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F=3t} A= o] 27 BY (o Bonny) 7} A4 & AXH Aol A 2
olg} FART o] T3 ou|E Atk AA=9 9= A A T
skal, AL 5 T AA AFATIAY FoiE 2 54 JEE
T 3 5, BAE TR A4ds] difetor gt ARl
Hj9-2] At ¢4 PAEo|n g FAzHe] Jelo|i} uk-go] BL- F o3}
o} o] 7k Aol B o Bo| dEE L, dEE gl glok gk,
AEd B3] (diegesis), T AEZEHLS AE5HQ0 A= 2d Al
AAF Hel oA gl AA T HolA gk, A} FFakgehs e T
7= A59 HH I AAE F8sH e
A 9 A3 Fabsit) o]ef e Al A FEe B
2013 Q= =dE (WA WU BE D (Bvery Brilliant Thing)3-2 ¥4
FoFE AR o] AEFS ARYUH S F9 AFoR ow 3 g
o] v ¢7F BAEI A HEol7keE Tl AvlE AR tekd
7 ZAodE A Eah= ZEoltht 27t WE # (Duncan MacMillan)©] 2 HI-¢-

2 Jo Bonny (2000), “Preface”, Extreme Exposure: An Anthology of Solo Performance Text
from Twentieth Century (Ed. by Jo Bonny), New York: Theatre communication Group, p.
xiii.

3 Ducan Macmillan (2015), Every Brilliant Thing, London: Oberon.

SIEAE 20104 o] Tike ATl ol FALUL o5 TAL A A
Holol B=NA AL AFIAG olds] AA AZNA AT Ak, BE 7}
1ol @ 7ek Bl AEE A2 A, 2uddge F dges etk
QoA FEAI), B2e ofdfsh 2u}, o5 AFN THRE 2z 4
) ErEeimlols O e wald 2ee AFA T Aed waple) T
o] W} ARhA 1L Qlom, Axelde e BT AelTo] tiebd BAAL AH vt 3]
t}. Michael Wilson (2006), Storytelling and Theatre, Hamspshire: Palgrave Macmillan.

@ AZ$-A(Tim Crouch), (L} @E-2] @) (I, Malvolio), 20101 3= 24, 2016\ 3=
=4,

@ <2]vHFEo] (Nassim Soleimanpour), (3}¢F 7] W1t %7])(White Rabbit Red Rabbit),
20101 F=F 2, 2017 S 2.

3 TH|EAY TdgjolA, = ZH1E) J)E|<=(Lisa Peterson)3} .3)|o](Denis O Hare), (<
2)o}= ) (An Tliad), 20139 %<1, 20219 = 2, 2024 3= A9,
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S1--(onny Donaghoe) S 2HE2] &5 A2t A7W wha, ufj--¢f w74 o]
7 e o] v FAolA Fa ojulE Adnh A= wjgol 23
3 Qo 9] A& g9 #o] T AFEd = ked
o] dHTH= AR S Eet Tt 2 AEL oA E Al 21
FAFATLE AFA} B3 2018%3, 2021 2 ZA A% o] o}

Bt whS-o} BAjo] 5 Agahs shed] I SJult AARtow 3

s 2] Jul EIE] s B4He T B4 @ £ o)
£(Blending Theory) & EQAT, ol ¥ F (TAHIL AR 87
A 3)7] Slgoleh. B2 Azre) mhge Gl 794 Fol T
AR5, 8 e ol 74 FAL Ao A4 g7 AT He

@ AZZ(Maylis de Kerangal)®] 24 Mool 212 457,82 Ze B
(Emmanuel Noblet)2] (3o} Q= A= 4=413}7]) (Réparer les vivants), 2015\ T2
Z9,2019 3= 29, 2021, 20223, 2024\ 3= A,

