. “A Stylized Representation of the 
Globe Theater.” Julius Caesar with Detailed Notes from the World's 
Leading Center for Shakespeare Studies, FOLGER SHAKESPEARE 
LIBRARY, 2011, p. xxxvii.

Fig 6. The annotated diagram to analyze the Globe 
theatre.



DISCOVERY FROM CONTEXTUAL RESEARCH & MY ARTISTIC RESPONSES

	 I was able to better understand the intentions of  Shakespeare after the contextual research. The 
knowledge that I gained that was most helpful was the historical, political, and social background that under-
lies the story of  Julius Caesar. Relating the character of  the story to the real historical individuals was interest-
ing and helpful in comprehending the text. Based on my research, the most interesting aspect was the differ-
ent perspectives of  people towards judging characters as either protagonists or antagonists. What I would like 
to focus on is my personal view towards the power of  Julius Caesar and the changes in actions of  his con-
spirators Brutus and Cassius. 

“The non-verbal bits in brackets are often ignored by directors but can be the key to unlocking a production.”

 - Chris Wilkinson (Guardian, 2008)

 When planning to direct a performance, I tend to be inspired by the methods employed by several Deconstruc-
tionist and Post-modernist directors. I disregard the non-verbal texts, such as stage directions in order to pre-
vent mimicking the directions, and maximizing my originality in remaking a piece. While acknowledging the 
effectiveness of  this method, from the quote by Chris Wilkinson and past productions, such as Cleansed by Sarah 
Kane, and Cancer Time by Gary Owen, I perceived that as stage directions were also intentionally created, they 
possess an extensive value in investigating elements that are unrevealed by the texts itself. So I read the stage 
directions in depth and created a rough sketch of  how I imagine the stage to look like. 

	

Figure 7. My artistic response  for how I want to structure the stage.  

COSTUME: As my focus of  the performance has not been finalized, I could not make a choice for my cos-
tume design. So far, I have two ideas in mind - historical attire or contemporary clothes. My choice of  costume 
would alter depending on my venue, target audience, and the final message that my story aims to portray. The 
historical attire will either be inspired by a Korean traditional dress that people wear during traditional occa-
sions called Hanbok, or Roman clothes that will resemble the setting of  the original story, Rome. 

VENUE: My possible venue is any location that could remind citizens about the former president Park. I am 
currently considering The Blue House (Cheong wa dae), Gwanghwamun Plaza (also known as ‘Gwanghwa-
mun square’), and the courthouse. These three locations relate well to Park. The Blue House is where the Ko-
rean president works and resides in. I could construct the stage to resemble these places. 

However, when I asked my peers whether the locations reminded them of  Park, two of  them agreed but the 
majority of  them disagreed and replied that only the ‘Blue House’ reminded them of  Park. Also, performing in 
The Blue House is unrealistic, not only because we could get arrested for implementing personal knowledge to 
a performance that could conflict with others’ shared knowledge, but it could also generate violence. So I ex-
plored other areas to perform at. 

THE OVERALL ATMOSPHERICAL & EMOTIONAL JOURNEY 
	 Although Julius Caesar is known as one of  the most tragic political stories, I was able to experience a 
wide range of  emotions that was more than just tragedy as a reader and an audience of  the play. As I plan to 
direct a performance based on my perspective towards the character’s actions, organizing my emotions towards 
each act and scene was a significant step. As the atmosphere is created by the actors, I have tracked the emo-
tions that Brutus experienced. Although the play's titular character, Julius Caesar, I chose to explore Brutus as 
he is a rounded character that encounters several incidents, dominates the plot, and has the most lines in the 
play. Knowing the feelings and emotions of  Brutus, I will be able to alter another aspect of  the performance to 
create a certain atmosphere. 

	 I was not expecting Caesar’s death to occur this sudden as the play was titled after him. Brutus is the 
one who suffers from his internal conflict of  either continuing to maintain his friendship with Caesar or to kill 
Caesar to stop Rome from going down the path to tyranny. Evident from my chart, I will focus on Brutus’ 
choice  and the events to portray the Korean political situation to my target audience. 
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SECTION 2:  THEATRE PROCESS

My ARTISTIC RESPONSES, CREATIVE IDEAS AND EXPLORATIONS 
& MY OWN EXPERIENCES OF LIVE THEATRE AS A SPECTATOR

“All the world’s a stage,”  - William Shakespeare

Figure 8. The diagram of  the 
emotional journey throughout the play. 

Figure 9. The diagram of  the emotional 
journey throughout the play. 



CHOICES MADE BY OTHER DIRECTORS & ITS 
INFLUENCE 

<Julius Caesar>, 2012 (Oct 3 - Nov 9) 

Director: Phyllida Lloyd; Producer: John Wyver, Kate Pakenham; Artistic 
Director: Josie Rourke; Cinematography: Rhodri Huws; Lighting: James Farn-
combe; Designer: Bunny Christie; Sound: Tom Gibbons 

Venue: Donmar Warehouse 

The production received unstinted praise from several critics and the audience. This 
production is very unique as the cast is all women. There are originally only two fe-
male characters in the actual play, however, Lloyd chose to use all female actors. With 
the set as a women’s prison, the rough camera-work, and the lively performance, “the 
violence has rarely seemed so real and the meaning so stark in today’s tumultuous 
political stage” (Halligan, 2017). 

The performance begins by a prisoner outlining their crime and punishments and the 
personal significance of  the play to the audience (Feay, 2018). This dramaturgy effec-
tively grasps the audience attention and enables them to easily understand the context 
of  the play. This live-shot show is a “hybrid of  theatre and event cinema” (Halligan, 
2017). I also hope to merge the theater with some pre-recorded films so that the story 
could be expressed through various forms of  media. For her filmed performance, she 
employed “guerrilla filming style, attaching Go-Pros to members of  the cast and arm-
ing them with iPhones” (Marcus, 2017). I was able to receive a visceral energy as the 
scenes were presented from the perspectives of  the actors. I was involved in the situa-
tion as if  I was that individual. Moreover, Lloyd said: “...by putting people into prison 
uniform, they were immediately rendered androgynous.” This indicates the power of  
costume in manipulating the thoughts of  the audience. Further analyzation will be 
done through using T.E.A.M (Tension, Emotion, Atmosphere, and Meaning). 

TENSION - Tension can enable the audience to be emotionally invested in the story 
and provoke an emotional response from the audience. From the four types of  dra-
matic tension, this performance possesses the tension of  surprise and the tension 
of  mystery. The first surprise is when the common people, advocators of  Caesar, 
enter with face masks of  Caesar. The audience is also surprised when the lights sud-
denly turned off  as the character was shot; this use of  light and sound assisted in estab-
lishing tension. 

Shakespeare does not clearly reveal the real reason or intention for doing an 
action so the tension of  mystery is formed as the audience is wondering about 
it. The tension is also built through observing the changes in the actor’s facial 
expressions; when they seem worried, the audience also feels tense. The con-
trasting red gloves to their gray clothes allows the audience to focus on their 
hands. As the audience is already informed 
that the conspirators are planning to murder 
Caesar, the red color resembles blood and 
the death of  Caesar, causing the tension to 
rise. The story overall portrays various ten-
sions as characters suffer from conflicts and 
forgive each other, but they often face death. 

EMOTION - The choice of  the setting effectively manipulated the emotions 
of  the audience. Perceiving the setting like a prison, the audience wanted to 
avoid direct communication with the prisoners. When the prisoners entered 
the stage, the audience (especially the corporate audience) felt fearful as they 
did not want prisoners approaching them. 

Lloyd wanted to convert the thoughts of  her niece from thinking “Oh, I’m the 
one in the corner, sort of  mooning over the leading man” to “My god, I could 
be in charge.” Her adaptation gave females, including myself, to feel that 
women also have the power to be equal to men; we too have the right and 
power to take a lead. Her performance engenders contrasting emotions: suc-
cessfully changed the theatre landscape vs provoking anger from men as only 
women exist in a society. I disagree with the second argument as I believe that 
the show depicted women as both “heroes and villains” - which is one of  the 
themes. Also, I concentrated more on the actions and decisions of  the charac-
ters rather than the gender of  the actors. 

ATMOSPHERE - The atmosphere depends on the choices that Brutus 
makes. The stage is divided into three sections that encircle the stage. The film 
shows the performance from one of  the three sections but the audience who 
watched the film was able to experience a different atmosphere than that of  
the audience at the live performance. Unlike the live performance, the film 
shows actions from various angles that provoke different emotions. This allows 
every audience member to view the event from one perspective and receive 
the emotion that the director wants to give. For instance, during the planning 
scene to kill Caesar the film audience are given the low angle shots from the 
center of  the conspirators. 

This will engender different emotions to people at live performance. As they 
view the backside of  the actors, they will have curiosity about the actions that 
are happening inside. From Act 1 scene 1 to   scene 3 the mood of  the play 
shifts from exciting to serious as Cassius starts to lure Brutus in to join the con-
spiracy. The mood controls the overall atmosphere that the audience feels. 

