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I am a freelance Sensory Performance Maker, and Lead Artist of the Upfront Performance Network (UPN). 
UPN is an online forum that connects and supports artists making theatre for audiences with complex 
needs. The network has 400 members internationally. 

The shows I make are specifically designed for neurodiverse audiences. This includes people labelled as 
having learning disabilities, complex needs and/or on the autistic spectrum. This work is designed to be 
part of professional programmes in theatres, art galleries and cultural spaces. Alongside this touring work 
I design and deliver artist residencies and participatory projects in a variety of community settings.

The audiences I predominantly make performances for have needs of such severity that a standard 
visit to the theatre is inaccessible to them. Even a relaxed performance, for example, where the light 
design is adapted and the sound is turned down, will be unlikely to resonate with someone who 
experiences the world mainly through touch. Many individuals with complex needs relate to the world in 
a primarily sensory way. 

Underpinning my work is the belief that everyone should have the right to enjoy art and culture in a way 
that is meaningful to them. 

About Me

Ellie Griffiths, 
photo by Mihaela Bodlovic
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Article 31 of the United Nations Convention 
on the Rights of the Child: 

“Every child has the right to participate freely in cultural life and the arts.” 

During my Churchill Fellowship I travelled to Holland, Germany, Australia and the USA, to investigate 
potential new approaches that could apply to theatre for neurodiverse audiences. While abroad I met with 
world leaders in their respective fields. I spent time with 16 organisations and artists, saw 8 performances, 
and attended a festival and a conference. I met artists and practitioners whose pioneering visions in their 
own fields offer fresh opportunities for sensory performance work. 

Introduction

sensory performance work by Ellie Griffiths

This report identifies and examines potential new approaches to making performances for and with 
individuals who have complex needs. It is designed to be used by practitioners and artists working 
creatively with people who have complex needs. The research aims to inspire fresh ideas in care settings, 
as well as in education and cultural venues. It is my hope that this will also give an insight into sensory 
performance practice for artists who are curious to explore this fascinating area of work. 

Sensory performance is a complex and challenging field to work in, both ethically and practically. There 
aren’t many artistic points of reference and it can be difficult to find formats that have the flexibility to 
accommodate a huge range of needs. It is vital to explore new practices and share approaches for this 
sector to continue to innovate. We must keep evolving, so these audiences can enjoy the diversity of 
genres and styles that the rest of us are able to in our cultural lives.
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Throughout this report I’ll focus on four themes which emerged from my explorations:

•    Collaboration: 
 How can we let the creative voices of artists with complex needs into our work, making it richer?

• Technology: 
 How can advances in digital technology be integrated into new performance models?

• Live art: 
 What other modes of making can we experiment with so our audiences experience a wider 
 variety of styles and genres?

• Audiences with dementia: 
 How can sensory practice keep pushing outwards the parameters of who gets to experience 
 high quality, contemporary theatre in a way that is meaningful to them?

Each of the areas above offers an exciting new direction which merits further exploration. After all, the 
creative possibilities of what these audiences can enjoy, are infinite. 
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A note about language: 
Language around disability shifts and varies between countries and even within communities.   
For more information about the language I have chosen to use throughout this report, please 
see the glossary.



As a non-disabled person making work centred 
around diversity, I’ve always focused on making 
performances for neurodiverse audiences. In the 
context of the disability-led movement, I have 
become increasingly aware of the importance of 
self-representation. This becomes more complicated
when working with groups of people who have 
complex needs and are largely non-verbal. So how 
can I collaborate with my audiences to ensure 
opportunities for autonomy are built into my 
creative processes? 

One company known for their pioneering and 
inventive collaborative performance work is 
Polyglot Theatre, based in Melbourne, Australia. 
Polyglot is a contemporary arts company for 
children and families. Participation is the guiding 
lens to everything it creates. Its work is built around 
the vision of artistic director Sue Giles. Sue high-
lights the importance of recognising the ‘desire 
lines’ of children and how these are distinct from 
those of adults. She uses this a guiding principle 
for all of her work.

