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Image description: In the foreground, a participant in a wheelchair moves forward with their back to the camera, one hand on the wheel. To their left, a 
participant walks alongside in the same direction. On the other side, another participant walks in the opposite direction. 
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Teater Untuk Semua was carried out in two phases. 

 

Phase 1 focused on running the 12-week theatre programme, made possible through the support of the 

Hai-O Arts & Culture Grants, Beatrice Leong, OKU Rights Matter, and Taylor’s University. I am deeply 

grateful for the time, care, funds, and input that helped lay the groundwork during this phase. 

 

Phase 2 is the production of this documentation. While it draws from the learnings and foundations 

established earlier, the reflections, framing, and interpretations in this document are developed and 

authored by the documentation team, and may or may not necessarily reflect the views or perspectives 

of all those involved in Phase 1. 
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ABOUT THIS DOCUMENTATION 
 

This documentation captures the process and learnings from Teater Untuk Semua (TUS), a disabled-led research 

and documentation project dedicated to developing more accessible theatre training and practices. The 12-

week foundational theatre programme brought together 12 participants with diverse disabilities. The 

programme began with an emerging understanding of disability-affirming values and this commitment 

deepened throughout its course. It sought to reimagine theatre training through access, care, and the 

affirmation of disabled identities, cultures, and aesthetics.  

This documentation serves as a resource, to encourage facilitators, educators, theatre companies, and 

practitioners to create more inclusive, accessible, and equitable training environments. It outlines the context 

and core values that shaped the programme, and how they informed the curriculum design, covering voice, 

movement, text, and storytelling that culminated in a Sharing Session where participants performed self-written 

monologues. While its structure mirrored many typical non-disabled beginner programmes, each exercise and 

experiential were adapted through a disability-affirming lens. Exercises were reframed to offer multiple points of 

entry, honour diverse communication and embodiment styles, and reject normative assumptions about pace, 

form, or expression. 

The documentation details both environmental and relational access were intentionally embedded throughout 

the programme: from sensory considerations and room layout, to providing info packets and peer support. The 

insights, highlights, and reflections from each session revealed how intentional pacing, scaffolding, and access 

strategies such as personalised adaptations, co-created support, and multi access points, helped participants 

feel safer, more expressive, and more connected. Relational access, trust, and cross-disability collaboration 

emerged as central to holding the space.  

In addition, the documentation discusses challenges that were also an integral part of the learning process. 

These included environmental access issues, occasional mismatches between exercises and participants’ needs, 

unsuitable access strategies, and unclear expectations around the roles of Creative Support Persons (CSPs). 

These moments required ongoing reflection, collective care, and a willingness to pause, adapt, and recalibrate. 

As both the facilitation and organising teams adapted the curriculum week by week and worked to provide 

better support, the programme evolved into not just a training space, but a living exploration of what access, 

inclusion, and creativity can look like in practice. 

The documentation also outlines how the Sharing Session redefined what theatre can look like when disability 

culture and aesthetics are honoured, when access is embedded not only as a right but also as a creative choice. 

It presents recommendations for access in theatre training which emphasise time, adaptation, and 

communication, and shares positive practices to be instilled. A proposed future design of a cross-disability 

theatre training model is included, featuring various streams. Notably, several participants have since joined 

other professional theatre productions reflecting both their growth and the potential of disability-affirming 

spaces. The final section includes a bibliography of sources that informed the design and writing of this 

programme. 
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Note on Voice 
Throughout this documentation and depending on context, the use of “we” may refer to myself and the Teater 

Untuk Semua organising team, or at times, it may refer to myself, the team, and our facilitators. The use of “I” 

reflects my personal voice and perspective as a disabled theatre practitioner. 

 

Note on Names, Identities, and Gender 
To safeguard the privacy of participants, all names used in this documentation are pseudonyms, and we use 

they/them pronouns and gender-neutral terms throughout. Identifying details have been altered or omitted 

where necessary. This decision was made in consultation with participants to ensure their experiences could be 

shared with care, dignity, and respect. 

 

Note on Sources 
While this documentation is rooted in the process and experiences of the Teater Untuk Semua programme, the 

reflections, frameworks, and language used in the writing, particularly those authored by the documenter, have 

also been informed by the work of disabled artists, scholars, activists, and community collectives. These sources 

helped shape the lens through which aspects of the programme and its learnings were understood and 

articulated. As this is not an academic research paper, a bibliography — rather than formal citation style — will 

be used to list all sources, whether directly quoted or drawn upon. 

 

Note on Use 
If you use this documentation in any way — including but not limited to copying, adapting, teaching, sharing, 

referencing, building upon, or using it as a foundation to inform your own training, access practices, or 

programme/curriculum design — we ask that you honour the work by crediting Teater Untuk Semua project, as 

part of a practice of recognition, continuity, and community. 
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Photo 1 Image Description: A group of around 40 people is gathered on a theatre stage for a group photo. They 

are diverse in age, race, gender, and disability. Some are in wheelchairs, some are standing, and others are 

seated or crouching on the floor. All are smiling and many are holding up the “I love you” hand sign in Malaysian 

Sign Language, which looks like a raised fist with thumb, index finger, and pinky finger extended. A screen behind 

them reads “Q&A Session”. 
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1      INTRODUCTION 

1.1 OVERVIEW OF TEATER UNTUK SEMUA 

Teater Untuk Semua (TUS) is a research and documentation project dedicated to developing more accessible 

theatre training and practices.  

From July to September 2024, we ran a 12-week beginner theatre programme with 12 participants with diverse 

disabilities.  

TUS reimagines theatre training through creative, accessible practices that challenge conventional approaches, 

aiming to empower each participant to cultivate their authentic creative expression, and ultimately hoping to 

transform theatre spaces in Klang Valley into one that truly reflects all voices. This project provided basic theatre 

education and served as a practical exploration of how accessibility can be integrated into creative theatre 

practices.  

This resulting documentation is intended as a set of offerings, recommendations, and insights for theatre 

companies, educators, and practitioners who seek to build more inclusive, accessible, and equitable theatre 

trainings. 

1.2 CONTEXT & BACKGROUND 

Theatre has long been a powerful medium for storytelling and cultural expression, yet many spaces still fall short 

of true inclusivity, accessibility, and equitable opportunities for disabled individuals. Rather than adapting the 

environment to be genuinely inclusive, what is often offered is mere integration — where disabled individuals 

are expected to adapt to settings not designed with their needs in mind. This systemic shortfall limits access and 

stifles authentic creative expression. It places the burden on disabled individuals to navigate and adjust to 

spaces that were never designed with them in mind, rather than shifting the responsibility onto institutions and 

practitioners to create environments that are inherently accessible, equitable, and inclusive. As a result, disabled 

individuals often face additional mental, emotional, physical, and logistical barriers just to participate in artistic 

spaces — barriers that could be removed through intentional design, inclusive practices, and a commitment to 

accessibility. 

Additionally, representation of disability in the arts and media remains scarce in Malaysia, and when it does 

exist, it is often shaped by stereotypes or narratives that fail to reflect the authenticity, richness, and diversity of 

disabled experiences. Disabled individuals are frequently portrayed through an external lens by non-disabled 

individuals, either as sources of inspiration or as symbols of tragedy, rather than as complex, fully realised 

individuals with their own agency and autonomy. These portrayals are often further compromised when 

disabled characters are written and performed by non-disabled actors, reinforcing misconceptions and 

perpetuating exclusion.  

When non-disabled actors take on disabled roles, they often portray disability through superficial mimicry rather 

than lived experience, which can result in exaggerated, inaccurate, or even harmful representations. This 
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distorts how disability is understood by the wider public and reinforces the idea that disability is something to 

be performed or overcome, rather than recognised as a valid and diverse way of being. It also upholds industry 

norms that prioritise non-disabled interpretations of disability, while sidelining disabled artists who are most 

qualified to tell these stories. This lack of authentic representation not only distorts public perception but also 

gravely limits opportunities for disabled artists to tell their own stories on their own terms and to be seen as full 

participants and leaders in the arts. 

Teater Untuk Semua (TUS) emerged as a response to these deeply rooted issues.  

Guided by the social model of disability, rights-based model of disability, and disability justice principles 

including intersectionality, wholeness, and cross-disability solidarity, TUS is built on the belief that every 

disabled individual’s lived experience should be part of, and has the potential to enrich the artistic process. The 

project embraces the whole-person narrative by encouraging participants to express their authentic selves 

without any pressure to conform to conventional standards. 

Thus, our learning approach is founded on four core values. These core values are what shaped how we 

designed the space for creative exploration and learning to unfold. These values guided how we invited 

participants to engage with the process, in ways that honoured their access needs, expressions, and lived 

experiences. 

• Multiple access points: Validating various ways of accessing and engaging in an exercise/experiential. 

• Authenticity: Empowering participants to show up and share their true selves. 

• Whole-person Lens: Honouring each person’s full identity and experiences. 

• Disability Culture & Aesthetics: Understanding the lived experience of disability culture, while 

celebrating the creative expressions that arise from living with disability. 