MEANING - Lloyd believes that classical theatre has presumed that women 
are limited to work in the kitchen and look after their family and she wanted 
to break those perceptions. This production was a great opportunity for her to 
break away from the received social norms towards the role of  women. The 
other two choices she made were inventive to me. First, the director has actu-
ally visited an actual women’s prison, Holloway Prison in London, to discover 
whether the “characters are obsessed with freedom and justice, they have a 
great apprehension and danger, they're full of  superstitions” (Bogaev, 2018). 
Next, she acutely observed and questioned the male’s actions and noticed the 
features of  male: “how men are very direct; they take up space; they don't use 
their hands at all often when they speak in the way that women modify their 
speech all the time with their hands” (Bogaev, 2018).

This is a progressive and unexpected show.  
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Figure 10. Jackie Clune in Julius Caesar (Donmar Warehouse, 

“Blisteringly tense and crystalline. This 
may be the most thrilling, lucid and 
authentic Julius Caesar for years to 
come.”

—TIME OUT NEW YORK, CRITIC'S PICK

“The best Julius Caesar I’ve ever seen 
and certainly one of  the top shows of  
the year.”

—THE HUFFINGTON POST

Figure 11. The use of  light when a character encounters death. (Donmar warehouse, 
2017)

Figure 12. The conspirators with red gloves and dagger is putting their hands 



CREATING A THEATRICAL WORLD 
SCENOGRAPHY

	 The narrative of  the play takes place in Rome. The first setting is a street in Rome in the year 44 B.C. 
and later is moved to Sardis, nowadays called Turkey, and in the battlefield at Philippi. My setting will largely 
take place in South Korea and I would also have a set of  ‘street’ as it is the place where citizens gather to form a 
thought. Most Korean historical events occurred on the streets. 

POSSIBLE STAGING CHOICES - What world does the play need? In terms of  venue/set?

	 As the actual play takes place in a senate, performing Julius Caesar in a senate is a very cliche choice. As 
I did not want to limit myself  to a senate, I explored the possible venues and countries the play could be held on. 
As this play includes a highly political aspect, I hoped to avoid performing on stage in democratic countries that 
do not suffer from a dictatorship. Although the story gives a lesson about the tragic result of  having absolute 
power, performing this would warn the government but the performers including myself  could be arrested. I 
reduced the choices of  countries to a democratic country, to a country where guns are prohibited, and to a coun-
try where the Social Networking System (SNS) is well established/used. 

According to figure 13, the countries that fulfill the 
three qualities are: Australia, Denmark, New Zea-
land, Norway, Japan, and South Korea. If  the per-
formance offends a person due to their different po-
litical beliefs, and they happen to possess a gun, we 
could be in danger. I hope to ensure safety for my 
cast and crew, the audience, and myself. Lastly, a 
country that has an active use of  SNS will not only 
help to promote the show but also to spread the mes-
sage to other people around the world. For instance, 
if  a Korean posts a picture or review that includes 
the aspect of  the show it could reach and give aware-
ness to an individual in another country. 

As a Korean, I am able to understand the sentiments and the culture of  Koreans. Although my plan might alter 
as I research further on, my current plan is to perform in Korea. Within Korea, to stress on the ‘conflict’ that 
Brutus suffered throughout the play, I also thought about performing inside Brutus’ tent. Caesar’s house, Bru-
tus’s orchard, Rome street, and Senate are mentioned several times in the play. However, I thought that perform-
ing in these settings will be cliche. Brutus’ tent also appears often in the story; it is where Brutus brings Cassius 
for an argument so their soldiers won’t recognize. 

Inspired by a musical, Rise - The Story of  a Woman, directed by Paula Mor, I hope to have two actions inter-
changing on the same stage. The different theatrical world will be created through the lighting effect: turning on 
and off  lights when given a cue. Also, I will employ variation in levels to reveal the power dynamics of  the rela-
tionships between characters. For instance, Caesar would be positioned higher (at the beginning of  the scene) 
than the other characters as he has the most power in the country. 

ASPECTS I WANT TO BRING TO THE FOREFRONT 
“Theatre is a form of  knowledge; it should and can also be a means of  transforming society. 

Theatre can help us build our future, rather than just waiting for it.”

 - Augusto Boal 

I hope my performance could give a positive impact and transform society. I want my audience to become 
knowledgeable and to be aware of  the political system and how society is being run. The public theatres in 
the sixteenth century “symbolically located their stories between the “heaven” above and “hell” below” 
(Cox, 2019). For my performance, instead of  using the same idea of  ‘heaven’ and ‘hell’, I plan to divide the 
areas depending on the level for unexpected entrance and exits. I could use the space to show the contrast-
ing perspectives towards the action of  the play.

My initial chosen audience is broadly every Koreans; but to be specific, within the age of  15 to 55 years old. 
However, my choice will alter depending on which theme I choose to focus on. If  I choose ‘power’ as my 
theme, the performance will target Korean citizens with voting rights. As a democratic country, Korea has a 
political system where the citizens have the right to vote for their government. As the right is given to citizens 
from age 19 and above, the one with the right has the power to make changes in the political system of  the coun-
try. If  I choose ‘gender’, it will be relevant to every Korean. However, this would affect the audience differently 
based on their gender. As a female, my perspective would differ from that of  Shakespeare’s. For men, the per-
formance will inform that most females are not weak and irrelevant. For women, the performance will give cour-
age and confidence to be independent figures. If  ‘ambition and conflict’ is chosen, the story will give aware-
ness to people involved in politics who aim to control his or her world and his or her citizens; the devastating 
result of  the dictator will inevitably warn them. 

If  I was to permit the original text, I would change the language into the language we use in the modern world. 
Without distorting any meanings or story, I hope to translate English into Korean as my target audience are Ko-
reans and include modern slangs to indicate that the story relates to our modern society. 

AUDIENCE & ACTOR RELATIONSHIP
The Globe theatre was designed effectively for the interactions between the audience and the actor. The 
groundlings were able to participate in the play by throwing snacks and shouting at the performance (17nadi-
ray, 2014). As the seats were close to the stage, the actors were able to directly communicate with them. I also 
hope to create an intimate space with the audience for effective interaction. 

The most recent play of  Julius Caesar was done by the New York Public Theatre on May 23, 2017. Director 
Oskar Eustis acclaimed the success of  the play by calling it a masterpiece that warned about “what happens 
when you try to preserve democracy by nondemocratic means.” Until now, the play is receiving endless love 
from the theatre companies and the audience. As a political play, Julius Caesar could be expressed differently as 
the view and responses of  the people vary. The reason that this play could last this long is that the story not 
only has a strong actor to audience relationship but also reveals the ‘rich political complexity’. As the audience 
sees the progress of  Brutus’s murder, they will feel connected to the show. Also, I hope to relate the story of  
Julius Caesar to portray the ‘richness and urgency of  our own democratic struggles’. Although the Gwanghwa-
mun square might be a perfect place for actors to interact with the audience due to its closeness with the stage, 
I have explored some other venues where the audience and actors could relate the best. 

The structure and location of  the stage is another important aspect of  building the actor and audience relation-
ship. I would try to use the space that would resemble the contemporary character I plan to depict for the audi-
ence to easily connect and imagine the events. If  my story depicts Donald Trump as Caesar, just like the New 

York Theatre, I would have an American 
flag and a white house to indicate that the 
setting takes place in America and the 
location symbolize that the person is a 
president of  that country. If  I choose to 
perform the piece in the Ancient Roman 
theatre, a location that is appropriate to 
the narrative, the story could relate well to 
the audience. Also, the audience will feel 
as if  they are experiencing the event dur-
ing that certain time period. 

Although there is no physical fourth wall, 
the audience usually creates an imaginary 
wall between themselves and the actors as 
they are not directly involved in the con-
versation. The two examples below effec-
tively breaks this fourth wall and I also 
hope to successfully break this wall. 
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Figure 13. 

Figure 14. 



Artist: Vincenzo Camuccini
Date created: 1798 
Title: The Death of  Julius Caesar 

This painting is one of  the several paintings that is based from the play. The two statues on the upper 
righthand corner effectively represents Camuccini’s perspective towards gender. Minerva, representing 
the female gender, has her head facing downwards as if  she is avoiding to see the assassination while Jupi-
ter, representing the male gender, has his head facing Caesar. This shows that females are portrayed as 
weak individuals and males are brave enough to confront such death. 

Does the play LEND itself  to an ALTERNATIVE GENRE?