For example, in a Polyglot interactive installation 
called ‘Tangle’, a giant elastic ball is given to every 
child to weave around golden poles. Together the 
children create a dense, multi-coloured landscape 
for everyone to explore. This installation happens 
in public spaces and the participants are whoever 
passes by. As well as creating spectacular public 
art, it empowers children to take the lead, giving 
them the materials and ability to make a big visual 
impact on their environment.

Chapter 1: Collaboration

Sue Giles of Polyglot and a pupil 
at Warringa Park School

‘Tangle’ production photo, courtesy of Polyglot Theatre
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Each piece of work that Polyglot produces asks 
adults to view children as valued creative equals. 
By surrendering authorship as the artist, and not 
being stuck on what the outcome should look like, 
new forms are discovered with each group.

I took part in workshops with Polyglot at Warringa
Park School for pupils with additional support
needs. Simple materials were used as creative 
catalysts. A group of artists transformed the 
classroom into a papery world, then skilfully 
interacted with the pupils’ responses. Theatrical 
images emerged organically from the children’s 
play and exploration. This free-flowing conversation 
between artists and children is characteristic of the 
Polyglot method. It is from this process that Sue 
pulls out images, themes and patterns to craft a 
piece.

‘Cerita Anak’, which translates as ‘Child’s Story’, 
was made this way, in collaboration with Paper 
Moon Puppet Theatre, Indonesia. Children were 
present from the very beginning of the creative 
process. Drama games, creative play, drawing 
and filming were used to gather images, content 
and material directly from the minds of the young 
collaborators. 

During this process, one young boy drew a boat. 
As he told a story about this boat, Sue realised 
the child was retelling his experience as a refugee. 
This then developed into a performance set inside 
a boat for toddlers and their families. When at one 
point in the show, the boat sank to the bottom of 
the sea, many of the adults in the audience were 
profoundly emotionally affected, while the toddlers 
were delighted to explore the ocean floor and sea 
life which were created with puppets and shadows. 

This type of complex, layered work engages two 
different audiences simultaneously on different 
levels, and has the integrity of having come directly 
from the minds and hearts of the children it was 
made with. 

Polyglot’s work questions whose voice gets listened
to when creating a performance. This feels even 
more radical when applied to children who are 
neurodiverse, especially those who cannot 
communicate their opinions and choices verbally. 
It also offers an area of creative enquiry that is as 
yet under explored. How can we make not just 
our shows, but our creative processes, more 
accessible? By doing so we may begin to see 
where the desire lines of young people who are 
neurodiverse lead us, and the new forms of 
performance they may enable us to discover.

‘Cerita Anak’ production shot, courtesy of Polyglot Theatre

“If we adults can begin to hear, without judgement,   
  the opinions and choices of young people in the   
  creation of art as equals, then our art will be 
  better for it.” 
  Sue Giles, Artistic Director of Polyglot Theatre
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The speed at which technology is advancing offers 
a multitude of creative possibilities in the field of 
theatre for audiences with complex needs. So 
how can sensory performance makers embrace 
and integrate these technologies effectively into 
new multi-media performance formats?

One example of technology research, that has an 
intriguing synergy with sensory performance work, 
is the ‘Social Sensory Architectures’ project, led 
by Professor Sean Ahlquist, of the University of 
Michigan.

This is focused on designing technology-embedded
sensory environments for children on the autistic 
spectrum. These are made of elasticated textiles 
which have external depth cameras that are used 
to identify any alteration on the surface of the 
textile, for example if someone is pushing or 
pulling on it at a specific location. These cameras 
respond to the users touch with light and sound. 
Intentionalised touch triggers more satisfying 
visuals, encouraging the development of fine and 
gross motor control.