2 AREOA] ek AA, ulg-oF B0 HAE A5t

S ¢o] W vl AT EE (2021), Bl HE = A S Egt

PgE A AT A5 (WA Hue 2E 2D)S 4w, e
A=A 15(4), T A H I EARR 83,

6  Ducan Macmillan, (\JA] Ey= ZE 7)) @
AlE] Spacelll, 2018; (WA Hvk= BE 7)), @
ZolgolEAIE A=, 2021, A7AR= 2018W 27} 2021 <]
B219] 12} A2E 20159 E370E o2l 4

3 =3l 918l 3 v Q4R H5 AR = 23 AFA= A

320187} 2021 T T A& of 2 A BeRich 2018\, 2021 Aol
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7  Antonio Damasio (1999), The feeling of what happens: body and emotion in the making of
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1A o] B2 1ZFO] QIA|, A, whE-ol AlAIE)2ke] HE2 Q1 #A ol
A Zeiths s £ =Fstar Jnkd ofd] wep #Ae] 917, A

, T A FolERs AlAINA El-, ST AlAIe e Ekgah A
AT}, 3k 1A HER} B (Mark Turner) @} Z U o] (jill

o
T
Fauconnier)®l] WhE2H A7+ Z17] T2 AW == ¥ %’“Zl’(input space) =

Bl BT 5 PO, 052 SE EFI EXG 5 ULk ol
3 58 o] =g, A, F0H o de) WolA gk AIES I
A A2 QI PR ARE B Fd U9 45l ojad &
QT A NEE EI PEL Bal olaT F glow, volrh £4
& PASEA A4 B BANA B AZE U3t BA AR, 8,
elE YE ek EHUE olel@ Seo] FIHola deHel AL
B WANA 2 WY axehn FIHL0 BE BY 9N GREL 9
A okl wAE) Wl £ TP shtsht Bl ol Fek B

consciousness, New York: Harcourt Brace, p. 183,

8wk E£40000), U7 o, Tehe So) B o, B4, olge) WA A, W
AL p. 13, A7 A AASHE vhEolehs =A7E @59 A ASAEN A AR
3k = Gl 718 o] HRitkal @kl Shaun Gallagher (2005), How the Body Shape
the Mind, Oxford: Clarendon Press, p. 1.

9 A xIY, vk BY(2009), A5 HEE o, "Ele ol 9A A=k, A5

10 o|E 59| H7}24(Pablo Picasso)2] (o}H]5-2] oI1E ) (Les Demoiselles D’Avignon)(1907)
o= o149 A} 9, = vt Aol WAls] o, AL o] ANHES A5
SlaL EAgdste] dhe] oW AR WolEd 4= Jlrk. o/d ] StetA el Foll i Mg
EU At S i uE TR ow @sstal olg &4, 45T 292 A
w3} Svlo] H41el ojAle] B EARIS] $85H Zolt). o Be Al ARe o
S & #3L. Mark Turner (2006), “The Art of Compression”, The Artful Mind: Cognitive
Science and the Riddle of Human Creativity, (Ed. by Mark Turner), Oxford: Oxford
University Press, pp. 93-94, pp. 99-100.

1 vk HY(2019), A58 o, "7 V19 AE A £4, e

St &I p. 26.
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= 213}‘2 TR £48 & AAlY] BES AdsA AHdEE
o}, 3 (Al Hves BE 202 ofe] 299 £48 2t AlRS
Fradl &4 thim ahe sotie s ARk 53kl ovE A
Aoke TS BHoFEth T sl #AE olopr] HARe AFAIA A
S FE3IIL o)E 94 FFo FolgHr) of&Y B FEe #
AL 5 F AAIET e B AA A 43 #- Qi
A SR HE] AR el A 22d A vhE-S BEojE £4 9
AT 82 1 ojujel] s = Aot} o]} 2 FH A B 19
Mz AF-o37|dA HAE A 2= AAL AR ou|E Alb]y, 22
20| M= S APA 0= gl o]olr|a storytelling), F A& HEhe
=3t B2 304 B AT 0w B0 AES seys o] HF
S BN A 4ol 225 B wkg-e] ojuE A7) o] A
Al BpRte] a7 |= Hhe olslistal AEslr] g Ao, “HA §lol& o]
o717} EAIE 4§13tk A, Yoyt #Ajo] B3-S SdshE ov|