GENRE (Type of  Theatre) 

After watching several research presentations of  my classmates, I believe that Julius Caesar can be adapted 
into two different genres: Noh theatre and P’ansori. A typical Noh theatre is relatively short and generally a 
story-telling that originated from Japan. Noh performers are simply storytellers who use their visual appear-
ances and their movements to suggest the essence of  their tale rather than to enact it (Britannica, 2017). I am 
considering to adopt one type of  Noh performance called Gendai mono, a present-day play, as the story will 
be about a current political and social situation in Korea. When considering modern audiences who are 
“schooled in the fractured narratives of  contemporary cinema and the slow-burning ensemble stories of  televi-
sion (Hope, 2012),” Noh performance might seem awkward and uneasy. Also, expressing the emotions of  the 
characters is a significant aspect for the audience but the masks that Noh performers wear will hinder the audi-
ence from understanding the expression. Although P’ansori might also be uneasy to Koreans, they will be 
more open-minded when watching a show that was once enjoyed by Koreans. 

P’ansori is a genre of  narrative songs in Korea, typically performed by one vocalist (or singer; sorikkun or 
changja) and a drummer (gosu). The gosu, who is usually a male, is the only accompaniment to the vocal-
ist. P’ansori assists people to understand their culture through communicating emotions, teaching moral 
lessons, and propagating cultural values (Kang, p. 61-68). Sori Park noted that importance of  P’ansori is to 
make a traditional Korean community appreciate and accept different emotions which they feel daily. P’an-
sori has similar characteristics with Shakespearean theatre. First, the target audience was similar. P’ansori 
performances were typically performed to commoners in the most southern province of  Korea until it 
gained interest from a wider audience involving the noblemen, the middle classes, and even the king. Sec-
ondly, the props are minimal; p’ansori minimizes their use of  props to allow the audience to concentrate on 
the sound rather than being lost on the aesthetics. The visuals on stage have also been modernized; the 
performance is colorful, dynamic, and energetic throughout the show. Also, the performance usually re-
volves around the current social issues and events. P'ansori can successfully deliver the story of  Caesar in 
my perspective as both focuses on twenty-first-century social issues. I believe that my target audience will 
be more attracted to the aspects of  the contemporary P’ansori than that of  the Noh theatre. 

MOTIFS AND THEME I HOPE TO EXPLORE 

During my theatre course, I have received several inspirations and learned new skills and 
techniques from a well-known director, Katie Mitchell. She gave me an insight into general 
methods and techniques when directing. To productively analyze the play and investigate ideas, 
I referred to Mitchell’s book, “The Director’s Craft: A Handbook for the Theatre.” The 
following chart is created based on Mitchell’s directing methods. 

1. Give a simple name to each act that represents the 
outline of  the story. Replace ‘Act #’ with your own title. 

2. Without recording all the events that occurred, describe 
each event using simple sentences. ‘Event’ should be an 
incident which affects everyone in the play. 

3. Analyze how each of  the events relates to the main 
themes of  the play and identify major motifs. Moreover, 
record other associations, such as color. I decided to use 
the specific terminology for the colors as various colors 
exist. The following color table helped me to identify the 
names of  the color I plan to use. 

 

8

Figure 16. Noh theatre 
Performance. 
(deya/
DGarureamstime.com. 
“Noh Theater.” 
Encyclopædia Britannica, 
Encyclopædia Britannica, 
Inc., kids.britannica.com/
students/article/drama/
274059/media.)

Figure 17. Jeok 
Byeok(��) 
performance 
held on April 
15th, 2018 at 
Jungdong 
Theatre

Figure 18. Color table with specific names 
(“graf1x.Com.”)

Figure 15. The painting of  the murdering of  Caesar. 
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Figure 19. The diagram 
I organized to direct the 
scene of  Julius Caesar. 



 < Rise - The Story of a Woman >  by Paula Mor  (Duration: 2 hours)

The ‘Samda’ (wind, rocks, and women) of  Jeju Island are portrayed as powerful, elemental beings who are con-
cerned for the future of  the world and the fate of  women everywhere. They decide to awake Kim Mandeok who 
made a fortune trading between Jeju and the mainland and overcame many obstacles to transcend the limita-
tions that her gender and class placed upon her. The Samda believe that Mandeok’s life can serve as inspiration 
and instruction for modern day women and take Mandeok on a journey around the world to meet young 
women in situations of  crisis that echo Mandeok’s own life story. 

	 EMOTION 
The story aimed to inform people about the achievements made by a Joseon Dy-
nasty merchant Mandeok Kim (KMD) and introduce four Modern-Day Heroines 
(MDH). Although the result of  KMD’s business was successful, the process was not 
smooth. The desperate voice of  KMD wanting to be removed from the Gisang regis-
ter and to live as a normal human shocked me. As I already perceived the life of  a 
Gisang to be a harsh and cruel life, I was able to easily empathize with KMD’s des-
perateness. When KMD trudged wearily to the downstage center, the dead silence 
made me hold my breath. As KMD’s life journey was not smooth, the moments she underwent made me tear up. Al-
though the actors were not required to cry on stage during the show, I found myself  crying at the second half  of  the 
show. There were several situations that appealed to the emotions of  the audience: for example, when the rice poured 
from the ceiling after people suffered from a great famine and when KMD courageously approached the Elders. This 
emotional arousal was not only provoked by actors’ acting but also the lighting, music, and choreography. A spotlight 
on the actor who is on major of  a particular moment dragged the attention of  the audience on her. The pathetic story 
with plaintive song created a hopeless atmosphere, which further provoked our sad emotions. 

	 MEANING - STORYLINE & CHOICE OF CHARACTER
The MDH’s in our story are each based on the lives and stories of  real young women around the world who are cur-
rently engaged in a present-day struggle to achieve emancipation and equality. The writer researched the lives of  con-
temporary young women around the world who are currently taking action to prevent inequality, suffering, violence, 
and limitation in the lives of  women and found hundreds of  examples of  young women taking action with kindness, 
strength, determination, and perseverance to change the world around them. According to Jessica Mor, “It is these 
young women’s lives which have created the composite MDH characters that you met in the story. Their real-world expe-
riences have been woven around the storyline of  Mandeok’s life, providing a contemporary echo of  the same obstacles 
and challenges which Mandeok faced and overcame. I have also been inspired by the history and present actions of  the 
women’s rights movements, with each scene containing a key message from the recent women’s marches across the 
globe.” 

	 MEANING - SET DESIGN 

The set was designed by a visual arts director named Jessie Paul Wright, who works in the ViDa company (Visual Arts 
and Dance). He designed and produced a bridge like blocks that were moveable. Initially, I thought it was merely a 
bridge to build various levels for the actors to stand and fill the empty spaces on stage. However, after interviewing the 
director, La Mor, I learned that the set not only served as special function but also had a deeper meaning. The pieces are 
functioning as a Bulteok. “Bulteok is a unique outdoor stone structure used by haenyeo – female divers who harvest ma-
rine products – and is representative of  the haenyeo culture on Jeju Island, Korea.” (Kyeonghwa Byun et al., “Spatial 
Transformation”). As the background of  the Rise story is based on the historical Jeju heroine who contributed in restor-
ing the life of  Jeju back. Each characters of  Samda symbolize the three most common features of  Jeju - women, rocks, 
and wind. Hence, although the setting of  the story is not stated, the set was also designed accordingly to both the charac-
ters and the background of  the story. Bulteok is comprised of  four pieces of  blocks. Depending on how the pieces are 
positioned, various shapes could be formed  such as U-shape, Omega like shape (Ω), and a circle is shown in figure # 
and #.
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SECTION 3:  THEATRE PROCESS

 MY OWN EXPERIENCES OF LIVE THEATRE AS A 
SPECTATOR & HOW DIRECTORS USE 

PERFORMANCE AND PRODUCTION ELEMENTS 
1. < Jacheongbi > 

by Baram Theater Production (Duration: 80 minutes)

TONE 
This monodrama was not only awestrucking but also inspir-
ing. Several features of  the performances contributed to 
setting the overall tone of  the story. "Jacheongbi," which 
Han has written, directed, and appeared in, is played by a 
single actor along with a live performance of  Gayageum, in 
which Ja Chung-bi, a Jeju woman, becomes a farming god - 
God of  the Earth. 

When the audience entered the theatre, a musician was playing a kayagŭm the Kaya harp; a Korean 
instrument with 12 strings. The music continued even after every audience member entered. The use of  
music helped the audience transition from their pre-show entrance to the beginning of  the play. 
Throughout the story of  birth and growth, love and adventure, choice and wandering, effort and 
achievement, etc., Han releases a variety of  emotions on the stage that contributes to the tone of  the 
play. The music created a dejected tone - not only the tempo was slow but the music was overall somber/
depressing. Jacheongbi, a goddess, starts the play based on a real-life situation of  cultivating crops from a 
land. As monodrama performances are acted by an individual, I was amazed when Han altered her 
voice, posture, and attitude so swiftly to act as another character. The facetious tone was set when 
Jacheongbi visited the King of  Heaven (of  Taoism). She approached him to entreat for more rain to 
prevent a drought. Han said Jacheongbi reflects on the nature of  the play and the nature of  the story. 
The theater is at its simplest form with the essential elements of  the actors and audience meeting and 
sharing, exploration of  time and space, transfer and magic, and beauty with fun.