Chapter 2: Technology

Sean Ahlquist at the University of Michigan

‘Social Sensory Architectures’, courtesy of Sean Ahlquist
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The research was spurred initially by Sean’s 
observations of his daughter Ara, who is non-verbal 
and on the autistic spectrum. He noticed that Ara 
registered tactility in a distinctive way, for example 
she struggles to navigate large environments where
 she doesn’t have tactile feedback or a point of 
reference. Sean is primarily an architect, so his 
design aims to respond flexibly to people who 
relate their environments in different ways. 

Ara is a ‘sensory seeker’ who needs deep pressure 
and significant skin contact to register and trigger 
a response. The elasticated fabric means she is 
able to give herself positive sensory feedback as a 
way of self-regulating. She can squeeze through a 
hole, or push up against the wall and enjoy how 
the fabric cocoons her limbs or body. Different 
points of the fabric have different tensions so there 
are a choice of pressures available. 

Sean described how it can be difficult to find ways 
to play with Ara. During this project, she came to 
him to be lifted through a fabric tunnel. She needed 
him to get the sensory experience she was seeking,
so this built up positive social interactions. For a 
parent of a child with profound autism, fleeting 
moments of interaction like this can be hugely 
meaningful. 

Sean’s work is looking at ways to utilise that self- 
regulation as a foundation for engaging in social 
interactions - both within and outside of the textile 
environment. 

Particularly astute about this design is its 
encouragement of interpersonal development and 
indirect play. For example, the knitted fabric means 
you can see through the textile walls, and who is 
on the other side, but you do not feel exposed as 
there is a layer between you. This is ideal for those 
who don’t enjoy eye contact or face to face 
interaction. Because the fabric is so sensitive, if 
someone at one end touches it, no matter how 
lightly, you can feel it at the other end, creating 
opportunities for indirect interaction and play. 

For Ara, a building can be inaccessible because 
of the sensory experience that lies within. The sort 
of environments that Sean has created could 
possibly serve as augmentative devices which 
make a space more inclusive. They are a point to 
retreat to within complex environments - or a space 
in which someone can be cloaked in a preferred 
sensory experience while comfortably engaging 
with others that may be occupying the space 
at-large.

Ara, courtesy of Sean Ahlquist 9



During our conversations, Sean described how 
he gets fascinated by the forms and moments the 
structure creates with bodies inside it. To him it is 
not a static, formal thing that exists independently 
in its own right. Having a layer of visual 
transformation makes it a time-based experience. 

Using this sort of technology there is the potential 
for a performance where the scenery or environment
is as responsive as the performers. Could this then 
lead to greater flexibility and choices about ways of 
watching or experiencing a sensory performance? 

This is of course just one example of how 
technology can inspire new ways of working. 
Advances in communication technology are 
also giving collaborators who are neurodiverse 
increasing agency, and eye-tracking technology 
is now making it possible for those with complex 
needs to communicate or make art and music 
independently. Digital developments offer 
countless new possibilities for sensory 
performance work.

“The only way I can rate it as a piece of architecture or technology, is by observing and 
  understanding how children engage with it” 
  Sean Ahlquist
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This provocative statement from O’Donnell made 
me keen to use my Fellowship to see what more 
abstract performance work could offer my sector. 
I have observed a hesitation to explore new formats
within sensory performance work that I feel is 
directly linked to the perceived vulnerability of our 
audiences. As Sue Giles, of Polyglot, writes in a 
recent essay about young people and the arts: 

“Expectations around theatre for young people      
  are prescribed and the barriers to exploration   
  and risk-taking are many and high. Adults who 
  bring children to works for young people have 
  strong opinions on what is acceptable; and 
  yet, perhaps because of this concern, the 
  arts for young people are not highly valued 
  as art…”

This becomes more extreme when working with 
young people who have disabilities. It can be hard 
to take artistic risks, as profound physical disability 
and/or challenging behaviours can lead to an 
atmosphere of apprehension around the person 
and the activities they take part in.