N

o
rlot
oX,

i~
l
9

FFE

12 9% Ao B4 o2 A

FIA = (3lek 5771 w7t B
& o)1F= 7 94y F3to]l B

, &5 A9 A (2021), THEA
A ol2og B AT A9 X A Gk B Wit B7))E F4ow, =)

13 Mateusz Borowski, and Malgorzata Sugiera (2010), “Introduction,” Wolrds in Words:
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=2l A (A vk B2E 200 8- 3HEFs] vfshd o5t
2t} siak= ARale] Al v A5 5573 19 ol w8 o]
oIt s Al oMY= AE AE AT IL o] Sk o
U A stelal Aol s due A5S 5502 whet)h 12y ojiy
T I ES 513 vke-E Holx] itk 7HE EAE WA Woltk
A=A SRt E=of sl dlojudh shARk ojw U7} F WA Aate
AlEsiat e vl 55w, 3 W ue AES Fel A
ojmL] o] A& A E= op x| 9} Tl A Atk G mHAR, 5= 9
EIA siaks TddE A7) & Feurith SAe e st A
|9 2|, -5 Aol el FHBIE s, o] HA] Aeldr] §)
g A =S o=t Tl ool gkstal, T13tell A Al(Sam) S W ARG
off whle}, Slvh= A5e] 552 Aate] A= & viFieh L)<t
A E5 AW el e AdA P, Ao et o
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Zxek. SEA Rk whE- 218 3o Abe] e &3t
shate} A2 A o datA "k 1 a ofrUE Al WA Al Eoll A
vhh Ao ARdE 712 ks Al 55 7 826978 WHF-E] )
g7 dus AeS AERIth BES 2HA 27]E EHAL ofH A
£ A=t otk Alo] AR A A= AR o] ojopr]= 3

Storytelling in Contemporary Theatre and Playwriting (Ed. by Mateusz Borowski,
Malgorzata Sugiera), Newvastle upon Tyne: Cambridge Scholars, p. 7.
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A7F A5 I Al #odstd o, & WigAtel Al 2p7] olokr| & shd
M 55 Ak Ao R Edt)

A= 2717 A dES BN olopr| gt Aw-o17]9 ARdE
Adshs g2 WA D] (A Bve BE 2D Iw-A719) ¢
5, HA9] el sl Z3ick shARE el @Ao] Ag-of7]o A
AL Wl A9 AAE BAH o=, TJea vhEsle] EAH &
A Eekel| AESh AL "HAES 9 A MA AIRRFE AR
AU T} (The list began after her first attempt)42l= 3 tJAl7} o] ARE S &
BaHA Eejdit ob&] A= Aol AL dS Bed] YdskA| e
o A71E £ t2s AR ofy 1, 3 Ao AlRtE AL
uHr] 7] wjizol], ojob|7t AelHA| & ZAH Ho|7| = it} &pA|RtE o]
23 olopr]E 7Rl MR e AlEREE g5stal S5k QIR A

gIe = Ut I7al A= Ao A o] & YAsHA &k TS

o] & FAe A= FHA #Baf oloprlstAY A ofd FEe Ad
(reenactment)'?3}aL, @A) A4 =& ZEo|7|% it} thA] el 3R}
7t 5 oA BolFe oW AR, B gH-E Ao 7tTs o] wiE
of o]opr] el 43k Alggto] REZoXIt), o]2] gk AALe] ou]= oo}
71 o7l A O AAE Axshe ot sk #A 9 7193
Ao =8E 7 o5& A4Sk 11 ke 3 AR S 2
U U459 ujE FAE kit 7 49 bl SR 23l A=

i)
o
ftlo

14 Duncan Macmillan (2015), p. 13.

15 o] Fol|A] A< (reenactment)Z} 2 & (representation) 2] 2Ju] &S BF =&= &
3 2kdo] & Holok. ik, AF-o17]ell M AAE B sl Sk AREFE] Apolx
oldl g "AA A 817 AAE MEA WA etk e 319 dk
itk oAstel] B dellA FHS Hdste] Rojeth dAsdAe] Ad A
0]2:3](2018), "M 22 A vl g A59] 7Fed: B& 299 (57847185 o
opDE THCR, THH S ES} Al A5, 39, FmH S| B3I E HaL