	 COSTUME 
To match the time period of  her story, Jachongbi wore Korean traditional attire, Hanbok. Her ankle 
long skirt transforms into long baggy pants whenever she transforms her gender from a girl to a boy. She 
basically has a strap under her skirt that she attached to the other side of  the skirt to divide the sides. 
Also, one tree, a brown bench, and a projection that translates the story were all that she utilized to craft 
her show. Her minimalism was what made the script seem more interesting and unique; I was able to 
focus on the character’s situation and emotions. 

	 AUDIENCE RELATIONSHIP 
Her use of  spatial relationship was shown during her interaction with the audience. Her idea of  space 
was not limited to that of  the stage but incorporated the aisle between the seats of  the audience. During 
cultivating crops scene, Jacheongbi climbed up the stairs as if  it was a hill. For each step, she stopped and 
reached for the imaginary crops that were under the feet of  the audiences. This dragged the attention of  
the audiences to her story. The actor physically tapped the legs of  the audience as the crops were 
apparently below the audience. I was so impressed and entertained by this close interaction. It enabled 
me to feel strong affinities with her and imagine the situations she encountered quickly and easily as if  I 
was her friend. 

Figure 20. The first scene of  the show, Jacheongbi. 

Photo citation:  Han, Eunjoo. “Monodrama Jacheongbee.” 21 Sept. 2018, Seogwipo, Jeju. Black Box Theatre.

Figure 21. Samda wearing Hanbok on the right 
and four MDHs with white t-shirt on the left. 



   

	SET  -  REVELATION OF PERFORMANCE SPACE
This play utilizes revelation of  stage, which is one of  the Anne Bogart and ZenZenZo’s 
ingredients of  their composition. The Bulteok functioned as a backdrop to create a 
separate space for the different characters. By positioning the Bulteok on the line that 
separates the stage from the orchestra pit, I was able to concentrate on characters on 
the pit rather than the huge empty space on the back. Her use of  space and how the 
stage could be divided into several sections taught me a new lesson. These choices gave 
me inspirations that I hope to effectively employ the props that have a deep connection 
with the story and the culture of  the country that my performance will be held on. 
Figure 24. Use of  Bulteok to serve as a wall that separate space within the stage to 
create a new world.  

	COSTUME 
Costume is one of  the most important aspect in a performance as it shapes and represents the characteristics of  a 
character. It also allows actors to play multiple characters just by switching their physical look. One actor wore 
black formal shirt when playing elder, white t-shirt when acting as a MDH, and white long dress when acting as 
one of  the children who were forced to marry an elder. The costume of  Samda represented their characteristics. 
For instance, Pundga who symbolize the spirit of  WIND had a blue costume, Yeoda who is the spirit of  women 
had a traditional Hanbok clothing, and Seokda who is the spirit of  rock had a dark brown and gray color with 
strict and rough outlines. 

However, Samda did not appear wearing these costumes from the beginning of  the play. When I entered in the 
theatre Samda were talking amongst them on the bottom stage left. It was an unique experience as there was no 
clear ‘start’ of  the show. The lighting batten was lowered down, no props on the stage, and the characters were 
not fully dressed. I was never expecting a start of  the show to look like this. It was visually a very delicious play. 

	 MULTIMEDIA PERFORMANCE  

Use of  PROJECTION - 

Instead of  using physical props to design different situations or create a 
different atmosphere, the director used projections to represent the objects 
instead. For instance, instead of  having a real tree or any sort of  toy tree, a 
shape of  a tree was projected onto the long white fabrics. As I was able to 
perceive that the fabrics represented a tree, when the shadow appeared on 
the fabric, I was able to imagine the place as somewhere inside a tree. 

	 Use of  LIVE FILMING - 

Although I have seen several projections used in performances, the use of  live films on 
the stage seems sensational to me. Two news reporters were reporting an issue about a 
protest. The faces of  these reporters appeared on a big screen, which I mistakenly 
thought of  it as watching TV. Another reporter who was on the actual spot of  the pro-
test were hidden behind pieces of  Bulteok. However, I was able to see them as they were 
broadcasted live on the projector by using the cameras installed on the walls. 

< MUSICAL MANDEOK >  by Deoknam Kim (Duration: )  

	 ATMOSPHERE 

The musical Mandeok is performed by the nation's top creative team to stage the extreme ups and 
downs of  Mandeok’s life and the grand and beautiful nature of  Jeju with a genuine story. It has also 
differentiated itself  from the existing creative musicals by interpreting the traditional Korean beauty 
with a modern sense, displaying beautiful movements and bringing emotional melodies and grandeur 
to the audience. The story of  Kim Man-deok, who almost every Jeju citizen know and respects, has 
been reborn into a musical. This piece revealed what the text contained through songs and the drama 
of  the incident-oriented lines. The most important feature of  performance is that it focused on dra-
matic relief. I noticed that to musicalize the texts that communicate these incidents, the play focused 
on the characteristics of  the Korean words, the high-sounding rhythms, and expressed symbolically 
through the dramatic process, the close harmony and rhythm. The effective fragmentation of  the con-
tent that only shows the major achievements and processes of  KMD’s life, the delicate adaptation, and 
the unusual way of  directing has touched me. 

By setting the protagonist as a Kisaeng, the audience felt tensed due to the unexpectedness. Kisaeng 
is a Korean woman entertainer who entertained aristocracy or royalty, such as the yangbans (�� = Ko-

rean traditional ruling class) and kings, as artists (MediaWiki. “Kisaeng.” Kisaeng - New World Encyclopedia, 
New World Encyclopedia , 20 June 2014, www.newworldencyclopedia.org/entry/Kisaeng.). Also, both 
of  her parents passing away generated an atmosphere of  shock, surprise, and revelation. Her situation, 
which had been ostracized and rejected just because she was a woman, was realistically well expressed. 
I was respectful of  Kim Man-deok, who gave up the majority of  her wealth and helped the starving 
people in the severe famine in Jeju in the late Joseon Dynasty. I was greatly moved by her passion. It 
was a work that made me ask questions like “What is life like? What am I living for?” Whether because 
I reside at/on Jeju or the setting of  the play is Jeju, I was able to easily empathize with it and her story 
made me feel connected to/with her. 

	 CHOICE OF CHARACTER
By setting the protagonist as a Kisaeng, the audience felt tensed due to the unexpectedness. Kisaeng is 
a Korean woman entertainer who entertained aristocracy or royalty, such as the yangbans and kings, 
as artists (MediaWiki. “Kisaeng .” Kisaeng - New World Encyclopedia, New World Encyclopedia , 20 
June 2014, www.newworldencyclopedia.org/entry/Kisaeng.). Also, both of  her parents passing away 
produced/generated an atmosphere of  shock, surprise, and revelation. Her situation, which had been 
ostracized and rejected just because she was a woman, was realistically well expressed. I was just re-
spectful of  Kim Man-deok, who gave up the majority of  her wealth and helped the starving people in 
the severe famine in Jeju in the late Joseon Dynasty. I was greatly moved by her enthusiasm/passion. It 
was a work that made me ask questions like “What is life like... What to live for…”  

	 SHARKSTOOTH SCRIM FABRIC DROP - PROJECTION

The use of  transparent drop is frequently used throughout the perform-
ance. In the beginning, the title of  the performance is projected on the 
screen with a background that resembles a night sky or outer space with 
stars. As the curtain is made of  Sharkstooth Scrim Fabrics, it can appear 
as both transparent and opaque. When light is removed from the face, 
the screen becomes transparent. I was amazed when the set behind the 
screen magically appeared within a second. Not only does this drop helps 
to create a wow moment to the audience but a beautiful projection also. 
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Figure 22. Using four pieces of  
Bulteok to construct a circle that enclose 

Figure 23. Using four pieces of  Bulteok to construct Omega shape (Ω).

This white 
wall a part of  
a Bulteok 

This Bulteok is 
used as a wall in 
the photo below. 

Figure 25. The photo by 
David Kelly of  the 

musical Rise.. 

Figure 26. The photo by David 
Kelly of  the musical Rise.. 

Figure 27. The photo by David 
Kelly of  the musical Rise.. 

Figure 28. The photo by I took for the 
musical Mandeok. 

http://www.newworldencyclopedia.org/entry/Kisaeng
http://www.newworldencyclopedia.org/entry/Kisaeng
http://www.newworldencyclopedia.org/entry/Kisaeng
http://www.newworldencyclopedia.org/entry/Kisaeng


The scene that engraved on my mind the most was when the protago-
nist Mandeok hallucinates a spirit of  her father. Knowing that her fa-
ther has past away, I burst into tears during this scene. The great 
amount of  fog to cover the ground contributed to making the scene 
dreamlike as the situation was unrealistic. The fog usually disperses to 
the audience and distracts them but the drop effectively trapped the 
fog. Moreover, the projection was lit on the screen. The white shapes 
inside the yellow circle in figure # are snowflakes that are projected on 
the screen. The area inside the red semicircle in figure # are blue 
waves. These projections help the audience to visually imagine the 
situation. As the actual objects are not being used, this allows the scene 
after to have a clear stage without any mess to clean. It also seems 
more organized.  As I strongly wish to employ this method, this fabric 

drop will be one of  the major options when choosing the venue. 