In addition to our learning approach, the way we operate — how we design, facilitate, organise, and reflect — is 

grounded in the following values: 

• Accessibility: Embedding access into every aspect of space, pacing, communication, and creative 

expression. 

• Inclusion beyond integration: Intentionally designing for diverse disabled participants to be central. 

• Creative expression on one’s own Terms: Honouring diverse expressions, movements, and modes of 

communication, engagement, and expression. 

• Collaboration and care: Fostering a mutually respectful, safe, and supportive learning environment. 

• Reflexivity & learning: Adapting continuously in response to feedback, discomfort, and unexpected 

insights. 

By addressing these systemic barriers and rethinking conventional practices, TUS sought to explore what 

accessibility in theatre training can look like as a creative and structural consideration that we strived to 

integrate meaningfully throughout the process.  

Importantly, as a first-time research and documentation-based project, we recognise that accessibility is not 

something we could simply design once and apply universally. It requires ongoing reflection, collaboration, 
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experimentation, and adaptation. Through this process, we aim to offer insights and recommendations for more 

inclusive, accessibility, and equitable theatre practices, grounded in care, flexibility, and a deep respect for 

diverse ways of being and expressing.  

The documentation from this project is intended not only to reflect our evolving process, but also to serve as a 

resource for theatre companies, educators, performing artists, and cultural workers committed to building 

access-focused creative spaces. 

1.3   KEY TERMS AND CONCEPTS 

The following have been shaped by a range of sources, through both direct quotations and broader conceptual 

influence. All materials that informed these writings on terms and concepts are listed in the bibliography. 

 

Disability 

According to Malaysia’s Persons with Disabilities Act 2008, "Persons with Disabilities include those who have 

long term physical, mental, intellectual or sensory impairments which in interaction with various barriers may 

hinder their full and effective participation in society”.  

The United Nations Convention on the Rights of Persons with Disabilities 2006 states:  

“Disability is an evolving concept and that disability results from the interaction between persons with 

impairments and attitudinal and environmental barriers that hinders their full and effective participation in 

society on an equal basis with others.” 

It also states, “Persons with disabilities include those who have long-term physical, mental, intellectual or 

sensory impairments which in interaction with various barriers may hinder their full and effective participation 

in society on an equal basis with others.” 

Disability Identity 

Disability identity is the way individuals see themselves, their bodies, and their interactions with the world, 

including a recognition of their disability as part of who they are, and a sense of connection or solidarity with the 

wider disability community. Disability identity is cultural, political, and relational — affirming interdependence, 

access intimacy, and collective liberation, while also holding space for those who may not claim the identity. It 

can involve unlearning internalised ableism, reclaiming pride in disabled ways of moving, sensing, and 

expressing, and recognising disability not as a flaw but as a valid and generative way of being, holding 

knowledge, beauty, and creativity. For many, it is also a reclaiming of the body from medical or charity models 

that devalue disabled lives.  

 

Disability Culture 

Disability culture refers to the shared values, perspectives, practices, and expressions that emerge from the lived 

experiences of disabled individuals. It is shaped by a wide range of intersecting identities such as race, gender, 

and class, and encompasses diverse ways of communicating, thinking, relating, moving, and creating. It also 

challenges the dominant notions of physicality and intellectuality, as well as cultural ideals of beauty, autonomy, 
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and value. It continues to shape how disabled people are perceived, recognised, engaged with, and included or 

excluded across different spaces and communities. Representation of disability by Persons with Disabilities is 

therefore, important. 

 

Disability Aesthetics 

Disability aesthetics values the presence and appearances of disability as part of expression. In how they shape 

creative process in relation to artmaking. We ask what new forms emerge when we start with the ways we 

already move, sense, think, and relate? Disability aesthetics embraces the textures, rhythms, access needs, and 

embodied experiences that arise from disability. This includes our ways of being, sensing, relating, moving, and 

the use of assistive devices as central to the artistic language. Disability aesthetics resists narrow ideals of 

beauty and ability, reshaping what is considered art through complex embodiment, care, and access. It is not 

only about what is presented, but how art is made and shared — centering interdependence, access intimacy, 

and adaptation as part of the creative process. 

 

Ableism 

Ableism is a system of beliefs, practices, and structures that value certain bodies and minds over others.  

Talila A. Lewis updated a working definition of ableism on January 2022, developed in community with disabled 

Black & negatively racialized folks: 

 

“A system of assigning value to people's bodies and minds based on societally constructed ideas of 

normalcy, productivity, desirability, intelligence, excellence, and fitness. These constructed ideas are 

deeply rooted in eugenics, anti-Blackness, misogyny, colonialism, imperialism, and capitalism. This 

systemic oppression that leads to people and society determining people's value based on their culture, 

age, language, appearance, religion, birth or living place, "health/wellness", and/or their ability to 

satisfactorily re/produce, "excel" and "behave." You do not have to be disabled to experience ableism.”  

 

Disability scholars such as Tobin Siebers, have included aesthetic dimensions beyond attitudinal or structural 

ableism: how dominant cultural standards of beauty, expressiveness, and capability reinforce exclusion, how 

aesthetic shapes who is seen as valuable, desirable, or capable of creative expression. 

 

Disability-Affirming Approach 

Disability-affirming refers to an approach, mindset, and set of practices that validate, honour, and centre 

disability as a vital and valued part of human diversity. It embraces and uplifts disability identity, culture, and 

aesthetics. It means creating environments, whether artistic, educational, social, or therapeutic, that actively 

support access. It rejects ableism and involves recognising the impact of systemic, environmental, and relational 

barriers. Being disability-affirming also includes listening to and following the lead of disabled people, 

understanding the diversity within disability communities, and challenging societal construct of norms that 

marginalise disabled bodies and minds. It makes room for disability culture, pride, and aesthetics to shape the 

space. An example of a disability-affirming organisation is Phamaly Theatre Company, which places disability 

identity and access at the centre of its creative process. 
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Charity Model 

The charity model views Persons with Disabilities as passive recipients of help, framing disability as a personal 

tragedy and emphasising pity and dependence rather than rights, access, or social change. Based on the Office 

of the United Nations High Commissioner for Human Rights (OHCHR) Training Package on the Convention on the 

Rights of Persons with Disabilities 2024, the quality of “care” is less important here. 

 

Medical Model 

The medical model considers disability as an individual matter or defect/abnormality that is to be cured, treated, 

something to be overcome, or fixed. It overlooks how social, cultural, and physical barriers also contribute to 

disabling experiences. 

 

Social Model of Disability 

The social model sees disability not as an individual matter but as the result of societal, structural, and 

environmental barriers that exclude and prevent full participation and equitable opportunities.  

 

Disability Rights Model 

Based on the OHCHR Training Package on the Convention on the Rights of Persons with Disabilities 2024, the 

disability rights model recognises persons with disabilities as equal rights-holders, calls for the full and equal 

enjoyment of all human rights, and promotes respect for their inherent dignity. It emphasises on equal 

opportunities, non-discrimination on the basis of disability and participation in society. This model sees the 

state, its institutions, and society as responsible for upholding disability rights by enforcing inclusive laws, apply 

policies to raise awareness, ensuring legal equal recognition, and regulating both public and private sectors to 

support full participation in all areas of life, including school, work, family, and community. 

 

Disability Justice Model 

Developed by Sins Invalid, a disability justice based performance collective, the disability justice model goes 

beyond rights and access to centre intersectionality, collective liberation, and leadership by those most 

impacted. It recognises how ableism intersects with racism, classism, sexism, and other forms of oppression, and 

values interdependence, collective access, cross-movement solidarity, cross-disability solidarity, anti-capitalist 

politics, sustainability, and collective liberation. 

 

Universal Design for Learning (UDL) 

Universal Design for Learning is a framework that anticipates diverse ways of learning by offering multiple 

means of engagement, representation, and expression. It shifts the burden from students having to adapt, to 

educators designing access from the outset. 
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Photo 2 Image 

Description: A close-up 

photo two persons in a 

wheelchair, and others 

are seated nearby in a 

theatre space, 

participating in a 

guided breathing 

exercise. Each person 

has one hand  

placed on their chest 

and the other on their 

belly. Most have their 

eyes closed or gently 

lowered, with  

relaxed expressions. 

 

 

 

 

 

 

 

 

 

 

Photo 3 Image Description: A group of around 25 people including participants, creative support persons, 

sign language interpreters, and facilitators are spread out across a wooden floor in a black box theatre 

space, engaging in a movement activity. The group is diverse in age, gender, and disability. Some 

participants are standing, some seated, and one person is using a wheelchair. Most are mid-movement, 

reaching, stretching, or gesturing with their arms. A projected slide is visible in the background. The space 

is lit with ceiling spotlights, and black curtains and panels line the walls. 



 

14 

 

2     PROGRAMME STRUCTURE 

Teater Untuk Semua (TUS) ran as a 12-week foundational theatre programme designed for disabled adults aged 

18 and above, based in the Klang Valley. We opened applications for two weeks and received 26 submissions. 