16  Macheal Wilson (2006), p. 54.
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quI7t FAE Eoti= AT of7], T FoA B 5 =
HA AE B=7t 119 FollA F4 ol gt FHS 42k 33 =
T3 g Aol AR ¢ it sl oy rt A5 AS Al
f}E?j 1987 119 9, op =9} W el 7V ol el olopr|stett &5
Zlo]l AR 7 A A S5, vteld A5 E2o gig) webr] A&k
oh I8 as v Ad o)k 3 TE W AHS A FA Aldshd
A A oA =3RS A F-of7)ol BA Feth e A A ZEE U
] IS v Atol Foll Qbal W] Rt & oE #AS Skt
AR 23l wh A AL oS ARG 12
£ B2E Fo bar FHA] Foff 3ol 7ivbs] gkof Qi) A
BT F59 S AF-o171olA AAsh=s Aol 1] ol skt
=AE =271 7PHYIA T (he became lighter) 1, “OJAH FAL]H AL (Or
heavier) 2L '3} ©] =3 WA AlA R AFEc) AR o] & m2 )
T (I'm not sure)= B& GlEolH 1 7to] FE3sHA 719uA] 8-S 1
Maieh A o] Ak JHdsha = BYsiA Aot 3AS HAHEL of
£ FA ] B3 olefr]ah= Aol EAT 719 wEee BT &
HAS AR sHAI R A E B 5o 7k shabe] Ealr)= 4] rlE
WA= ol 2 = vk
sAR= AlgeiA @A) AlAIeE HA A AE S&shH AALe] 44 A
< Eouith A5 2= olopr]|E wizl skAk= 1987 1149 99 2 Eoli)
o] Aol A ek AR, AR} = ZHzbe] o W sHA £ WAL, o] o
ol B 548 on)E AT 5 ok Bae g opHA7F 1E dg
2] gkoh. Avprh jd g Bl A 717 flEiA ot o] AR “starel A
A FAE o] Anprl dE HYU O Z ). (1°d picked up late from school and

taken to hospital, which is where my Mum was.)"” 2} 7+0] 34 kzm L} 3FA AJA|
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17 Duncan Macmillan (2015), p. 13.
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= W) AT AR tie SHol =B & el @A) ARl
g ol eyl A% AAE FATAAE 1 ARE Seju
Th1 T2) 3 AR AAL A o] BAE BN ol SER s}
= ol @A) oA & Fesn o PR AR F Algo] v}
@8] ke A4 A o)Al AR Weh o] B A

A, SR} B A7k FHE) R 34 9
Ag3ko] WOl AT A1 FHHE AFIEe Pl glo] 8%
o}, BA/hAAE ] tiklel whe} “EA F2 Pol T, HHlE B
$7] 9190 “FEL W2l BA/ol A ALA ) wro] o8 Bra)
Stk B Ao waAY, due] Mg S¥d nHe 7ol
ool o] 4 o Afsh A5A o1, wAe) M|k oler)e] A, @
Ak AAE EHT F 8-S AART BAL 27} opA % B3, 5
A7} Q= AN BREOZ AZRA 119 olopr]o] FEakE Hlolth?

2
o
s
©

A ohubs AE B, A% obukE Hola U o] 4Y]E Hg)
7h43e setehs Bok Bol WA WL, ol ke AFE
Aol TEEol AEeA BRI olmeddo] 97 B
2 o 370w 4ol 9 yeighs tola FA w9 ul

&, AL ShE SRR A oh Hel@ bl A 91

U, A ohukg vhelam shus] A gglola. A% A Al gl

2. ohus 2] 28 Az, FEL WeAEY S Blsele.