< The Diary of a Young Girl Anne Frank > - (Director: Insook Jung & Stage 
Director: Joo Hye Ja 

	 The Diary of  a Young Girl Anne Frank, directed by Insook Jung was performed at the Sesil 
Theatre from December 20, 2017, until January 7, 2018. This performance was both a physical thea-
tre performance and a nonverbal performance that removed as many of  the lines as possible. Every 
character, including Anne Frank, expressed their frustration and other feelings when hiding from the 
Nazis with symbolic scenes and gestures. During an interview, the director introduced her intentions 
towards choosing the non-verbal performance: to allow the audience to interpret the situation as it is 
presented to them instead of  forcing the director's perspective of  the story to the audience. The story 
could be reconstructed through the imagination of  the audience, and the stage will remain as a linger-
ing imaginary in one's heart. 

I was inspired by their theatrical choice of  limiting the speech and only speaking words that were 
essential to the plot. The performers employed their physical movements and actions to communi-
cate. At first, their lack of  word usage disturbed me as I could not understand the exact meaning. 
However, I later perceived that non-verbal performances can enable an audience 
to imagine the possible scenario instead of  limiting their understanding and 
point of  view. It was my first nonverbal performance that I have been exposed 
to. I was astonished when I found myself  empathizing with the character’s situa-
tion even if  I have not heard much verbal text. The performance taught me 
about the power of  limiting verbal use in performance: I lost one sense and 
become more sensitive to others. Unfortunately, as Julius Caesar is a story that 
places great emphasis on the language used in the text, I will not be able to ap-
ply non-verbal performance for my version of  the performance. But I will in-
corporate physical movements to have the characteristics of  physical theatre. 

	 EMOTION 

The main difference between the existing performances and this musical was that existing theatre or 
musical breathes and communicates with colleagues in/with the body can be used to express and con-
vey emotions through dialogues and songs. But as nonverbal plays have no language, they should be 
used to maximize their movements and expressions than other plays. I think it is an important ele-

ment of  nonverbal theater to act and feel a greater cohesive emotions because of  language con-
straints than when expressed in language. 

It is a work that worries me deeply about how cruel human beings can be, or what happens when 
they make wrong ideas and decisions. History repeats itself, but it is a serious work of  agonizing and 
challenging ourselves to prevent this tragedy from being recreated. Anne is a pathetic and pitiful girl 
who has experienced the painful history, but she is a grateful girl who has recorded it all and told the 
generations of  the pain she experienced. The feeling I felt while watching the play was 'painful'. Why 
did they have to be sacrificed for no reason? This thought alone made me sick. 

Moreover, as the story was told in first person narrative, I was able to meet Anne, who was consid-
ered the victim of  World War II, with a more objective and personal view. Young as she was, she was 
tender-hearted and brilliant. To me, Anne Frank’s being represents   love and peace. She is a brave 
girl who fought bravely and without constraint on circumstances and space for her own worth. It was 
a good opportunity to take a glimpse at the pain of  parents who have to watch their children's suffer-
ing rather than their own suffering amid the ravages of  war, and the human nature of  hiding in hid-
ing places or in relationships among family members to avoid a war that contrasts with them. 

< Spring, Summer, Autumn, Winter, and Spring > 

	 MEANING - Costume and Characterization 

As soon as I entered the auditorium, I was overwhelmed by the quality of  
the stage and the design of  the theatre. I watched the performance, hold-
ing my breath the entire time. I can affirm that any individual who has no 
interest in contemporary dance will inevitably gain interest, at least a little 
bit, once they watch this performance. 

A famous Korean movie called Spring, Summer, Autumn, Winter, and 
Spring directed by Ki Duk Kim, a well-known film director, has been 
transformed into a contemporary dance performance by a choreographer 
named Nam Sik Kim. The film is divided into five segments (the five sea-
sons of  the title), each segment depicting a different stage in the life of  a Buddhist monk (each segment is 
roughly ten to twenty years apart, and is physically in the middle of  its titular season). I was surprised 
when the male characters entered half  naked. After the performance, I investigated what the performers' 
costumes had to represent. The male dancers did not wear any tops as the audience had to notice the min-
ute details of  their movements. The female dancers wore colorful dresses that indirectly symbolized the 
four seasons: yellow for Spring and Summer and dark blue for Autumn and Winter. Although the long 
and wavy dress was intriguing, as it fully covered the dancer’s body, the clothing deterred the audience 
from focusing on their movements. As a director, I will be cautious about details I implement to avoid po-
tential disruptions. I had a limited perception towards symbolism thinking that objects can only be symbol-
ized. However, this performance taught me that embedding a symbolism to a human was also possible. 

	 SET DESIGN - Revolving Stage 

I was astonished by the outstanding architecture and design of  the Arko theater. Further explanation 
of  this Instead of  camera movements, the stage depicts human growth through not only symbols of  
the dancers, but also props and sets within the limited space. To express the four seasons, a revolving 
stage with four sides is employed. As the seasons changed, the stage turned clockwise and a new set 
appeared: flowers in spring, trees in summer, rocks in autumn, and a broom to sweep the snow in 
winter. This stage also transforms into a declining stage that resembles a hill. 
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Figure 30. Anne Frank and her diary, 
Kitty wearing similar costume on stage. 

Figure 31. How the revolving Stage 
can be transformed. 

Figure 29. The photo that was uploaded on 
the official website for the Musical Mandeok.

(Arko, 2019)  



Figure 32. How a revolving stage could be transformed. 

I also hoped to use the revolving stage. When it rotates, each 
side of  the stage will represent the different situations. All sides 
will be shown to the audience or each side will be blocked so 
that the audience can only see the section when it turns to-
wards the audience. One section could represent Brutus’ room, 
the other section could be the Senate, another section as Cae-
sar’s house, and the last section as Battle of  Philippi. 

Figure 33. The possible plan of  how I 
will divide the revolving stage. How 
different sections will be employed. 

I also hope to use the revolving stage in 
my production. When it rotates, each 
side of  the stage will represent different 
situations. All sides will be shown to the 
audience or each side will be blocked 
so that the audience can only see the 
section when it turns towards them. 
One section could represent Brutus’ 
room, the other section could be the 
Senate, another section as Caesar’s 
house, and the last section as Battle of  
Philippi. 
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RULING CONCEPT 

For me, Julius Caesar is about the qualities of  human relationships and portrays the diverse perspec-
tives that people have. Through my performance, I hope to recall the past historical incident of  for-
mer president Park’s abnegation. This story will share diverse perspectives and raise awareness of  
Korean social issues. 

	 	 	 IDEOGRAPH 

Ideograph is a representation of  ideas by graphic symbol, accord-
ing to the Merriam Webster Dictionary.  

Figure 34. The circle shape presented in the play Julius Caesar 
directed by Phyllida Lloyd. 

CIRCLE - The first ideograph that I will base my directorial decisions on will be a circle. In the 
play Julius Caesar, directed by Phyllida Lloyd, I often noticed the shape of  a circle during her per-
formance. According to umich.edu, a circle represents “notions of  totality, wholeness, original perfec-
tion, the self, the infinite, eternity, timelessness, all cyclic movement” (Last Name, Year). A circle does 
not have an edge or a starting point to draw the shape so I could effectively portray the idea that 
everything you do will return back to you through the actions of  the characters. Also, the moon has 
the shape of  a circle. Mark Twain once said, “Everyone is a moon, and has a dark side which he 
never shows to anybody.” I hope to strengthen the main theme of  ‘authority’ and the ‘good and 
evil’ sides of  each character through this ideograph. I will adequately use this ideograph so that the 
audience can notice it. 

PYRAMID 

Figure 35. The circle shape presented in the Korean drama Sky Castle directed by 
Hyun Tak Jo. 

A pyramid is the second ideograph that I will base my directorial deci-
sions on. I have chosen this particular shape as is often used to indicate 
the social hierarchy of  a particular system. I received this inspiration 
from the Korean drama, Sky Castle, that I have previously mentioned in 

Section 2. This pyramid is the recurring object that one of  the family who lives in the Sky Castle 
mentions throughout the story. The father of  the family, Cha Min-hyuk, brings a big size pyramid 
model inside his house to explain to his children that you all need to reach the top of  the pyramid. 
The structure of  a pyramid consists of  four triangles on the side and one square on the bottom. Ac-
cording to Branding specialist Debbie O’Connor, a triangle can convey action, tension, aggression, 
and conflict. So by using this pyramid, I hope to strengthen the main theme of  ‘authority’ and the 
concept of  ‘power struggle’ by building the tension after creating conflicts between the characters. 