From these, we selected 12 participants with a range of physical, sensory, and invisible disabilities including 

individuals who are Deaf, Blind, Autistic, wheelchair users, or with Down Syndrome. Selection was based on 

each applicant’s expression of passion, commitment to the process, and dedication in continuing within the arts. 

Our aim was to develop and pilot an accessible, inclusive theatre training programme designed for disabled 

individuals with a creative space that supports authenticity, whole-person, disability culture and aesthetics, 

grounded in care.  

Each week explored various foundational elements of theatre, such as acting basics, voice work, body and 

movement, and storytelling. As the programme progressed, participants worked towards crafting and 

performing short, self-written monologues for a closed sharing session. The structure allowed for gradual 

layering of tools while remaining responsive to the group’s evolving needs. 

The curriculum was designed with the values of our learning approach in mind, particularly the commitment to 

multiple access points, authentic expression, a whole-person lens, and understanding of disability culture and 

aesthetics. Planning began six weeks before the programme started, during which facilitators met to identify the 

core areas to explore, alongside the exercises and experientials that would support them. While the overall 

trajectory of the programme — beginning with foundational voice and movement work and gradually building 

toward self-written text and a possible sharing session — was similar to what we facilitators might use in non-

disabled training contexts, the selection and approach to each exercise and experiential were intentionally 

reconsidered through a disability-affirming lens and guided by our core values. 

Rather than assuming that exercises used in non-disabled spaces would transfer seamlessly into a cross-

disability space, we re-examined each one based on its objective and intention: What was the purpose of the 

exercise or experiential? How is it explored? Does it rely on or reinforce ableist expectations around bodies, 

pace, or expression? Could it be restructured and adapted to offer flexibility, open-endedness, and multiple 

access points—while aligning with our values? 

If an exercise risked reinforcing rigidity or ableist norms, we either redesigned it or explored alternative ways to 

meet its core purpose, developing new experientials that invited diverse forms of access, supported authentic 

expression, and embraced disability culture and aesthetics. Exercises and experientials that did not reinforce 

rigidity or ableist norms were still adapted to ensure access. 

Once the programme began and we had the chance to familiarise ourselves with the participants, we continued 

to meet online weekly to reflect, adapt, remove, change, and evolve the curriculum. These ongoing changes 

were in response to what participants were interested in, what needed to be reconsidered or redesigned based 

on access, what else could be introduced or rethought, and how we could better support participants in co-

creating a more accessible and meaningful space. Even the Sharing Session, where participants performed for 

their families and close friends, was included only after they expressed a desire to do it.  
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Each session was led by the two to four facilitators, supported by at least six Creative Support Persons, and 

shaped by our participants' experiences and needs in the room. 

Programme Structure Summary 

• Duration: 12-week foundational theatre programme, including 2 rehearsals and a sharing session for an 

invited audience. 

• Participant Group: Disabled adults aged 18 and above, based in the Klang Valley. 

• Application Process: Open call for 2 weeks, with 26 submissions. 

• Participants: 12 participants selected based on expression of passion, commitment, and potential to 

continue in the arts. 

o Participants included individuals who are Deaf, Blind, Autistic, wheelchair users, or with Down 

Syndrome. 

• Programme Aim: To develop and pilot an accessible, inclusive theatre training programme designed for 

disabled individuals, while co-creating a space grounded in care that supports authenticity, whole-

person engagement, and disability culture and aesthetics. 

• Content Covered: Foundational acting tools including voice work, body and movement, and storytelling. 

• Final Outcome: Participants developed and performed short, self-written monologues for a closed 

sharing session. This sharing was added only after participants expressed interest, rather than being a 

required outcome from the start. 

• Curriculum Approach: 

o Designed around the four core values of the TUS learning approach: multiple access points, 

authenticity, whole-person lens, and disability culture & aesthetics. 

o Planning began six weeks before the programme start; facilitators identified core areas, selected 

exercises, and examined their alignment with access and anti-ableist values. 

o Each exercise or experiential was examined for its underlying objective and intention and how it 

is explored. The objectives and intentions served as the starting point to determine how the 

activity could be adapted or redesigned to meet the access needs of a cross-disability group. 

o If an exercise risked reinforcing rigidity or ableist norms, we explored alternative ways to meet 

the same objective either by adapting the original or creating entirely new experientials that 

allowed for flexibility, open-endedness, and diverse forms of engagement and expression. 

o Exercises that were already aligned with our values still required adaptation to ensure 

meaningful access. 

o Weekly facilitator meetings continued throughout the programme to reflect, adjust, and evolve 

the curriculum in response to participants’ interests, access needs, feedback, and group 

dynamics. 

• Facilitation: Each session was co-led by two to four facilitators, supported by at least six Creative 

Support Persons (CSPs), and shaped by the participants’ lived experiences and feedback. 
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2.1.   SESSION PLANS 

Our sessions encompassed foundational theatre elements including acting basics, voice work, body and 
movement, and storytelling. Below is an overview of the themes in each session. For detailed session plans, 
objectives, and accessibility adaptations, please refer to Section 4.2.1 to 4.2.12, "Session Adaptations and 
Access." 

 
Session Session Plan 

July 13 Session 1 • Introduction 

• Building Connections and Safety 

July 20 Session 2 • Neutral and Breath Awareness 

• Exploring Relationship to Voice 

July 27 Session 3 • Vocal Exploration 

• Introduction to Monologues 

Aug 3 Session 4 • Vocal Resonance 

• Playing with Tempo 

• Monologue Development 

Aug 10 Session 5 • Embodied Movement 

• Tempo 

• Mirroring 

• Monologue Development 

Aug 17 Session 6 • Deepening Embodied Movement 

• Laban Efforts 

• Monologue Exploration 

Aug 24 Session 7 • Soft vs Hard Focus 

• Inner vs Outer Awareness 

• Sharing Monologues 

Aug 31 Session 8 • Shapes 

• Sharing Monologues 

Sept 7 Session 9 • Exploring Space 

• Group Work 

Sept 14 Session 10 • Performing Monologues 

Sept 26 Session 11 • Rehearsal 1 for Sharing Session  

Sept 27 Session 12 • Rehearsal 2 for Sharing Session  

Sept 28 Session 13 • Sharing Session with a Closed Audience 
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2.2.    ROLE OF CREATIVE SUPPORT PERSONS 

The idea of the Creative Support Person (CSP) role emerged from a dual intention: first, to ensure that each 

disabled participant had a dedicated peer they could turn to for access-related and creative support; and 

second, to build capacity for a more inclusive theatre industry by bringing more non-disabled practitioners into 

direct, respectful, affirming collaboration with disabled artists. 

CSPs were envisioned as companions, not carers. They were peer supports rather than authority figures. We 

wanted to avoid replicating hierarchies in which facilitators might already feel inaccessible or intimidating to 

approach. Having a CSP paired with each participant did help reduce power dynamics and made space for more 

relational, person-centred support. This was especially important in a cross-disability setting where participants 

had varied access needs, processing styles, and ways of communicating. 

Beyond direct support, the CSP role was also a site for mutual learning. Each CSP came from a theatre 

background and brought their own artistic skills and insights. By partnering them with disabled participants, we 

created opportunities for exchange — where CSPs, as theatre makers could learn firsthand how to collaborate 

accessibly and respectfully while our participants can learn from their theatre and acting experience. The hope is 

that this experience will extend beyond the programme: that CSPs will carry what they have learned into future 

projects and spaces, contributing to more disability-affirming practices across the wider arts landscape. 

In sessions, CSPs allowed facilitators to focus on the overall session flow, while knowing that individual 

participants were being supported with care and consistency. While facilitators held the broader arc of the 

programme, CSPs grounded that work through one-to-one relationships and real-time responsiveness. 

We ran an open call for CSPs that required CSPs to be experienced theatre practitioners and were able to 

commit to at least four sessions. We provided a four hours of Disability Inclusion training session that was also 

for the facilitators and our team to align ourselves and ground everyone in key disability justice and access 

principles, including understanding disability models, the bias and the prevalent ableism in society and the arts, 

and supporting without overriding agency while working relationally.  

As the CSP role was new, its responsibilities were not clearly defined from the start. They were developed and 

refined throughout the programme. I extend my gratitude and commend all the CSPs who were part of this 

journey as they intuitively stepped in and out of the role whenever needed. Some of the key contributions and 

roles identified and now defined include: 

a. Peer-based access and relational support 

Offer individualised support based on the participant’s access needs (physical, sensory, 

communication, emotional, or cognitive) while serving as a consistent, trusted presence throughout 

the programme. CSPs build relational safety and help reduce power dynamics by being peers, not 

authority figures. 

b. Creative collaboration and confidence building  

Whenever required, join participants in the exercises to support their creative process without 

directing or overshadowing. Encourage participation, expression, and experimentation in ways that 

affirm the participant’s voice, movements, pace, and style. 