However, there could be an interesting synergy 
between the perspectives of neurodiverse 
audiences and experimental artists: both refuse 
to fit into a normative ideal or template; both are 
natural explorers of the world around them; both 
are disruptors.

Chapter 3: Live Art

Back to Back Theatre’s ‘The Democratic Set’ 
by Anna Tregloan

“What theatre is really about, is generating affect, and feelings. And, if things go well, 
  quickly following feelings with thoughts. Stories can certainly do this, but they’re not the  
  only thing that can. Yet representational narrative continues to dominate, holding back 
  the possibility of a direct encounter between audience and artist, between bodies in the   
  same room at the same time.” 
  Darren O’Donnell, Artistic Director of Mammalian Diving Reflex
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Sibylle Peters, Theater of Research, Hamburg, Germany

Sibylle Peters creates work that gives children an 
experience of live art. This in itself is radical as this
entire genre is usually considered too risky for 
family audiences. 

During my time with Sibylle I observed a project 
where a class of school children were given 
charge of how to spend a full production budget 
to create a show. This was in collaboration with 
economists and artists, who followed the 
children’s lead. Sibylle described another project, 
where she paired young people who have 
challenging behaviour, with performance artists 
whose practice is centered around destruction. 
The common thread in Sibylle’s practice is a 
fearless experimentation with form and process, 
taking children seriously as instigators and artists.

One other example of this is Sibylle’s project 
‘Playing Up’, which took place in a primary school 
in Hamburg. This is an artwork that gives children 
the chance to re-enact seminal works of live art in 
the form of a game that is played over one or two 
days. I observed performances such ‘Bagism’ by 
Yoko Ono, alter-egos of the opposite gender, 
group wailing, and drawing artworks on teacher’s 
backs, among many other weird and wonderful 
live art adventures.

Each mini performance celebrates difference. 
Neurodiverse audiences are often highly anarchic, 
and can act in ways that are non-normative and 
confronting. Rather than approaching this with fear 
and trepidation, the work of Sibylle Peters suggests 
that we can utilise forms which embrace disruption, 
activism and anarchy. It also shows that pioneering 
art can take place anywhere.

“The most innovative piece of live art by, with 
  and for kids might happen in any playground, 
  or dance lesson. Nevertheless, it is hardly 
  ever called live art.” Sibylle Peters

12
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Back to Back Theatre

A theatre company that also freely plays with form, 
is Back to Back. They define their work as an 
“experimental laboratory for theatre making”. 
Back to Back, under the direction of Bruce Gladwin,
create new forms of contemporary performance 
that are developed by an ensemble of actors with 
disabilities. The theatre company is one of 
Australia’s most respected, and has received 
17 national and international awards. 

I saw their staggering performance ‘Lady Eats 
Apple’ in Stadsschouwburg (the main theatre of 
Amsterdam), to a sold-out audience, as part of 
Holland Festival, an international arts festival. This 
was a context in which you very rarely see inclusive 
work performed. The high production values, 
aesthetic and vision of the performance made it 
clear what had enabled them to break through 
this glass ceiling so successfully.

Although Back to Back have developed an extremely 
sensitive and ethical approach to working creatively 
with their ensemble, they are rigorous in their pursuit 
of artistic innovation and quality. Bruce spoke about 
deliberately playing with forms that subverted the 
audience’s expectation of theatre, to make room for 
the authentic voices of the ensemble. During ‘Lady 
Eats Apple’, audiences were seated on the stage 
with the performers in the audience. This play with 
perspective was only revealed half way through. 
As well as being an interesting artistic device, it 
avoided the actors being compared to more 
standard performances that might have been 
seen on the same stage the week before. 

13Back to Back Theatre’s ‘Lady Eats Apple’, Wiener Festwochen 2017.  Photo: Nurith Wagner-Strauss

Back to Back Theatre Ensemble, Visiting Artist Week 2017 
Photo: María José Duran Napolitano



Having worked with the same ensemble for many 
years, Back to Back has developed its own unique 
theatrical language rooted in who each performer 
is. This then means that no one could perform this 
work as well as these individuals. 