Narrator Dad looked at me. I looked at him. When something bad

ol

18 T FAdAE ofukg A AlAIe AR AlA|S] Hgko] mEElshAl =ejubA] ¢
5 19874 & 29 A A s 719
}\

£ st} s < AR A
AA 9] a4 E Biol HAelN F BAAE FAsh dAle] A2k A7} A
19 AEA AF o]2L BA/MAY o]B AARE A BE 29 AZH B

(theatrical convention)S ETHZ A|F3te] o5} o]z}o] HMAlS AT A WolE?l
o 2 Aol
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happens, your body feels it before your brain can know what's
happening. It's a survival mechanism. The stress hormones
cortisol and adrenalin flood your system. It feels like a trapdoor
opening beneath you. Fight or flight or stand as still as you can.
I stood very still, looking at my Dad. Eventually, I got into the
car. Dad had the radio in. He'd been smoking with the widow

down. (pp. 17-18, 0Z 2 7z 2182

A7} B2 o] LA A T/l A = ZFAAE A BL o]
T3S WE e AlAAE BoAFAk?! st #o] ofd A AHE
U= A AT gl ol FAE 3 & #E 2
thatel]l 2 o] & 93 FES WElE AFS Aok TREAE o
2 B¢ A WHth g2 £ 3L Aalo

1987, g} Sl Qth= AMdS 57t olafglon, A &3l &
AsAF S WHTHE R (s 498 &83) o83 AlAAE HoE
Aotk ] ALK E Bl sfAf= o9 b sue-S 23S
U, EjU7) =58 vloll 2 o] ek Alal B AA| S vl w2
Al E= AALGA o] FojRit), 927} o2 ehA] FejrlEts &4 e A
407 FAFHE otk thE FAdA B/ oAl HES w8 B
& U2y ok BRI = (RolA ei) AHeAt FE o= dloll= A
T 11 A o] 1987 dHA] Gkt o]of Spab= A5 198717 0] 41,
OuE EFelE EeA FES iRt #A A At A5

—

20 Duncan Macmillan (2015), pp. 17-18, o] % A Q1-& A] Ho]x|e} AFAke] = FA
kiR ko=

21 SR O} Abe] FAE A, B P ALAE T F A AR Foh AL
o= ob- BAE 314 ghel WA 2 iAol weh e B A FES WP A

52 .
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THE FAG] AFE S0 HE YA Rados nY FE AT
Az Folth, sxtel B/ AL 19879 AASA L, o] A
A F-017]o|N HAZ Boluis W9loly] Wl olw we] A4,
shAe] 25 gALE A9 7, olxT 1xe] ARE A Bka). o

372 B4 F1ko] MEolArh ol BX) 9gke 7 9 Favel WA
s Sloltk, TeRA AF-ollol A BrE Bohui shae] Wit
%

ZE] 31, WS TRA] 22719 oulE A S 5= it & o] 3k Aol
A I OA] /PR I, Ak FH-2 EAgle] o]zt

AL} dAe] Zpol7t S s =eld wls ofd ojn|E v
d QST o]l = AW, SR BAZA] 7] op Aol Al Eglel
A&sh= o]l £ AlE7E 2 Aot saks 9 JPAHEE mjof 3=
A, o) B 24417191A], 9 o] 2E-L upm . Halo] QIEX], of 4he] &
Avpzk ol 91, off dvks &4 5 obHA|

S, 9
NA AL AeE DX}, A= B3} o] S A o A7}

H

N

5L opi= "gvirh A S A AL wglen, Tus 11 Tl 9
U E ofsfshA] EATaL Sl=Ik. o)A Sak= Fdskar Adshy Gl
off & vl 2eaL Jk BE o] Al HEdt 282 {ltk o
o o TZ=A, A SR o] A o9 olaistal =4 5

Y o2 s A i B A FAXIH.