 

18 

 

c. Communication and interpretation support 

Facilitate communication and clarify instructions using the participant’s preferred method, whether 

gestures, drawing, simplified language, or Augmentative and Alternative Communication tools, 

especially during group instructions or abstract exercises. 

d. Environmental and spatial orientation 

Support participants in navigating the physical space by guiding, adjusting seating, or providing clear 

orientation cues, particularly for participants with visual or sensory access needs. 

e. Emotional and sensory co-regulation ally (require more experience and knowledge) 

Offer grounding during moments of sensory overwhelm, emotional distress, or shutdown, respecting 

each participant’s unique regulation tools, triggers, and boundaries. 

f. Observer, advocate, and liaison 

Notice when barriers arise and gently advocate for adjustments by supporting the participant directly 

or communicating with facilitators, once discussed with participant. Share relevant insights to bridge 

understanding between participant and programme structure. 

g. Note-taking 

Offer taking notes for participants so that they can focus on remaining present in the sessions.  

h. Performance and sharing support 

Offer presence, encouragement, and practical assistance during sharing sessions, helping participants 

navigate nerves, cue their pieces, or feel grounded and supported onstage or in front of a group. 

We recognise that responsibilities, particularly being an emotional and sensory co-regulation ally would require 

specific training and care, and may not fall within the scope of a Creative Support Person. While our CSPs had 

given invaluable relational support, we acknowledge and understand that co-regulation is a nuanced practice 

that is beyond a CSP’s training and capacity. In the future, to better support this, we would look into integrating 

support persons with grounding in trauma-informed and neurodivergent-affirming approaches — individuals 

with deeper experience in co-regulation and holding space — especially so that this responsibility does not fall 

solely on participants to self-manage in the space or extend CSPs role beyond their training or capacity. It is also 

worth noting that co-regulation is not about fixing or managing behaviour, but about being present with 

someone through moments of dysregulation, overwhelm, or shutdown in ways that honour their agency and 

needs. Co-regulation or regulation should not also be seen as a standard to meet or a tool for behaviour control, 

but as part of the collective responsibility to foster safe, responsive, and inclusive creative spaces. 

Based on feedback by our CSPs, more training is needed overall, along with at least one dedicated session for 

deeper connection and relationship-building between participants and CSPs. By the end of the programme, we 

learned the importance of ensuring our CSPs feel supported throughout the programme.   

The Creative Support Persons (CSPs) were not just an added layer of support; they were the backbone of the 

programme sessions. Their presence enabled deeper inclusion, trust, and responsiveness within the space. By 

tending to individual needs moment-to-moment, CSPs made it possible for facilitators to hold the broader 

session while knowing that each participant had someone attuned to their pace, comfort, and expression. The 

relational support offered by CSPs grounded the programme in care and safety, allowing participants’ creativity 

and expression to emerge organically and freely (more on relational access in 3.2). 



 

19 

 

The CSP model is not perfect, and will continue to evolve. But what we learned is that accessibility is not just a 

set of tools, it is a way of being in relationship. And the CSP role, at its heart, is about relationship: built on care, 

shared responsibility, and a belief that access is co-created.  

 

 

 Photo 4 (above) Image Description:  A Creative Support Person    
 in a hoodie, gently places a hand on the back of a participant,   
 who wears a striped shirt and hijab and is smiling warmly. They   
 are engaging in a tactile interaction, as part of a guided  
 exercise. 
 
 
 Photo 5 (left) Image Description:  
 A Creative Support Person on the left with a participant on the   
 right in the theatre studio with curtains and wooden flooring.   
 They are standing and smiling widely as they strike expressive,  
 dynamic poses with their arms raised and bent in different  
 directions. 
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3 ACCESSIBILITY PRACTICES 

It is important that access and adaptation strategies are in place so that when our participants enter our space, 

they do not need to worry about whether or not they have access to the toilets, or stress on how to get to the 

space, or if they will be able to follow the exercises and experientials, or if they would face attitudinal barriers in 

the session. 

As Disabled individuals, our participants already face barriers in everyday lives, navigating the world and systems 

that are inaccessible and frequently exclude them. By acknowledging these challenges and proactively removing 

barriers in our spaces, it frees up participants to focus on participating, learning, and creating the work they 

want to do. When inaccessibility and exclusion are too common, it is also easy to feel demotivated and to stop 

showing up. Proactively taking these steps are vital. I hope this helps our readers shift their perspective and 

recognise accessibility as the foundation of any truly inclusive space.  

Throughout the programme, we offered and identified two kinds of access: 

a) Environmental and Structural Access  

b) Relational and Experiential Access  

3.1.   ENVIRONMENTAL AND STRUCTURAL ACCESS 

Environmental and structural access refers to the tangible, physical, logistical, and communication-related 

features that shape the overall space and enable participation. For us, this includes: 

1. Accessible registrations. We worked to remove barriers from the very first point of entry: 

a. Supported registration for Blind community: We visited the Malaysian Association for the Blind 

(MAB) and worked with one of their personnels so that interested Blind applicants could 

complete the form in-person with assistance, rather than relying solely on our Google Form, 

which may be inaccessible to some. 

b. Multiple information poster and application form formats: To ensure screen-reader 

compatibility, our Instagram information poster included image descriptions and alt text. We 

provided links to both a Google Form and a Word-document version of the application form, on 

our Instagram. We also shared both formats in disabled-community WhatsApp groups. For 

anyone requiring assistance with the form, we were available by phone call and remained 

reachable via WhatsApp, email, and Instagram DM. 

 

2. Wheelchair accessible venue and space 

b. Many theatre studios and spaces in the Klang Valley are not fully wheelchair accessible. It is very 

often due to the larger structure of the building they are part of. Sometimes, if there is a lift, 

there may not be an accessible toilet. We enquired and recced several spaces in Klang Valley 

before deciding to collaborate with Taylor’s University, using their Experimental Theatre Studio. 

Taylor’s University has accessible toilets and lifts. We also made sure the floors were not 

carpeted as it would be inaccessible for wheelchair users. The doors to the Experimental Theatre 
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Studio were wide enough for wheelchairs to enter and exit. However, their studio entrance had 

a small bump from the door frame. Together with our access support person, who is also a 

wheelchair user, we measured the studio door entrance and the bump, and decided to get a 4ft 

ramp. While the bump was not very high, we did not want to risk the space being inaccessible. 

3. Participants’ Access Needs and Allowance 

a. Once our participants were selected, we once again outlined the available supports such as 

Creative Support Persons, Sign Language Interpreters, and accessible venue. We invited them to 

share their access needs or if they had any concerns. This early check-in allowed our team to 

plan and tailor supports in place proactively, and helped participants feel supported, and more 

at ease before the sessions began. 

4. Info Packet 

a. Our info packet was sent out digitally, 6 days before our first session, in Easy Read format, 

standard PDF format, and Word document that included image descriptions for screen-reader 

accessibility. 

b. Our info packet included 

i. Location – address of venue, a photo of the Experimental Studio at Taylor’s University  

ii. Directions to the drop-off points at Taylor’s University via LRT train, Bus Rapid Transit 

(BRT), car 

iii. Klang Valley Integrated Transit map  

iv. Image map of Taylor’s University Level 1  

v. Directions from Taylor’s University drop-off points to the Experimental Theatre Studio. 

Videos and photos provided. 

vi. Accessibility details for the venue including Creative Support Persons stationed at drop-

off points to guide participants to the studio; designated OKU parking spots; elevators, 

and accessible restrooms on every floor; and the location of the surau. 

vii. Preparation guide and expectations for participants (what to bring, wear etc) 

viii. Session Schedule and Session Plan 

ix. Information on Facilitators and Team 

x. Safety Guidelines and Community Agreement 

xi. Allowance Fee  

xii. Contact information 

5. Malaysia Sign Language Interpreters. At least 2 interpreters for each session (2.5 hour/session). 

6. Tactile Tape  

a. Tactile tape was placed around the perimeter of the space to provide orientation cues, offering 

tactile information, particularly for our Blind participants and visual structure for the rest of the 

group. 

7. Creative Support Person 

a. These roles were created as a form of peer support for our participants, with the aim of offering 

personalised assistance throughout the sessions. Each role was filled by experienced theatre 

practitioners who could provide both artistic and access-related support. 
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8. Visual Projection 

a. Every session, we provided slides that included the breakdown of the session, and the exercises 

and experientials. We used images, GIFs, and text. These were projected on screen to support 

participants who processed information visually. 

9. Calm Space 

a. We were given a room on another floor to use as a calm space. However, we decided on 

creating the calm space in the Experimental Theatre Studio itself. We felt that having the calm 

space out in another room felt too distant and isolating. 

b. Our calm space was set up in a corner behind the blackout curtains in the studio. It included a 

cosy blanket, a pillow, warm yellow lamps with dim lighting, fidget toys, printed grounding 

resources, and a communication board — offering participants a comforting area away from 

overwhelming sensory input, where they could decompress or use the space in ways that felt 

supportive to them. 

10. Large whiteboard in space 

a. The whiteboard was used as needed to write or draw key information to support visualisation, 

and to indicate seating arrangements at the start of each session. More information on seating 

arrangements in Session 3. 