“Contemporary performance provides an   
  accessible artistic language because it 
  invites participation, can be read from 
  different perspectives, and is honest about
  the group making it.” 
  Tamara Searle, Associate Director, 
  Back to Back Theatre

Seeing Back to Back’s work and being part of 
their excellent week-long mentor programme 
had a big impact on my thinking. In sensory 
performance work the main emphasis is so 
commonly placed on therapeutic benefit. 
Back to Back demonstrated to me the value of 
being unashamedly art-led.

Back to Back Theatre’s Visiting Artist Week 2017. 
Photo: María José Duran Napolitano
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‘In Many Hands’, Kate McIntosh

The performance of ‘In Many Hands’, which I 
experienced at Mousonturm, Frankfurt, was 
non-verbal, highly sensory and naturally very 
accessible. Sitting side by side, audience 
members were gently guided to communicate 
through touch alone. Objects were passed around: 
small, big, heavy, unusual, ordinary, messy, 
humorous, grotesque, personal, bodily. There 
were a wide variety of textures and an assortment 
of smells wafted up our nostrils. Silence was used 
to highlight the embodied sound of the objects. 
The show was designed to be felt not understood, 
to get the audience out of their heads and into 
their hands. The lack of a central narrative left 
space for audience members to follow the path 
of their own curiosity.

Watching a cultured, neurotypical audience being 
utterly transfixed by beautifully lit plastic sheeting, 
which electric fans wafted over their heads, made 
me reflect on the potential of live art to offer 
inclusive theatre experiences. 

The sensory performance and experimental art 
sectors often use shared languages, dealing with 
the visceral rather than the cerebral. However, 
there is rarely a crossover between the audiences 
that attend their shows. There is scope to explore 
models where people with complex needs are 
invited into a wider range of public cultural spaces 
to be part of more integrated audiences. Currently, 
this provision is restricted to large scale relaxed 
performances, usually of musicals or Christmas 
shows. 

By having a wide scope of performance styles to 
experiment with, live art can embolden the sensory 
theatre sector to push the boundaries, take more 
risks, and give us permission to prioritise artistic 
intention.

Kate McIntosh, ‘In Many Hands’
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Hogewey, in Weesp, Holland, is home to 152 
residents, of all social classes, who have later 
stage dementia. Founder Eloy Van Hal showed 
me around the gated community, designed to 
give the residents as much independence as 
possible. There is a theatre, shop, café, 
restaurant, and library, all of which are 
atmospheric and non-institutional. It is striking 
how everyday it feels. “You should have the right 
to continue your life.” Eloy explains. The residents 
can go outside whenever they like, unsupervised. 
They can sit in the sun, (“many of our residents 
are tanned”). This safe space, creates a pleasant, 
non-judgmental living environment. On my visit I 
observed a lady asleep in the street, holding a toy 
cat, and a man who danced along to music played 
by an orchestra shown on a screen in the shopping 
precinct. I am struck by how light and pleasant the 
atmosphere is, there is space for people to be as 
they are.

The meticulous design is impressive, with 
contrasting houses for different personalities and 
values; traditional, cultural, urban and formal. 6 or 
7 residents live in each house and cook types of 
food, watch films, listen to music and even eat 
from crockery that is in line with their values and 
preferences. There are multiple clubs with 
specialist equipment and teachers. Each club 
room is designed to create the right atmosphere 
for this activity, rather than being a multi-purpose 
general use space. There are regular trips out to 
public places like the forest and the zoo. 

This all leads to less reliance on prescription 
drugs, as residents sleep better from being 
busier. Eloy tells me that other care home 
residents spend on average 40% of their time 
in bed. His question is always “but have they 
given them anything to get up for?” 