)
g
-

skt I ol A7} 7]¢lEk

U o Pole. g 283 Fole. I ohirt FW 4

BpAf= ofpl XJoll 7] tRS tjAlE EepA] Fh.
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X ulh BAE A gol

A ole. ARt d T TS ola|E Ut IRl 8.

Narrator At least, that's how I like to remember it. But we actually just

sat in silence. The only thing he said to me was:

The Narrator feeds the ‘DAD’ the following line:
DAD Your mother’s done something stupid.

Narrator I didn’t know what that meant. (p. 21)

o] Fol| &= 9lo} L2 ThA] 2277} Al WHEH T 3)ekaL A staL of

< AR AEC] o shte] olopr]E REET o|FA| A=

HA AR 719, o] FolA|A] L A PSS HEoHEH A41¢]
s shbe] olepr| 2 THEE Al k=], ol & 4F9] AAFSHnarratization)
2} & Ao|th2 g2l AR AEE olop|E v W, 4SE AT
Skal A9 oJw|E Zlo] spetel 5= qink. & HAS] A B AAE
Solrw AL QIAASE AAR WHEOUY 7= Fit) o]& <l7lo] T
Sh= B2 SAoltt 3, dH o AR oA stete] MAatste ), 92
= AT AU R ARIES olopr|EA Y AR ou|E AAlete] et
STk 2= o8] olsiatA] 13k Aol #af olopr|E wix i, &
131 719 vl B8t 3387w gt 53] 7192 A= Ao
L3} Fe] v 5 AUtk A4 ASHAF 25 (Joshep Ledoux) 7} S EF A%

b

==
L T

[-N
e -l>

2

22 AL AE S A|QlA(Julian Jaynes) 2] AA19} dE]<=(John M. Allison) 9] =& 331,
Julian Jaynes (1976), The origin of consciousness in the breakdown of the bicameral mind,
Boston: Houghton mifflin company, pp. 63-64; John M. Allison (1994), “Narrative and
Time: A Phenomenological Reconsideration,” Text and Performance Quarterly 14(2), p.
109.
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39 oltk2 AF-of7lo|A] FAS] A5 thi] 2 B ofob)i
12 o145] Sejaitk, TeWA A olob]s £A3he Ro] Eekwt 1
¥, @€ Bl W85 A5 g Shhel QA WopEY S ek
5% A HolET
9] olob/|& B Ude] e AARE A G 244 19 7

= =
@3t ookl AT & ATkS BAL e S8 A AS B

o

- A9 2719k ob A& olsh e Holeka
@ 5 9, os] I opiAe] B olasA Mool T
2 B SE ) olsh 2L F2o| Fsd AL AUL olop]

2 et e o) Q7ke) Adsele Golw Al 4% 44187
oIt} -8 B A Aol AAES A&, T, Eol Y= oo}
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23 Joshep Ledoux (2002), Synaptic self: how our brains become who we are, New York:
Penguin Book, p. 203.
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and Performing a Clean Breast of 1t,” Text and Performance Quarterly 15(1), p. 62,
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28  Christopher Balme (2008), The Cambridge introduction to theatre studies, New York:
Cambridge UP, p. 49.

29  Gay McAuley (2000), Space in Performance: Making Meaning in the Theatre, Ann Arbor:
Michigan UP, p. 41 33l

30 Shaun Gallegher (2009), “Philosophical Antecedents of Situated Cognition”, The
Cambridge Handbook of Situated Cognition (Ed. by Philip Robbins and Murat Aydede),
Cambridge: Cambridge UP, pp. 41-42.
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WA & 3|3 B A FAE F7] = ATk ()
The houselights are on full and will remain so throughout. There is no set. The
AUDIENCE are seated in the most democratic way possible, ideally in the round. It
is vital that everyone can see and hear each other. (---). The NARRATOR is in the
auditorium as the AUDIENCE enters, talking to people and giving them scraps of
paper. (--) Duncan Macmillan (2015), p. 13.
ofz] Ueke] B AL, i F718 Ba) oz Blo) Beioks A9 A4l
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32 Duncan Macmillan (2015), p. 13.
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33  Caroline Heim (2016), Audience as Performer: The Changing Role of Theatre Audience in
the Twenty-First Century, New York: Routledge, p. 118 F11,
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Now I'm going to stop you for a moment there. There is one
hard and fast rule while euthanising a child’s pet and that is you
really mustn’t laugh as you do it. Totally changes the tone of the
situation. So um, no--- let’ do this again. Go back to the start and