11. Handheld white boards for CSPs and participants 

a. Whenever needed, CSPs used the small handheld whiteboards to break down instructions or 

clarify exercises for their participants, offering an additional visual and flexible mode of 

communication. 

12. Allowance Fee 

a. The allowance fee was provided for two reasons. First, recognising that disabled individuals 

often face barriers to equitable employment opportunities, it served as a form of support to 

enable their participation in the sessions. Second, as this is a research and documentation 

programme, it was only fair that participants received a fee for their involvement. 

3.2.   RELATIONAL AND EXPERIENTIAL ACCESS  

Relational and experiential access encompasses the interpersonal, emotional, and process-focused adaptations 

that allowed participants to engage in ways that felt meaningful to them. 

While environmental and structural access addressed the physical and logistical foundations of participation, 

relational and experiential access focused on how the space was held, how participants were invited to engage, 

and how access was practiced moment to moment. This can be seen within exercises, interactions, and creative 

processes, for example, if facilitators introduced exercises with sensitivity and context, created layered, multi 

access points, or honoured participant autonomy, and alongside the roles of our Creative Support Persons (as 

elaborated in previous section 2.3) etc.   

We learned that relational access is not a fixed set of strategies, but an evolving and responsive approach. We 

navigated it by rooting our practice in disability justice values such as interdependence, care, and the belief that 
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disabled ways of being, sensing, and expressing are valid in and of themselves, and can offer different ways of 

knowing, creating, and connecting. 

The next entire Section 4 offers a closer look at how these principles were embedded in our creative process and 

session exercises and experientials. 

 

 

 

Photo 6 (left) 
Image Description: A close-up of two barefoot individuals 
standing on a wooden floor. One uses a white walking stick 
and stands beside on black tactile tape strip on the ground. 
A Creative Support Person stands nearby, guiding the 
participant.  

 

 

 

Photo 7 (right) Image Description: A portable metal ramp is 
positioned at a doorway, bridging a small height difference 
between a wooden floor and a tiled corridor. The ramp sits 

on top of a textured mat for stability. 

 

 

 

 

Photo 8 (left) Image Description: Two printed visual aids 
are laid out on a flat surface. The left sheet, titled “When 
I’m upset, I can ask…”, uses simple illustrations to show 
support options like “I need my headphone,” “I need a hug,” 
or “No touching.” The right sheet is a “Star Breathing”  
guide, showing a star shape with breathing instructions   
to help regulate emotions by tracing and breathing in  
and out. These are examples of grounding and  
communication aids that were available. 
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4  ACCESS IN THE CREATIVE PROCESS AND SESSIONS 

4.1 OVERVIEW & APPROACH 

This section outlines how access was embedded into the structure, content, and facilitation of our sessions 

throughout the programme. 

Throughout the programme, we explored foundational voice and movement experientials, alongside the 

process of writing and performing a monologue. Teater Untuk Semua is grounded in the belief that accessibility 

must be central to creative practice. Many participants had never been in an accessible theatre training space, 

and over time, we witnessed their expressive, creative, and personal growth as they engaged in ways that were 

meaningful and self-defined within a space designed to support their access needs. 

Our sessions intentionally embedded access features from the outset. We made ongoing efforts to stay flexible 

and responsive to participants’ needs, holding access as a relational and adaptive process. While the choices 

made were part of a learning process guided by the values of the social model of disability, the disability rights 

model, and disability justice, we acknowledge that we did not always get it right. We remained open to 

feedback, made adjustments where possible and needed, and continued to approach access as a shared and 

evolving responsibility. 

As a starting point, we approached access and adaptation of the curriculum by first identifying the core objective 

of each exercise/ experiential. From there, we explored multiple ways for participants to engage based on their 

needs. For example, in a voicework session, we explored vowel sounds using visual support, mirrors, tactile cues, 

sensation and vibration, and situational associations. 

The following pages document some explorations of each session from session 1 to session 13. They offer  

• a view of some of the exercises and experientials explored  

• the learning objectives 

• the accessibility and adaptation strategies implemented 

• the insights, highlights, and reflections of the session, relating to how access and adaptation impacted 

the participants’ experience and expression. This includes challenges encountered along the way. 
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4.2.  SESSIONS 

4.2.1. SESSION 1 

Introduction, Building Connections and Safety 

Overall Access: Sign language interpretation, tactile space marking, peer-based support from Creative Support 

Persons (CSPs), a calm space, wheelchair access via ramp, visual learning through projection, group 

communication using a large whiteboard, and personalised visual communication using hand-held whiteboards. 

EXERCISES & 

EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Exploring Space To invite participants to 

find comfort and 

familiarity within the 

room, particularly 

supporting Blind 

participants to orient 

themselves. 

a. Tactile tapes were used to mark the rehearsal space to support   

orientation for participants unfamiliar with the room layout,  

including Blind participants. 

b. As participants explored the full space (including the calm 

space) with their CSPs, their CSPs provided verbal descriptions 

of the layout, edges, furniture, and architecture. 

c. Sign language interpreters stayed closed with our Deaf 

participants and their CSPs, providing interpretations. 

Check-ins and 

tactile warm-up 

 

To help participants tune 

into their energy levels 

and connect with shared 

community agreements 

that foster a safe, 

supportive space and 

embraces diverse ways of 

engaging. 

a. Space agreements were verbally introduced and simultaneously  

projected on screen for visual learners. 

b. Facilitators were reminded to consciously slow down their 

speech to support interpretation. 

c. The tactile warm-up used somatic techniques (e.g. tapping), was 

applied sequentially across the body, described step-by-step 

and performed together to support grounding and vagal 

stimulation. This was repeated each session. 

Getting to know 

one another 

Establish a welcoming 

environment and 

facilitate group rapport 

through participant 

introductions. 

a. The group described their own physical traits to support  

visualisation and contextual information for our Blind  

participants. 

b. CSPs to wheelchair users sat alongside them at a similar height,  

to create more comfortable peer-level interaction.  

Name/Gesture 

Game  

 

 
 

Incorporating play to 

facilitate group rapport 

through movements, 

sounds, and names. 

 
 

a. Each participant, facilitator, and CSP shared a movement that  

complemented their name. The group then mirrored it. 

Facilitators and CSPs verbally described the shared gestures for 

Blind participants. Additionally, with consent, CSPs offered 

tactile support by guiding participants' hands or bodies to help 

interpret gestures.  

b. A reminder that there was no expectation or “correct” way of 

expressions. 
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c. Facilitators offered options and invited wheelchair users to co-

create alternative ways of mirroring gestures involving lower 

body parts, encouraging expression that felt natural and 

accessible to them.  

d. Upon noticing different pacing needs, facilitators broke the 

game down into even more structured steps for clarity and 

inclusion.  

Closing A closing space for 

participants to breathe, 

integrate, and reflect on 

how they felt about the 

first session. 

a. Sharers verbally identified themselves before speaking to 

support access for Blind participants. 

b. Gesture-based options were offered for those who preferred 

non-verbal expression. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability 

space invited new ways of engaging and connecting) 

1. When we noticed we were all moving at different paces, we immediately adjusted by making sure the 

exercise were delivered in clearer steps to ensure access for everyone: 

a. The participant would share their name and gesture twice, allowing time for observation, processing, 

and interpretation.  

b. Facilitators, CSPs, and interpreters then supported access by offering verbal, tactile, and signed 

descriptions, while wheelchair users were invited to co-create gestures that felt accessible for their 

bodies.  

c. The exercise concluded with the group being guided to repeat the name and gesture together, building 

a sense of shared rhythm and connection. 

 

2. Session 1 highlighted the importance of pacing and clarity for accessibility. We learned that breaking down 

the exercises were delivered in clear, sequenced steps, supported by both verbal explanations and visual 

aids, was essential in supporting all participants to engage meaningfully. Combined with guidance from 

facilitators and CSPs, it helped reduce confusion, build confidence, creating a more inclusive and cohesive 

learning environment. It set the tone for how we would continue adapting and creating access throughout 

the programme. 

 

3. Two participants, Foo and Eden, expressed feeling nervous, anxious, and excited, noting that this was their 

first time in a cross-disability space. Their previous experiences had been in non-disabled environments or 

among others with the same disability. They shared that the feelings that emerged in this setting were 

unfamiliar parts of themselves they had not had the chance to experience or express before.  

 

Juno, who relies more on lip reading and visual information, expressed relief, reduced anxiety, and joy upon 

seeing information being projected on the screen. Malin, our Blind participant, reflected on how rare and 
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meaningful it was to be in a space where Blind and Deaf individuals could interact, noting how uncommon 

such exchanges typically are.  

 

Another participant, Tan, acknowledged their initial discomfort but also a desire to challenge themselves, 

expressing hope that the supportive nature of the space would give them the courage to step outside their 

comfort zone. Tan also applauded the creation of a space for cross-disability inclusion — something they 

had not experienced before. 