Moreover, the triangle could symbolize different ideas depending on its orientation. According to 
Catherine Beyer, if  the point of  the triangle faces upward it represents “strong foundation or stabil-
ity” but if  faced downward it represents “female energy, water and earth.” As there are not many 
female characters in the Shakespearean play, I could use the point-down triangle when representing 

feminine characteristics. The triangular shape or design could be employed to represent the ‘power’ 
and ‘absoluteness’ of  a position or status. I will employ these ideograms throughout the performance 
to continuously remind the audience about the idea that I hope to deliver. 

MAIN INTENTION & DESIRED IMPACT 

When exploring how my performance could be directed if  Julius Caesar were to be performed in a 
different genre and style, I was steeped in the idea of  wanting to carry out a similar message to that 
of  Sky Castle. The drama criticized the Korean education system and the stereotype that students 
should graduate from Korea’s top universities in order to be successful in the future through having 
many college consulting coordinators. So I hope to remind citizens about the citizenship of  South 
Korea and raise awareness to Koreans regarding the current education system and its negative im-
pact on students. Although I want to apply the political story to cover the societal issue, I decided to 
stick with the political issue as the story of  Julius Caesar better suits the history of  former president 
Park. It has now been four years since her resignation and I hope to reinforce this event to people 
next year, when it becomes the fifth year. It is a moment we should always reflect on to avoid repeat-
ing history. I anticipate that citizens will gain a new perspective that allows them to judge and be 
cautious of  the political situation before making the situation worse: by all means, being aware and 
alert of  the eccentric event. 

HOW CONCEPT IS REFLECTED IN THE PRODUCTION ELEMENTS 

From costume to lighting, there are several ways for a concept to be reflected in a production. I 
would like to create a world where characters and its story well reflects Korean society and its cul-
ture. I focused on the details of  the characters’ costumes as it is another visual element (more de-
tails to be explained in the costume section). I represented other characters with a silhouette as I put 
more emphasis on the main protagonists. 

MAKEUP & COSTUME - All drawn and colored by myself  

Just by observing her look, the audience will be able to perceive that Cassius is the 
malicious antagonist. In real life, this will represent Soonsil Choi, who manipulated 
Park like her personal doll. As Choi is well-known for her Prada shoes, I plan to have 
her wearing Prada shoes along with a white dress shirt, and black horn spectacles. 
But I have not fully reflected Choi’s actual attire in her costume, as I also wanted to 
leave room to design her with how I imagine Cassius as a character. The photo on 
the right is a typical image that Korean citizens have about Choi Soon-sil. 

The character of  Cassius was greatly inspired by a character who acted as the exam 
preparation coordinator on a well-known Korean drama Sky Castle, directed by 
Hyun-tak Jo. As I also hope to cast the actor Jooyoung Kim, who acted as the coordi-
nator, to act as Cassius for my show, I drew an image of  how I would hope Cassius 
would appear to the audience. She perfectly matched with the image that I had about Cassius. 
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SECTION 4:  MY DIRECTORIAL INTENTIONS FOR THE ENTIRE PLAY & THE IN-
TENDED IMPACT ON AN AUDIENCE  

Figure 36. Typical 
image of  Choi Soon-
sil. (Yoon, 2016)



I have designed the outfit of  the students based on the typical Korean uniforms and 
color psychology. This costume on the left will be for Korean students protesting who 
will represent the Roman citizens in the actual play. Historically, around # have partici-
pated in the protest for Park to step out of  her position. However, not everyone was 
against her. Through these two sides, I will be able to share two perspectives that Ro-
man citizens had on their leader, Julius Caesar, to the audience. 

Park YoungChul usually wears red clothes. However, if  Caesar wore a red jacket, the 
red paint that resembles blood will not be clearly shown during her death scene. So I 

designed her clothes generally white with some blue stripes. I am an individual who re-
fuses to have uncommon designs and style. So instead of  covering the whole clothes with 

the same color, I gave her uniqueness by designing the clothes as stylistically as possible. 
The overall colors utilized on every character are white, black, series of  the blue color spec-
trum, and red. As these colors are the four colors employed on the Korean national flag, 
they indirectly connect with the Korean traditional aspect as I wanted. Also, I chose this 
particular hairstyle that seemed as similar to that of  Park's. 

15

The character on the left will 
represent Brutus who gets 
persuaded by Cassius to 
murder Caesar. I gave her 
an identity by giving a 
two color of  navy, and 
purple. These colors 
that resemble 
positiveness will alter 
when she decides to 
murder Caesar. 
Also, I gave her the 
quality of  ‘richness’. I 
made sure she seems 
good-natured so that 
people could easily 
perceive how she gets 
persuaded. This is a 
representation of  an 
individual who follows the 
fashion trend of  Korean 
society in 2019. I followed 
the trend that a typical rich 
Koreans looks like. 
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The reason why I chose Park YoungChul as Caesar and former president Park as Brutus is obvious as 
they share a similar relationship as that of  the story. It was informed that former president Park Geun 
Hye wanted YoungChul to help her for the overall control of  security and the process to be elected 
during the presidential election. So she had a connection with him, just like Caesar had a relation-
ship with Brutus. Youngchul Park, who is acting as Caesar has passed away in 2011. However, the 
truth behind his death is still unknown. Although the Police states that Park has suicide, the result of  
the prosecution is highly/very suspicious. They originally stated to possess/have two phones of  
YoungChul, but when the wife later asked to return the phones, the police altered/changed their testi-
fication saying they only had one phone. Until now, the government of  Park Geun Hye is trying to 
conceal the facts about the case. 

CHOICE OF VENUE & SPACE 

Initially, I was planning to perform on the Gwanghwamun plaza, an outdoor area where I could 
rely on the natural light and where the audience could freely come and go and watch the perform-
ance. However, I later wanted to perform in a proper stage as I would like to focus on the visual 
aspects. I concluded that allowing the audience to watch the performance at any point during the 
story would confuse them; if  the audience happens to watch the performance from the murder 
scene, they could consider Brutus and Cassius as only antagonists who are evil. In order for the 
audience to receive the message I hope to portray, I decided to perform in a proper hall with desig-
nated seats for the audience. Having watched the Spring Summer Autumn and Winter at the main Hall 
of  ARKO Arts Theatre, I knew it was the adequate space to 
perform Julius Caesar. I noticed that the stage is large enough to 
hold a capacity of  600 people and the positions and directions 
of  the speakers well positioned to effectively distribute sound to 
both floors. As Shakespearean language is one of  the most 
significant aspects of  the performance, the sound has to travel 
well to the audience for them to be able to understand the story. 
One unfortunate circumstances is that the stage does not have 
any trapdoors on stage for surprise entrance and exits. As I 
wanted to portray the concept of  ‘heaven’ and ‘hell’ through 
the trapdoors on and above the stage, I was sad to learn that it 
did not exist. Yet, the trap door is not the only way for a sur-
prise entrance and exit: I will seek for further possibilities. 

ACTOR & AUDIENCE RELATIONSHIP 

Aforementioned in Section 2, the choice of  venue also establishes the actor and audience relation-
ship. Although I highly value this closeness, I want to stress on the visual representation of  the per-
formance. With a large stage, I aim to communicate with the audience by employing aesthetic as-
pects using the transparent drop and revolving stage. As the stage turned, I was able to have a differ-
ent perspective when viewing the situations. 

I thought that the closer the actors are to the audience, the better their connection is. However, this 
fixed idea altered after I viewed live performances such as Lee Jung Seob - Opperetta by HeeMun Yu and 
Musical Man Deok directed by Deoknam Kim. These two performances were performed at a physi-
cally large theatre. Although my seat was a great distance from the stage I was able to stay connected 

with the actors. As performances that happened on a large stage focuses on the visual aspects and 
the acoustics, I plan to perform on a large stage - ARKO Arts Theater Main Hall. 

“The audience is a character; it’s a part of  the play.” This quote by Michelle Fairley, (the 
actor who played Cassius in the NT Live), inspired me to consider the audience members as charac-
ters of  the show. Hence, I plan to regard the audience as Korean students who are gathered in a class-
room or a big area like a gym for a meeting. They represent Roman citizens in Julius Caesar plays 
who will experience the events of  the play indirectly. Other characters who are acting to be citizens 
could be either sitting in the audience or entering from backstage. These surprise appearances 
could break the fourth wall between the audience and the actors. 