try to respect the solemnity of the situation. (p.16)
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34 Ducan Macmillan (2015), p.16.
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Narrotor Have you ever had? Where you notice that your hands are
shaking and your breathing is deeper and you re surrounded by
bin bags full of your things and you realise that, you know, I'm
really upset. I must be really upset. (28)
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35 Mateusz Borowski and Malgorzata Sugiera (2010), p. 67.
36 2021 129 3% T4,
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Narrator It’s common for the children of suicides to blame themselves.
It’s natural, However much you know that M’re not to blame,
you can't help feeling like you failed them. It’s not fair to feel
this way. But it’s natural. (31)
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Narrator When something bad happens, your body feels it before your

brain can know what's happening. It's a survival mechanism.
The stress hormones cortisol and adrenalin flood your system.

(18)
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40 Kristin M. Langellier and Eric E. Peterson (2004). Storytelling in daily life: Performing
Narrative, Philadelphia: Temple University Press, p. 2.
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43 David Saltz (2006), “Infiction and Outfiction: The Role of Fiction in Theatrical
Performance”, Staging Philosophy: Intersection of Theatre, Performance, and Philosophy (Ed.
by David Krasner and David Z, Saltz), Ann Arbor: Michigan University Press, p. 206.
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Narrator I did talk to someone. A group. A support group. Hello everyone.

The Narrator indicates for everyone to respond.

Audience Hello.

Narrator This is my first session. I've resisted doing this.

I'm -

you know, (---) T now realise that it's important to talk about
things. Particularly the things that are the hardest to talk about.
When I was younger I was much better at being happy.
(---) Being a grown-up, being conscious of the problems
in the world, about the complexities, the tragedies, the
disappointments--- I'm not sure I can ever fully allow myself to
be joyful. (---) I made a list. Everything that’s brilliant about the
world.,

I began making it as a present for my Mum. It’s kind of a long

story.
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The list is-

Actually, wait a second, I have it with me - (54-55)
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ABSTRACT
Audience Participation and Jang, Youngji*

Meaning-Making in
Every Brilliant Thing
Based on Blending Theory

This paper explores the audience participation strategies and meaning-
making processes in the solo performance Every Brilliant Thing. It specifically
analyzes the narrative and storytelling strategies of the performance, along
with the concrete participation strategies that invite the audience to become
co-creators of the production. In this performance, the narrator recalls
past events in the present moment, shares them with the audience, and
invites them into the story. The audience takes on the role of the narrator's
counterpart, actively engaging in storytelling and performing specific roles
depending on the situation. The diverse responses and participation of the
audience are incorporated into the performance, generating new meanings
with each performance. Thus, the audience plays a significant role as a co-
creator of the production. To illuminate the significance of such audience
participation, this paper combines performance analysis with Blending
theory, which addresses higher-level aspects of human cognition. Blending

theory offers a new perspective in analyzing dramaturgy, participation

Senior Researcher, Institute of Humanities, Seoul National University
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strategies, and the audience reactions captured during actual performances.
By applying Blending theory, this study analyzes the narrative strategies
that traverse different times and spaces and examines the moments of
convergence between stage and audience. It investigates the aspects and
meanings of blending and re-blending that occur within the narrative or
inside the theatre. This research contributes to contemporary theatre studies,
particularly in the context of solo performances, by providing insights
into audience participation and suggesting an alternative approach to

understanding audience cognition.

Keywords Audience Participation, Blending, Every Brilliant Thing,

Narratization, Storytelling



www.Kkci.go.kr