 

4.2.2.    SESSION 2 
Neutral State, Breath Awareness, and Exploring Relationship to Voice 

Overall Access: Sign language interpretation, tactile space marking, peer-based support from Creative Support 

Persons (CSPs), a calm space, wheelchair access via ramp, visual learning through projection, group 

communication using a large whiteboard, and personalised visual communication using hand-held whiteboards. 

EXERCISES & 

EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Acting Basics: 

Finding our 

Neutral 

An exploration of each 

participant’s natural state 

of being relaxed and 

centered, using imageries 

such as “rooted to the 

ground” to support 

physical openness, 

groundedness, and 

readiness.  

a. We reframed the Neutral state through a disability justice lens 

as grounded, centered, effortless, and readiness, not rigid in 

form and posture. Grounded, centered, and ready to mean 

present, aware, and connected to the current moment (self and 

environment).  

b. To explore groundedness, wheelchair users were guided to 

sense the contact points of their seated position, while standing 

participants explored the feeling of their feet connecting with 

the floor, accompanied by grounding imagery. 

c. Somatic techniques were also introduced as alternative ways to 

support access to neutral state. 

Acting Basics: 

Breath Awareness 

Learning to access 

deeper, full-body 

breathing to connect with 

one’s breath as a 

foundation for grounding, 

voice, and presence.  

a. Simplified anatomical visuals of diagphramatic breath were 

projected on screen. 

b. We invited participants to use tactile cues, having hands on 

belly, ribs, chest, and back, to explore the expansion and 

softening during breath. 

Voice Work: 

Differentiating 

Voice & Unvoiced 

 
 

Bringing awareness to the 

different ways the body 

sense, feels, and 

responds when exhaling 

silently (only with breath) 

1. In pairs, participants felt for the different sensations and 

vibrations in the chest, throat, mouth, and nasal area, noticing 

differences between voiced sounds and unvoiced breath 

exhalations. 

2. This exercise was brought in so that participants who were 

newer to voicing, including Deaf participants, can engage 

through vibrations and sensations. 
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versus exhaling with 

sound (voice). 

3. The breakdown of steps of the exercise were projected on the 

screen. 

Dance Circle Use rhythm to build 

group connection and 

synchrony, encouraging 

expression through 

movement, dance, and 

mirroring. 

a. Participants clapped to establish rhythm, providing visual cues 

for Deaf participants. 

b. We provided portable speakers to our Deaf participants to 

access rhythm through vibrations. 

Voicework Explore vocal vibrations 

and vowel sounds 

through, mouth shapes, 

and physical sensations. 

a. Facilitators adjusted the pacing, allowing time for all 

participants to engage in ways that worked for them. 

b. Our Deaf participants engaged visually and through sensations, 

with CSPs and facilitators offering personalised support, 

reassuring that the focus was on exploration rather than 

correctness.  

c. Access was supported through visual and verbal descriptions of 

how vowel sounds are formed, use of mirrors for visual 

feedback, personalised facilitation, and tactile cues. Having 

interpreters nearby also ensured communication access. 

Together, these strategies supported sensation-based learning, 

helping participants explore mouth shapes, breath, and vocal 

vibrations in ways that matched their learning ways. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability 

space invited new ways of engaging and connecting) 

1. In this session, facilitators posed the question “What is your relationship with your voice?” before going into 

any voice exploration. We wanted to practice a trauma-aware and disability-affirming approach that 

recognised voice as deeply personal, political, and shaped by lived experience. In response to this question, 

Juno, who uses a cochlear implant, shared two deeply personal reflections: the first was that, as a Deaf 

person with cochlear implant, Juno was sent for speech therapy when they were younger and remembered 

dreading them. Second, because their voice differs with and without the implant attachment, people often 

ask which is their real voice. Juno noted that only a few closed ones know what their voice sounds like 

without the implant attachment — and that they have never been asked about how they feel about their 

voice, only to choose between the two. So when asked the question “What is your relationship you’re your 

voice?”, it resonated deeply with them. They then shared both versions of their voice — with and without 

the implant attachment — with the group.  

 

We witnessed the impact of practicing a trauma-aware and disability-affirming approach, and starting with 

relationship rather than going straight into technique or exercise. This allowed participants the space to 

reflect and understand where they were coming from and where we facilitators were coming from. I 
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believe this an example of relational access. I think this approach helped counter the societal expectations 

many disabled individuals face to conform to norms of speech, clarity, or fluency. It invited participants to 

engage with voicework from a place of curiosity, ownership, and self-defined meaning. 

 

2. This session once again highlighted the importance of pacing, breaking down activities into clear, direct 

steps, and adapting an exercise to include multi-sensory and entry points that honoured varied processing 

styles and modes of engagement. For participants newer to voicework, including our Deaf participants, the 

emphasis moved away from normative standards of “correctness” toward meaningful, embodied 

participation. This flexible approach, supported by individualised guidance provided each participant the 

opportunity to explore voice in a way that felt authentic and empowering. 

 

3. The Dance Circle exercise was a big learning for us. After a 15-minute break, we sensed that the group 

needed something physically engaging. We introduced the Dance Circle where participants took turns to 

lead movements. However, the quick pace and visual nature of the exercise meant we could not provide 

timely verbal narration and tactile cues, making it inaccessible for our Blind participants to follow the 

movements others led. We apologised to the group and acknowledged this gap, reinforcing our 

commitment to access-aware planning moving forward. 

 

We came to a realisation that we cannot design or facilitate sessions for our Disabled participants in the 

same way we might for non-disabled groups — where exercises can be pulled from a familiar toolbox on 

the spot. We recognised that while we have spent years building tools for non-disabled groups, we must 

now start building an equivalent toolbox designed with Disability in mind. The inaccessibility of this exercise 

stemmed from our lack of thought and the limitations of our training and practices. It became clear how 

easily exclusion can happen — not from intention, but from habit — and how essential it is to actively 

rethink and rebuild our approaches with disability at the centre. 
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Photo 9 Image Description: Two participants stand side by side, mid-vocal expression, with open mouths and engaged 
posture. Others are seated in the background observing or resting. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Photo 10 Image Description: Two people, one a participant and the other a facilitator, sit cross-legged facing each 
other. The participant places her hand on the facilitator’s neck to feel the vibrations of the vocal cords as she hums, 
while her other hand rests on her own neck. Sitting nearby is a Creative Support Person, sit nearby, observing. 
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4.2.3.  SESSION 3 
Vocal Exploration, Introduction to Monologues 

Overall access: Sign language interpretation, tactile space marking, peer-based support from Creative Support 

Persons (CSPs), a calm space, wheelchair access via ramp, visual learning through projection, group 

communication using a large whiteboard, and personalised visual communication using hand-held whiteboards. 

 

For this session, our seating arrangements within a circle were intentionally planned to support better access 

and engagement for everyone. Participants who relied more on auditory information were seated closest to the 

facilitators. Those who relied on lip-reading and visual aids were positioned with a clear view of both the 

facilitators and the projected slides. Participants who engaged through sign language were seated directly 

opposite the interpreters, who were always next to the facilitators, so that they can view both facilitators and 

the interpreters at the same time. 

 

Additional considerations included allocating more space for participants using wheelchairs and participants 

who needed or preferred more space for movement or stimming, while those who benefitted from proximity to 

facilitators for sensory input, grounding, or focus, were seated closer to the midpoint of the circle. CSPs — 

except for those supporting Blind participants with verbal descriptions — were asked to sit just behind the circle 

to avoid overcrowding the shared space. 

 

 

Photo 11 Image Description: A circular seating arrangement is 

illustrated with colours and labels representing individuals. 

Arrangements were made based on individual preferences and support 

requirements, including considerations for sensory needs, visual or 

auditory access, and mobility. 

 

Outside the circle, at the top of the circle is the “Projection Screen”, and 

the “Whiteboard” positioned just below it. Everyone is seated in a circle. 

At the top of the circle, in front of the whiteboard, are the “Facilitators” 

and the “Sign Language Interpreter.” Moving clockwise from sign 

language interpreter are Malin, Remy, Tan, Lola, Abi, Kerry, Alex, Foo, 

Iman, Amy, Juno, and finally Eden, who is seated next to the facilitators. 
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EXERCISES & 
EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Passing movement 
and sound 

A playful ensemble 
exercise exploring voice 
and movement, 
encouraging spontaneity, 
and intuitive response. 

a. Participants took turns creating and passing movement-sound 
combinations. In typical versions of this game, eye contact is 
used to indicate who the next recipient is. To make this 
accessible for our Blind participants or anyone uncomfortable 
with eye contact, we adapted this by encouraging participants 
to call out the name of the person they were passing their 
movement-sound to instead. 

b. When a movement and sound were passed to a participant  
who is Blind, they were invited to interpret the gesture based 
on what they have heard. Conversely, participants who are  
Deaf were encouraged to interpret and recreate their own 
version   of the sound by observing the movement being   
passed to them.  