[ARKO Arts Theater Main Hall] 

Location: 1-111, Dongseung-dong, Daehak-ro, Jongro-gu, Seoul, South Korea 
Total Area: m2 

Stage Width, length, height: 14.6m X 21.8m X 7.8m
Stage: Proscenium 
Seating capacity: 600 seats (1st Floor - 441 seats with 6 handicap 
space, 2nd - 153)

Facilities:  

	 •	 Revolving stage: diameter 12m 
	 •	 Moveable Orchestra pit: depth 3.4m 
	 •	 Stage Batten Set: 25 
	 •	 Transparent drop (18m x 9m) 
	 •	 Head curtain (18m x 4.5m) 
	 •	 Wing curtain (4m x 9.5m)  
Lighting: 

	 •	 Grand MA2 (MA lighting) 
	 •	 504 MDC Dimmer (MARUMO)  
	 •	 23 type of  illuminator / total quantity of  520  
	 •	 10 Moving light Axcor Spot, 16 VLZ spot, 16 Spiider Wash, 9 Impression X4 Bar, 2  
Q7 Flood 

•            23 types of  Circuit  

I gathered information about the sound equipment of  the Arko Arts Theatre Main Hall from their 
official website. As I plan to focus on the art of  the performance, the lighting serves a greater purpose 
in great significance in shaping the visual aspect of  the show. The lighting could also produce shapes 
with the aid of  other props. Although I currently do not require any kind of  shape produced from 
light, I might need Gobos later on. A gobo is a stencil that produces and manipulates any shape 
shown on the stage floor. 

Functions of  Stage Lighting 
According to John J. Rankin, a Project Department Manager, the Stage lighting serves to six different 
functions: visibility, a revelation of  form, placing the action, mood, composition, and reinforcing the 
story. Known as “selective visibility”, “the audience should be able to see exactly what you want them 
to see, or not see those things that should remain hidden”(J. Rankin). Along with the revelation of  
form, selective visibility enables the audience to see what the director wants them to see as the lights 
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Figure 38. How the stage of  Arko Arts Theatre 
Main Hall looks like. 

Figure 39. The design of  the walls of  the Arko 
Arts Theatre Main Hall. These uneven blocks play 
a major role in delivering the sound to the audience. 



will accentuate both the actor and the scenery. Also, the light helps determine whether an action 
takes place either during the day or at night, as well as indoors or outdoors. “Some events contain 
little or no scenery and use lighting to create the overall picture of  the scene”(J.Rankin). Moreover, as 
luminosity can be controlled by lighting, it effectively controls the mood of  the whole scene by using 
various “gels” or “color filters” to produce light or dark colors. 

Figure 40. Lighting from the front diagrams (Purvis, Anthony C. 
“THE STAGE LIGHTING GUIDE.” The Stage Lighting Guide, 
WordPress, Jan. 2019, www.stagelightingguide.co.uk/.)

The first light is positioned at the same level as the actor’s feet, 
which increases the size of  the shadow of  the actor. The 
shadow created from the light positioned below could soften the 

harshness of  the light coming in from above. If  their shadows 
are greater than the actual performer’s size, it seems like the character has great power, authority, 
and wealth. So I will apply this lighting on Julius Caesar and Cassius to reveal their great courage 
and ambition: Caesar is portrayed to physically have great power and Cassius appears as a character 
who has a definite goal. As they are in a different social hierarchy, I will individualize the lights by 
switching the color. 

The second lighting lights up the actor’s teeth and eyes as the actor’s face receives more light. To ac-
centuate the facial expression of  Brutus, I will apply this lighting. There are several moments where 
Brutus undergoes internal conflicts after he has made his decision. This is why he will be represented 
small - to show his anxiety and lack of  courageousness. However, as he later decides to join the act of  
murdering Julius Caesar, I will slowly increase the size of  
his shadow by elevating the light. 

Sounding: 

	 •   Pro X - MIDAS Digital Mixing Console 

As sound is another important aspect of  the perform-
ance, I researched the effectiveness of  the structure of  
the room on sound transfer within the theatre. There are 
two vertically long speakers on each side of  the stage 
and one vertically shorter (than the two on the side) 
speaker above the stage front. These are big enough to 
transfer the sound to the audience on the second floor. I 
also noticed the blocks on the wall are designed to transfer the sound best to the audience. 

The microphone is required due to the large theatre space. However, there are some instances where 
actors would not be able to use it. If  the characters happen to appear and act in the audience area, 
they will not be able to use a microphone due to the feedback it will create. When the microphone is 
positioned in front of  the speaker, the sound from the mic will be released from the speaker and that 
sound will be carried into the mic and will make an unpleasant noise. 

SPECIAL FX

SMOKE 

For Act 4 Scene 3, when Brutus sees the ghost of  Caesar, I would like to create an eerie effect 
through the use of  a smoke machine. Smoke is usually used to generate an supernatural mood. If  a 
huge cloud of  smoke is released, the abnormal situation (the emergence of  a ghost) will be easily un-
derstood to the audience. They will perceive the situation as the imagination or a nightmare as Bru-
tus unconsciously being afraid of  Caesar. 

Inspired by Musical Mandeok, I also hope to use the transparent drop to trap the smoke on stage from 
being released to the seats of  the audience. It will create a more dreamlike atmosphere and will easily 
control the great amount of  smoke. 

THUNDERCLAP

This sound clip will be employed to create an ominous atmosphere. Thunder is usually a negative 
sign for characters as it foreshadows to the audience that some negative event will occur. Along with 
the sound, I will also use the lighting to allow the audience to aurally and visually experience the 
thunder. This is necessary in Act 1 Scene 3 as one of  the stage directions is Thunder and lightning. 

REFLECTIONS 

I hope to create reflections through the use of  mirrors. Positioning mirrors on the background of  the 
stage would show the backside of  the actors. This would effectively portray the message I hope to 
present: the duplicity, both sides, of  the individuals. It will not reflect the audience, as they are a 
great distance away from the mirrors. Also, these mirrors will fill in the empty space of  the stage. 

TRANSITIONS

The play Julius Caesar, written by William Shakespeare, has only a small amount of  stage directions 
throughout the whole play. For instance, “Thunder and lightning. Enter from opposite sides, 
CASCA, with his sword drawn, and CICERO” - this is the only stage direction at the beginning of  
the play in Act 1 Scene 3. It does not specify how long the thunder and lightning will be shown and 
does not have a clear right or left side designated for CASCA and CICERO. In the same scene, the 
stage direction when CASCA leaves the stage is as follows: “Farewell, Cicero. Exit CICERO. Enter 
CASSIUS.” Proven from these excerpts, the transitions lack details and do not have specific instruc-
tions. Hence, I will have freedom in creating my own stage directions and can apply the Korean tradi-
tional aspect. 
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Figure 41. The green line represents how the sound 
from the speaker is transferred to the audience. 

http://www.stagelightingguide.co.uk
http://www.stagelightingguide.co.uk


The reason why I chose Park YoungChul as Caesar and former president Park as Brutus is obvious as they 
share a similar relationship as that of  the story. It was revealed that former president Park Geun Hye wanted 
YoungChul to help her for the overall control of  security and the process to be elected during the presidential 
election. So she had a connection with him, just like Caesar had a relationship with Brutus. Youngchul Park, 
who is acting as Caesar has passed away in 2011. However, the truth behind his death is still unknown. Al-
though the Police states that Park committed suicide, the result of  the prosecution is highly suspicious. They 
originally stated to possess two phones of  YoungChul Park, but when his wife later asked to return the phones, 
the police altered their testification saying they only had one phone. Until now, the government of  Park Geun 
Hye is trying to conceal the facts about the case. 

HOW I WOULD STAGE TWO MOMENTS 

Both sections are important to the flow of  the story and well reflect its theme of  â€˜power struggleâ€™. Afore-
mentioned in section 1, although the title is Julius Caesar, Caesar only speaks around 5% of  the lines, and the 
story rather focuses on the conflicts and actions made by his friend Brutus. So I chose two contrasting mo-
ments: one where Brutus speaks to himself  and the other when he speaks to the public. Just like Shakespeare, I 
will focus more on the storyline than the historical accuracy. As I plan this performance to be a multimedia 
show, I will employ several types of  media. 

STAGE MOMENT 1:  ACT 2 SCENE 1

PRODUCTION ELEMENTS AND INTENDED IMPACTS

The first moment is when Brutus contemplates the conspiracy all night and eventually decides to kill Caesar. 
His servant Lucius finds a letter that Brutus misinterprets as a letter from all of  Rome. This moment takes 
place at midnight in Brutus;S orchard, and will focus on the situation before Cassius brings other conspirators 
to Brutus and discuss their plans. 

As my target audiences are broadly contemporary Koreans and my performance is about current issues and 
follows contemporary theatrical styles, I will utilize modern elements. 

TEXT & VOICE 

I have taken one moment from this scene. This particular scene is important because it greatly focuses on Bru-
tus’s internal conflict, which could stress the message I hope to portray regarding human nature. 

“Breaking up the text into sections, the actor has to find a transitive verb to accompany each 
individual action.” - Max Stafford-Clark

Inspired by Max Stafford Clark’s words, I plan to utilize Actioning Verbs as well as Bogart’s Zen Zen Zo’s In-
gredients of  Great Composition (IGCs) for each action to stage this moment. 