Individuals who have dementia form the largest group in society with cognitive disabilities. As people’s 
engagement with the world changes with the progression of the condition, they transition from being 
primarily linguistic beings to sensory beings, often becoming non-verbal in the later stages. This can 
create fear around the person and risk them becoming disconnected from loved ones and their community. 

Can sensory performance offer ways that individuals at the later stages of dementia can still enjoy a rich 
cultural life? And does the sensory performance space open up opportunities for re-connection? To 
consider these I visited two leading providers of dementia care and creativity. 

Chapter 4: Audiences with Dementia
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When we first met, Eloy opened with “I must tell 
you, I hate theatre, particularly the kind you 
describe.” He said this with a twinkle in his eye 
which made me really enjoy the challenge of this 
different perspective. He continued “At this stage 
in their life, why would they want to go to 
experimental theatre, to feel like they are being 
experimented on?” I can see his point, Eloy’s 
perspective highlights the need to not assume 
theatre is good for everyone. What I get from 
theatre, others get from being in nature, or from 
spiritual practices. In a cultural landscape where 
artists are under pressure to prove the impact of 
their work to justify public funds, they can risk 
making exaggerated claims about the powers to 
‘heal’ and ‘transform’. Eloy commented on the 
dangers of researchers scientifically proving that 
something ‘works’ for people with dementia, so 
then suddenly it is imposed on everyone with 
dementia, regardless of who they are. His point 
here, is about seeing the individual. Making space 
for self-determination for people at the later stages 
of dementia, particularly if they are non-verbal, is a 
complex process. Yet they must always have the 
choice not to come.

What is really exemplary about the Hogewey 
approach is their attention to atmosphere and 
how the experience of being in the care setting 
makes people feel. They have a sensory room, 
or ‘Snoozelen’, used particularly for those with 
very severe needs. Eloy uses the example of staff 
members taking time with shampoo to wash a 
resident’s hair, to make sure it is a nice sensory 
experience. They place emphasis on the staff’s 
quality of attention in these small interactions. 

Sensory performance work is another way of 
paying attention to someone’s sensory life. 
Creating opportunities for moments of human 
contact and warmth.
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Another example of best practice in the field of 
dementia care, is the work of Anne Basting. Anne 
is a scholar, teacher, activist and artist. She is also 
Artistic Director of Timeslips, based in Milwaukee, 
USA, who “open storytelling to everyone by 
replacing the pressure to remember with the 
freedom to imagine.” Timeslips work with people 
with dementia in residential care settings, turning 
residents into self-functioning storytelling groups.

I was lucky to interview Anne, see her work, and 
hear her inspiring keynote at the SPARK! dementia
arts conference at Milwaukee Museum. Anne’s 
innovative approach came from a response to 
dementia arts work being done in the mid 90s: 
“Everything was reminiscence based, it’s a default 
to heal people by drawing out their memory. I had 
been volunteering in a care community and none 
of the reminiscence stuff was working, people were 
so drugged and the nursing homes I was in were 
such horrible institutional settings that it was inhib-
iting them. I had this moment where I thought ‘let’s 
just make this up’, so I would echo everything that 
came out and it really felt like this process of them 
teaching me a language. That was this shift.” 

This notion of ‘learning a language’ chimes with 
my experiences of sensory performance work. You 
are continually in a process of learning performance 
languages that different audiences will find 
engaging and relate to. However, the emotional 
relationship of the family around the person with 
dementia feels very distinct from my work with 
young people with additional support needs. 

In our shows, families are eager to celebrate the 
present moment as much as possible. Anne 
describes the reluctance to engage with non-
reminiscence-based work for family members who 
“want so badly to see those memories pulled into the 
present.” For this new audience, it seems, you need 
to respect who they are now and simultaneously who 
they were.