Text work An introduction to the 
concept of monologues, 
with examples shared, 
encouraging participants 
to reflect on their own 
stories they wish to 
explore and develop 
further. 

a. One of our CSPs verbally translated a monologue read in Bahasa 
Malaysia to English to support a participant who was not 
familiar with Bahasa Malaysia. 

b. Monologues were printed out, and a digital Word document 
version was also sent out to all participants to ensure 
compatibility with screen readers. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability 

space invited new ways of engaging and connecting) 

1. Seating adjustments were made in response to CSP’s feedback, who noticed that some participants had 

some difficulty seeing, hearing, or were unintentionally bumping into others. At the beginning of the 

session, we discussed this with the participants, and at the end of it, they all shared that the arrangement 

made them feel more included and better supported in accessing both the learning and the group 

environment. It highlighted why CSPs are essential, especially when they are attuned and able to advocate 

for change. In large or cross-disability groups, facilitators may not always be able to notice everything, and 

CSPs help hold that detailed awareness.  

 

In many non-disabled settings, these considerations are often not on the radar. Here, we are reminded of 

how easy it is to overlook needs, and just how simple it is to make things more inclusive and accessible. It 

simply requires being present, attuned, and in it with the group. 

 

2. During the Passing Gesture and Sound game, participants who recreated movements based on sounds they 

heard being passed to them (e.g. our Blind participants), or participants who recreated sounds based on 
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movements they saw (e.g. our Deaf participants), produced responses that closely mirrored the qualities of 

the original. This made everyone in the room excited. I think that, beyond inviting playful and spontaneous 

expression — which was our main objective — the group stepped into something deeper: intuitive and 

imaginative engagement grounded in how movement or sound felt, not just how it looked or sounded. I 

believe this moment was possible because the richness of disability was present and fully embraced in the 

space. 

 

3. Also, during the Passing Gesture and Sound game, a participant, Juno, chose to observe rather than join in. 

This choice was respected as a valid form of engagement.  In many typical settings, participants are often 

encouraged to push through discomfort—and while there can be value in that, it is important to recognise 

that Disabled individuals already do this as part of their everyday lives. The expectation to constantly "push 

through" can reinforce harmful norms if not handled with care. Reflecting on this, I think the work is in 

learning when to gently encourage challenge and when to honour the need for pause, knowing that both 

can be part of meaningful participation. 

 

4. Participant Foo related that coming from environments where they were often expected to understand or 

catch up without support, the shift into working in this space was profound. They reflected on how 

impactful it is to be in an environment, like TUS, where things were accessible and that they were not 

expected to already know. Because facilitators broke things down into clear stages, they shared that they 

were able to let go of their defences and fully drop into the process and exploration. This experience 

validated that our approach to pacing, scaffolding, and removing assumptions was cultivating a sense of 

safety and possibility, especially for participants who have long navigated spaces that overlook or dismiss 

their learning needs. 

 

5. While my commitment to understanding disability is ongoing, these experiences in number 1, 2, 3, and 4 

reminded me the importance to have some grounding in the lived experiences of disability or at least an 

understanding of disabled culture when working with disabled communities. This includes understanding 

ableism (both external and internalised), systemic and attitudinal barriers, environmental challenges, and 

the broader political and cultural contexts that shape disabled lives.  

 

Especially in a learning or training space like TUS, access and inclusion must go beyond physical 

considerations—they need to extend into how we relate, support, and hold space for each other. The ways 

a disabled individual might feel safe, seen, or empowered can differ significantly from a non-disabled 

individual. And that matters. It should shape how we design, facilitate, and care for the space and for the 

people in it.  

 

Just as someone working with trauma survivors should adopt a trauma-informed lens, I believe it is a 

responsibility when working with disabled communities, to call for a disability-affirming lens — one rooted 

in care, understanding, and intentionality. To me, a disability-affirming lens is a way of approaching this 

work with an understanding that disability is more than a personal or medical condition. It is also a social, 

political, and cultural experience that shapes how people move through the world. 
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4.2.4.  SESSION 4 
Vocal Resonance, Playing with Tempo, Monologue Development 

Overall Access: Sign language interpretation, tactile space marking, peer-based support from Creative Support 

Persons (CSPs), a calm space, wheelchair access via ramp, visual learning through projection, group 

communication using a large whiteboard, personalised visual communication using hand-held whiteboards, and 

pre-planned seating arrangements. 

EXERCISES & 

EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Tempo  To explore rate of speed, 

rhythm, and focus 

through movement. 

a. Before the exercise began, we projected GIFs to visually 

explain and model the different tempos. They were  

b. For safety, the entire group was split into two. To minimise 

collision risk, our Blind participants were placed in a different 

group from our participants using wheelchairs. 

c. As the group moved through the space during the experiential 

activity, two sign language interpreters were positioned on 

either side to ensure Deaf participants had consistent access 

to instructions. 

d. Our Deaf participants and our Blind participants were 

supported by their CSPs, moving together with them in the 

space. 

e. Instructions were broken into smaller sequential steps to  

allow cues to be clearly interpreted and received. CSPs then 

provided tactile and visual prompts for our Deaf participants 

— tapping on their shoulders to indicate a change, holding up 

tempo numbers, or directing them to look at interpreters for 

sign language interpretation of imagery cues (e.g., “move like 

a turtle”). 

f. CSPs accompanied Blind participants, offering safety cues 

through verbal description and touch (e.g. a gentle tap on the 

shoulder when approaching obstacles), while tactile floor tape 

marked spatial boundaries. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability space 

invited new ways of engaging and connecting) 

1. During our check-in at the start of the session, participants shared personal reflections on sound, identity, 

and self-expression. Our participant, Lola who experienced sound sensitivity, asked if anyone else 

experienced it too, expressing curiosity about how others navigate loud environments. In response, Alex, a 

participant wearing a cochlear implant, shared their love for loud sounds because they can also physically 

feel the vibrations — offering a contrast that expanded the group’s understanding of sensory differences. 
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Eden reflected on their evolving relationship with voice, describing how becoming Blind had shifted their 

internal world. They shared that these sessions gave them a new sense of bravery and expressiveness. Foo 

spoke about letting go of the pressure to meet others’ expectations, finding more self-acceptance, and 

being able to quiet the internal noise that used to fill their thoughts.  

 

Juno who chose to observe the Passing Gesture and Sound Game in Session 3 shared that for the first time 

in over 20 years, they felt able to say “no” and have it accepted without question. They shared that this 

experience of having their autonomy respected rippled into other parts of their lives, where they found the 

courage to speak about long-held feelings of similar situations. It was a moment of reclaiming personal 

agency and Juno navigated the session with a renewed sense of presence.  

 

Remy on the other hand, spent the entire reflection section in the calm space, peeking out occasionally to 

ask questions or chime in. Their quiet, observant engagement served as a reminder that participation and 

presence can take many valid forms. 

 

What struck us was how these layered, honest sharings seemed to emerge. Was it because the space was 

intentionally created for them? Personally, as someone who has been facilitating sessions for many years, I 

think these stories could not have surfaced in a typical setting that was not designed with them in mind. 

The felt sense of safety would not have been there for them to share themselves. on a personal account, As 

a disabled person who has often been in typical theatre spaces, I’ve never felt able to share anything 

related to my disability.  

 

2. During the tempo exploration, participants — especially those who preferred visual learning — responded 

with enthusiasm and laughter when we introduced the exercise using cheeky GIFs. The visual cues made 

the concept immediately relatable, and many jumped in eagerly to demonstrate the tempos. In more 

conventional theatre settings, tempo exercises often lean toward seriousness and intense focus — which 

certainly has its place. There really is no better or worse way to learn — just different ways. Witnessing how 

something as simple as a GIF could shift the room’s energy was a meaningful reminder that access also 

means joy and connection. 

 

3. During the tempo exploration in space, we noticed that Foo and Tan, both wheelchair users, often 

remained at the periphery. When asked, they shared that they were concerned about bumping into others. 

Facilitators gently encouraged them to explore the full space and openly reminded everyone that spatial 

awareness was a shared responsibility. Even though the invitation led to a slight shift, with both 

participants beginning to explore more confidently toward the centre, they did share that the space still felt 

a little too small. 

 

While we had already taken steps to support physical safety — such as splitting the group in two — we 

learned that planning alone is not enough. We need to test, notice, and adapt in real time. Following this, 
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we made a note to be more intentional about spatial planning for dynamic, full-room exercises in future 

sessions. 

 

4. Participants shared personal takeaways from the Tempo exploration that revealed how movement 

supported reconnection with their bodies. Foo expressed that the variety of tempos and accompanying 

prompts for different expressions and situations helped them to shift out of overthinking and into being 

present in their body and in the space. They shared that having been using a wheelchair for a long time, it 

has made them sometimes forget the expressive potential of other parts of their body like their hands and 

face. Observing another participant, Kerry’s animated movements reminded Foo that they, too, could 

inhabit other parts of their body. The experience encouraged them to let go and move with greater 

confidence. 

 

Eden shared that the exercise helped them access something they had been struggling with — slowing 

down. Since becoming Blind, they shared that they had trained their body to remain constantly alert and 

hyper-aware of their surroundings, which made it difficult to pause. The tempo exercise gave them a safe 

space to slow down, explore that experience in their body, and connect with a sense of ease. 