Brutus will act with energy tantamount to the fourth level of  Jacques Lecoq’s Seven Level of  Tension, Alert. 
As Brutus is misinterpreting the letter as a request from all of  the Roman citizens, he is conflicting persuaded 
to murder Caesar. This is one of  the biggest moment of  Brutus suffering from an internal conflict. Lucius will 
also start with the same level of  energy as Brutus, as Lucius is curious about the letter that magically appeared 
in Brutus’s room. But Lucius will reduce that level to the ‘Neutral’ state, the third level, after handing the letter 
to Brutus. 
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SECTION 5:  THE STAGING OF TWO MOMENTS IN THE PLAY

Figure 41. The chart for the different 
tone used for different characters. 



GESTURES & MOVEMENTS 

As I hope to emphasize the language used by Brutus, I plan to minimize the movement and gestures to estab-
lish a solemn atmosphere. Instead of  directing a particular gesture, I will portray the unstable mental state of  
Brutus through his movement. She will move around the stage following a diagonal floor pattern. As Brutus 
will constantly move, the duration of  movement will last long. 

Brutus - Moment of  Stillness after receiving the letter (Ingredient of  IGC). 

As the letter plays a significant role in reshaping the thoughts of  Brutus, I hope to add a moment of  stillness 
after Brutus receives the letter. This will inevitably direct the audience’s attention to the letter. 

Brutus - Facing the audience

When Brutus speaks “To speak and strike?”, she is directed to face the audience. This will break the fourth 
wall and allow the audience to be engaged in the story. As the audience will feel more involved after having eye 
contact with the character, they will be persuaded to consider the situation Brutus has faced. 

SCENOGRAPHY (Set Design, Props, and SFX) 

Instead of  Brutus receiving a physical letter, I will direct Lucius to discover Brutus’s mobile phone, calling it as 
a letter. Brutus will read the Kakaotalk message he have received from an anonymous person. Kakaotalk is a 
well-known Korean social network that acts like facebook message or Weechat where people exchange mes-
sages. Majority of  the citizens are aware of  this app so there will be no confusion for people. This not only 
allows an individual to normally chat with one another but also has an ‘Open chatting’ system where people 
can send an anonymous message to anyone who shared their own open chat link. 

I will also project this on either the transparent drop screen on the fabrics that will be positioned on upstage 
center. This will enable the audiences to read the contents that are discussed between a Roman citizen and 
Brutus. As the audience perceives the situation through third person omniscient point of  view, they will be able 
to objectively judge and interpret the situation. The Kakaotalk message will be projected on the shark scrim as 

shown in figure 42. 

Figure 42. A scrim that projects the title of  the performance, Musical Mandeok 
(photo by me). 

LIGHTING 

Although there are instructions for the actions of  the actors such as en-
ter and exit, there are no other stage directions for this moment. I will 
position Brutus on the centerstage and instruct her move within down-
stage left, stage left, and upstage left.

Figure 43. How I plan to light up the stage using the Proscenium stages 
diagram (Knowitall). 

STAGE MOMENT 2:  ACT 4 SCENE 3 (Brutus’s tent) 

PRODUCTION ELEMENTS AND INTENDED IMPACTS

This scene occurs in Brutus’ tent on the fifth day since the start of  the play. After murdering Caesar, both Bru-
tus and Cassius bring their army and flee. Cassiusâ€™ army is staying in Sardis (now known as Turkey). 
â€œCassius enters and announces that Brutus has done him wrong (Shmoop Editorial Team).â€ They pri-
vately fight in a tent while Lucilius and Titinius guards. During their fight, Cassius puts a dagger on his naked 
chest but Brutus refuses to kill him. Brutus and Cassius realize the origin of  their argument and they later for-
give each other. Their friendship has strengthened and they talk about Portia’s suicide. The second moment I 
plan to represent is when the ghost of  Caesar appears after Cassius leaves Brutus’s tent and when Lucius, 
Varro, Claudius fall asleep. The excerpt is as follows: 

SOUND 

Currently, Brutus is under distress not only as he 
fought with his comrade Cassius but also realized that 
his wife, Portia, committed suicide while waiting for 
him. Through music and Brutus’s actions, the audi-
ence will have already empathized with his situation. I 
plan to use abstract music that is played with instru-
ments. I will not use spooky music or any sound effects 
when the ghost enters. As I personally think that these 
effects lower the quality of  a performance, I plan not 
to use them. Also, the ghost will not slur his word end-
ings but rather clearly pronounce the words as Shake-
speare’s text is one part of  art: masterpiece. I will en-
sure that the audience perceives this character as a 
ghost by her appearance and gestures. 

Brutus will act with energy tantamount to the third of  
Jacques Lecoq’s Seven Level of  Tension, Neutral. 
However, Brutus will increase the energy to fifth level, 
suspense, after noticing a ghost that he murdered ap-
peared. 

GESTURES & MOVEMENTS 

Brutus represents former president Park. I watched several videos and films to analyze how she walks and 
moves her body. She generally overlaps her hands together and positions her head lower than the eye level of  a 
person. Her walking speed is not fast and is slow enough to capture every part of  her movements. She usually 
avoids speaking while walking but she usually holds hands with whoever is walking beside her. She also has a 
gentle smile on her face and seems to care about her image on pictures. 

Although Caesar appears as a ghost, Caesar still remains as Park YoungChul. Hence, I have also watched vid-
eos of  his normal behaviors and habits. It was challenging to find videos of  YoungChul’s movement as he is 
not a topic of  conversation and is not as well-known to people compared to the president. However, I was able 
to observe that he walks quite faster than former president Park and has a wider gait. He also faces his back 
and his sides to the camera more than his front as his role is to guard Park Geun-Hye. 
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Recollecting the movement of  how the ghost in Musical Mandeok walked and watching videos of  how ghosts 
move in other musicals, helped me decide how the ghost will move. I will train Rudolf  Laban's Eight Effort of  
movement to the actors so they will have a better sense of  the concept. I will direct the ghost to use glide move-
ments, which has direct and slow movements with unbound energy. The ghost will also have to continuously 
move either vertically up and down or horizontally front and back; this character is given a simple movement 
of  repetition of  shifting to add to its surreal nature. 

LIGHTING 

There are no stage directions for this moment. On stage, Lucius, Varro, and Claudius have fallen asleep. How-
ever, as I want the audience to focus on the interaction between Brutus and the ghost of  Caesar only, I plan to 
have them encounter on the center stage and illuminate them by using the spotlight on them. This spotlight 
will be shined from the top through the use of  profile spot (downlight): it will make the ghost seem as if  she 
came from heaven. 

The profile spot will have a purplish blue gel to create an ominous, threatening mood by lighting the character 
in an upward direction. As spirits are usually thought to descend from â€˜heavenâ€™, the place believed to be 

located above the clouds. The lighting for the rest of  the 
stage will be turned off. The dim yellow uplight will be 
used to illuminate the orchestra pit (where Brutus will 
walk by). The blue light will be immediately turned off  
and the yellow light will light up the whole stage by the 
time Brutus says, â€œNow I have taken heart thou vanish-
est: Ill spirit, I would hold more talk with thee.â€ The 
yellow light is to indicate that Brutus came back to reality 
after all the hallucinating scene. 

Figure 44. How I plan to light up the stage using the 
Proscenium stages diagram (Knowitall)

This light will cast a shadow on the main characters on centerstage. The lighting will provoke the audi-
enceâ€™s curiosity at the very end of  the Act 1. 

OVERALL INTENDED IMPACTS 

	 As I am directing one performance, the overall impact will be the same with the first section. By por-
traying the symbolistic features and aspects that lead the audience to remember about the real-life character. 
By glimpsing the inner feelings and thoughts of  Brutus, the audience will be able to gain new perspectives; 
they might feel empathy to the conflicts that Brutus underwent and be able to objectively judge the situation. 

SCENOGRAPHY (Set Design, Props, and SFX) 

	 I have chosen this section as I am able to portray the use of  the transparent scrim for both scenes. I 
had two ideas that both require the use of  scrim to make the performance a multimedia show. My first idea is 
to have Brutus and Cassius enter a real-life size tent that is physically located on the stage. Once they enter the 
tent, the live stream camera will be projected on the screen so that the audience can still see the interaction of  
characters that occur inside the tent. The prerecorded video will be turned on as the space inside the actual 
tent will be too small for the actors to act in. The action that happens in the tent will be recorded in a separate 
room that resembles the inside of  a tent. Although it is a tent, it is not like a camping tent but rather a shelter 
for the soldiers to hang around in. While the video is projected on the scrim the smoke will fill up the stage and 
other sets will be moved out of  the stage so that the audience can concentrate on the actors. 

My second method is using the silk screen to light up an image 
of  a tent. As the scrim is on the edge of  the front stage, if  the 
tent is lit on the screen and the actors are standing behind, the 
audience will be able to imagine that the characters are in the 
tent. 

Another visual aspect that contributes to shaping the atmos-
phere is the costume of  the actors. To clearly notify people 
that Caesar’s ghost is not an existing individual. I will make 
her wear an all-white costume. This white color with the 
smoke will produce an eerie effect and mysterious look.
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