Anne Basting, Timeslips

Anne Basting and Ellie Griffiths

The final scene 
of ‘Finding Penelope’
courtesy of Timeslips
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The Penelope Project: ‘An arts-based odyssey to 
change elder care,’ was made in collaboration with 
Luther Manor care community, the University of 
Wisconsin and Sojourn Theatre Company. It was 
a two-year creative process, which culminated 
in a public, site-specific performance at the care 
home called ‘Finding Penelope.’ During the creative 
process students interviewed residents, seeking 
responses to the story of faithful wife Penelope in 
‘The Odyssey’. They found parallels in their own 
lives and used beautiful questions to generate 
content, such as ‘Who are you a hero to?’ 

What is so impressive about this project is the 
scale and artistic ambition. This included opening 
up the care home as a performance space to 
public audiences. The multi-layered creative 
process meant there were entry points for many 
interests and needs. There were sensory tasks, 
such as making an aroma-scape for a scene. 
There were installations made from weaving, which 
worked as both metaphor (Penelope weaves 
throughout the tale), and a tactile creative task. 
One room in the care home even became a 
durational installation, where residents and visual 
artists re-imagined the space as ‘Penelope’s room’. 
Anne’s work represents a balance between art and 
advocacy, reflected in her words 
“It won’t make an impact if it is not a thing 
 of beauty.”

Residents were invited to perform in the show’s 
finale through an open call out each day. Hawaiian 
sign language was used in a call and response 
format so that even non-verbal residents could 
perform. Anne spoke vividly about how one 
resident even came from the hospice to take part 
in this final performance moment. The power of a 
project like this lies in making space for people to 
be listened to and seen.   

There is no doubt that sensory performance has 
enormous potential to translate for audiences 
with dementia and their families. Needless to say, 
this will not be a simple or easy process. There 
needs to be ongoing conversations and careful 
consideration around consent and autonomy. 
However, what both these amazing pioneers in 
the field of dementia proved to me is the universal 
value of giving people space to be who they are in 
that moment. Sensory performances can offer up 
a space for people to connect with each other 
and to the world in a way that is meaningful for 
them.

‘Finding Penelope’ courtesy of Timeslips
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“I don’t think the artist is giving up enough if you don’t let disruption and chaos into your   
  work. Only at that level of vulnerability does the participant feel like they are an equal.”
  Anne Basting



Summary

Sensory performance for neurodiverse audiences is a relatively young field of work and ways of working 
are continually developing. With over 11 million people identifying as disabled in the UK, it is important 
to develop accessible arts practices that makes it possible for every individual to enjoy high quality 
performances in a range of styles and venues, should they wish.
 
This report offers potential new approaches for artists and practitioners working in the sector, or looking to 
diversify and widen their audience reach. It champions a spirit of experimentation, highlighting four key 
areas that offer new possibilities for making performances for and with neurodiverse audiences:

• By finding new ways to collaborate with the people we make work for we may discover new forms  
 that are more representative of diverse perspectives and ways of being in world.

• By embracing new technologies we can find new ways of communicating with neurodiverse 
 individuals and pioneer integrated digital forms of performance. We can also explore interactive 
 performance environments, that enhance the sensory experience 

• By expanding our modes of making, drawing on what live art has to offer, we can make 
 performances which embrace anarchy and disruption for audiences that face multiple restrictions 
 in their day-to-day lives. This emboldens us to create performances where meaning is not 
 transmitted to our audiences, but is brought forth by them.

• By learning the languages of new audiences, such as those with dementia, we can reach a wider   
 range of people, reducing the risk of social isolation.

I have no doubt that the ideas sparked in this Fellowship will sustain me for the rest of my career. I hope 
they also spark new directions for others working in this extraordinary field of work.
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This is a still from a film I made on my return,
 inspired by my Fellowship learnings. 

It was made in collaboration with young 
people with profound autism and film 

maker Geraldine Heaney. 

‘Frame’, made during an artist residency 
funded by Imaginate. 

https://vimeo.com/246575331
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‘The Reason I Jump’ by Naoki Higashida
‘Aesthetics of Absence’ by Heiner Goebbels
‘Beautiful Trouble’ by Andrew Boyd

Websites:
Kate McIntosh:      http://www.spinspin.be/index.php?cat=14
Theater of Research (Sibylle Peters):    http://www.fundus-theater.de/about-us
Polyglot Theatre:      http://www.polyglot.org.au
Arts Access Victoria:      https://www.artsaccess.com.au
Back to Back Theatre:     https://backtobacktheatre.com
Social Sensory Architectures (Sean Ahlquist):   http://www.materialarchitectures.com/social-sensory
Rawcus Theatre:      http://rawcus.org.au
Mammalian Diving Reflex:     http://mammalian.ca
Hogewey:       https://hogeweyk.dementiavillage.com
Timeslips:       https://www.timeslips.org
Red Kite Project:      https://chicagochildrenstheatre.org/redkiteproject

Training:
(Sensory Training) Joanna Grace:    http://www.thesensoryprojects.co.uk
Sensory Spectacle:      https://www.sensoryspectacle.co.uk
(Intensive Interaction) Us in a Bus:    http://usinabus.org.uk
(Dementia Arts Training) Magdalena Schamberger:  http://www.magdalenaschamberger.com/training

Upfront Performance Network:   
www.upfrontperformancenetwork.wordpress.com
Twitter: @Upfrontnetwork
To join the conversation about sensory performance work, search:
Upfront Performance Network (closed group) on Facebook



Travel Itinerary

EUROPE
10th June 2017  Kate MacIntosh ‘In Many Hands’ performance and conversation, 
   Mousonturm, Frankfurt
12th June  Hogewey ‘Inspiration Day’/tour, Weesp, Netherlands 
14th-17th June Stilte Festival (performances of non-verbal theatre for young audiences), 
   Breda, Netherlands
21st-22nd June Sibylle Peters (conversations and observing work), Theater of Research, 
   Hamburg, Germany
24th June  Back to Back ‘Lady Eats Apple’ performance, Stadsschouwburg, Holland Festival
25th June  Robert Wilson ‘The Sandman’ performance, Shauspeilhaus Theater, 
   Dusseldorf, Germany

AUSTRALIA
23rd July  Rawcus Theatre, ‘Fanaticus’, devising workshop, Melbourne
24th-28th July    Back to Back Visiting Artists’ week, Geelong, 
30th July  Rawcus Theatre, ‘Fanaticus’, devising workshop, Melbourne
1st August  Arts Access Victoria, conversations with Rhian Hinkley and team, Melbourne
2nd August  Rawcus Theatre, ‘Songs for a Weary Throat’ rehearsals, Melbourne
4th August  Back to Back, Victoria Theatre forum, Geelong
8th August  Polyglot Theatre, residency at Warringa Park school, Melbourne
9th August  Polyglot Theatre, residency at Warringa Park school, Melbourne
10th August  Artplay - ‘Inside Out’, Melbourne

USA
27th October  Sean Ahlquist (conversations), University of Michigan
31st October  Anne Basting (conversations/observing work), University of Wisconsin
1st November  Timeslips session at St Anne Intergenerational Care, Milwaukee
2nd November  SPARK! Dementia arts conference, Milwaukee
3rd November  SPARK! Dementia arts conference, Milwaukee
4th November  Sami Goodrich (conversations), Stage Right, Chicago
6th November  Jacqueline Russell (conversations), Red Kite Project, Chicago
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Glossary

Definitions:
•  Complex needs: In this context, I am using this term to refer to people who have profound and   
 multiple learning disabilities and/or profound autism.
•  Additional support needs: A broader term for individuals who require support in their learning 
 or everyday lives due to disability.
•  Neurotypical: This term represents what is perceived as the majority, people who do not display   
 autistic or other neurologically atypical patterns of thought or behaviour.
•  Neurodiverse: People who relate the world differently to the perceived majority. This includes those  
 with a learning or social disability.

Note: In order to stay neutral on the debate around person or identity first language, I have used a mixture 
of the two throughout this report.
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