 

5. During the monologue sharing, Malin presented a piece that included references to an accident, injury, and 

sadness. Remy experienced visible discomfort in response. We paused to clarify that the story was fictional 

and gave Remy space to express how they were feeling. Although we offered reassurance, we felt that the 

discomfort lingered. As facilitators, we were not entirely sure what the right response should be. We 

considered offering Remy the option to step away but worried that might feel isolating or exclusionary. At 

the same time, we did not want to censor Malin’s creative voice. There was no tidy resolution. And 

truthfully, if something similar were to happen again, we still probably would not be certain as to what the 

best response is. Perhaps, with time and continued relational-building, we would grow to better 

understand the kinds of stories or themes that can be difficult for each participant and would be able to 

better prepare and plan. Now that we know how stories like Malin’s can affect Remy, we can gently check 

in beforehand, let them know what to expect, and offer options such as stepping out, staying with support, 

or suggesting their own preferred way to navigate the moment. 

 

When I told people I was creating a cross-disability programme, I was often met with a question that seems 

to stop many from creating cross-disability spaces: What happens when needs, responses, or boundaries 

clash and do not align? At the time, my honest answer was, “I don’t know”. 

 

Now, having completed the programme, my answer is still I don’t know, but more importantly, I feel that 

should not be the question at all. Yes, it is important to think ahead and plan for safety, but clashes will 

happen. That is simply part of being in a cross-disability space. In fact, clashes of needs happen in non-

disabled spaces too. What matters more is our willingness to stay with the complexity, sit with the 

discomfort of not knowing, and remain in relationship — even when we do not have all the answers. We 

may not always get it right. But if we stay committed to learning, adapting, and holding space with care for 
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one another, I am certain that we will continue finding ways forward — because we are learning how to be 

in it, together. And the more we stay in it together, the more we learn, the more we know how. 

 

 

 

 

 

 

 

 

 

 

Photo 12 Image Description: A Blind participant smiles 
as they explore tempo by walking along their lane. A 
Creative Support Person follows slightly behind, ready to 
tap their shoulder in case they approach any obstacle. 
They are both walking forward, facing us, the viewer. 
The photo is taken from behind a person whose shoulder 
and head are partially visible in the foreground. this 
person is calling out the participant’s name to provide a 
verbal-auditory cues. For context, refer to Session 5. 

 

 

 

 
 

 

Photo 13 Image 
Description:  
As part of a group tempo 
exercise, five participants 
move across the room in a 
focused, steady pace — 
three walk barefoot, and 
two use wheelchairs. Four 
of them move toward the 
camera, while one 
wheelchair user moves 
away from it. 
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4.2.5.  SESSION 5 
Embodied Movement, Tempo, Mirroring, Monologue Development 

Overall Access: Sign language interpretation, tactile space marking, peer-based support from Creative Support 

Persons (CSPs), a calm space, wheelchair access via ramp, visual learning through projection, group 

communication using a large whiteboard, personalised visual communication using hand-held whiteboards, pre-

planned seating arrangements, pre-session briefings for wheelchair users, and adjusted spatial planning. To 

note, we were moved to a smaller space in a classroom for this session. 

EXERCISES & 

EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Body organisation 

 

 

 

 

 

 

 

  

Drawing from 

dance/movement 

therapy, this experiential 

encourages embodiment 

and integration of total 

bodymind connectivity 

and rhythm—supporting 

participants in becoming 

aware of how their 

bodies organise in 

motion, deepening 

presence, and moving 

with greater ease. 

a. Participants using wheelchairs were invited to arrive earlier  

for a pre-session briefing and chat. Facilitators introduced the 

concept of body organisation (e.g. exploring Upper-Lower), 

explained how the experiential would be run, and invited 

them to discuss how they could interpret these patterns in 

ways that made sense for their own bodies and movement 

possibilities. For example, when exploring the body’s Lower 

half, they could explore moving their wheelchairs or explore 

movement using any part of the lower body that felt available 

or comfortable for them. 

b. Visuals and short prompts were projected on the screen. 

c. Portable speakers were given to our Deaf participants to 

access vibrations. At the start of the music, the group clapped 

to the beat to provide a visual cue, allowing everyone, 

including our Deaf participants to be in a shared rhythm 

together. One of our facilitators stayed in the circle,  

continuing to clap throughout.  

d. CSPs with Blind participants offered additional personalised 

support through verbal and tactile cues, helping them engage 

better with the movement exploration. 

e. This experiential was repeated every session after. 

Tempo Lanes  

 

 

 

 

 

Building on previous 

work around neutrality 

and groundedness by 

exploring moving/walking 

through different tempos 

and focused lanes. 

 

 

a. The group was split into three. 

b. We used tactile tape to mark the lanes, providing clear spatial 

orientation. 

c. For safety, the lanes width was adjusted for wheelchair users; 

while our Blind participants were placed at the corner lanes 

(pre-discussed with them).  

d. A sign language interpreter was positioned at the end of the 

lane to provide visual access to prompts. When participants 

started moving from one end to the other, one Deaf 

participant suggested having a second interpreter or cue-giver 
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at the opposite end to maintain continuity. This adjustment 

was made and greatly improved access. 

e. For our Blind participants, CSPs initially followed closely 

behind. Later, CSPs were stationed at either end calling out 

their names to support orientation. Our Blind participants 

shared that this approach proved more effective. 

f. CSPs or facilitators accompanied participants who wanted 

extra support, including modelling slow tempo and offering 

one-to-one guidance. 

Mirroring To encourage presence 

and connection by 

attuning to and moving 

with another person’s 

rhythm, expression, and 

shared space. 

1. The exercise was done in pairs. 

2. Prior to the session, facilitators and participants using 

wheelchairs discussed on adaptive strategies. They were 

encouraged to interpret and mirror in ways that made sense 

to them (e.g. interpreting using upper body, facial expressions, 

or movement of wheelchairs). 

3. For our Blind participants, the exercise was adapted to a palm-

to-palm approach. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability space 

invited new ways of engaging and connecting) 

1. Having had the brief discussion with participants using wheelchairs about the Body Organisation 

experiential before the session, participants shared that having had time and space to know what to expect 

helped them feel more ready and confident to explore during the experiential. When it came to the 

prompts to turn and swing, they joyfully spun and moved in all directions as the group cheered them on. 

Facilitators, in turn, felt more prepared to support the exploration, as some understanding and perspectives 

had already been shared in advance. 

 

2. Malin shared that while they enjoyed moving through faster tempos during the lane activity, they initially 

felt apprehensive about navigating the lane. Their confidence increased when facilitators placed callers at 

each end of the lane to help guide them. This small change in structure reinforced how thoughtful 

adaptation can make a big difference in supporting participants to take risks and explore. 

 

3. Foo reflected on their past experiences in workshops with non-disabled individuals. where they were often 

overlooked during partner-based activities and would end up having to pair with a family member. During 

the mirroring exercise, when participants were invited to find a partner, they were moved by how naturally 

others chose to pair with them. During the session closing, the group reflected on how being in a cross-

disability space, where access needs are affirmed and diverse ways of engaging are recognised, allowed 

moments like this to unfold, offering a deep sense of validation and belonging. 
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4. While we intentionally invited our participants using wheelchairs to explore alternative ways of mirroring 

lower-body movements — supporting them in discovering new expressive possibilities within their own 

bodies — their partners also adapted by sitting or kneeling to move at a similar level. We chose not to 

intervene, recognising that these moments reflected care, mutual responsiveness, and how access can also 

be co-created relationally among peers. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Photo 14 Image Description: Two participants mirror each other’s forward-reaching  
movements. The participant on the left is seated on a chair, the other on the right is in a  
wheelchair. Their arms extend toward the floor in a similar gesture. 
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4.2.6.  SESSION 6 
Deepening Embodied Movement, Laban Efforts, Monologue Exploration 

Overall Access: Sign language interpretation, tactile space marking, peer-based support from Creative Support 

Persons (CSPs), a calm space, wheelchair access via ramp, visual learning through projection, group 

communication using a large whiteboard, personalised visual communication using hand-held whiteboards, and 

pre-planned seating arrangements. 

EXERCISES & 

EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Efforts Explore the qualities of 

movement through the 

Laban Efforts: weight, 

time, space, and flow — 

helping participants 

explore their movement 

vocabulary and 

embodied expression. 

a. To support a range of processing and learning styles, 

facilitators introduced each effort element one at a time,  

using clear verbal explanations, supported by concise,        

easy-to-digest written explanations and visuals/GIFs projected 

on the screen. 

b. Participants first explored each element within a circle, as a 

scaffold and structure before expanding to the open space 

c. Sound and voice cues were used in some of the exploration so 

that our Blind participants can choose to navigate the space 

on their own.  

Text Work Participants continue to 

develop and share their 

self-written monologues, 

with space for supportive 

peer feedback as they 

practice storytelling. 

a. Sharing was done in a frontal/proscenium arrangement to 

help participants get used to the sharing showcase format. 

b. Participants who were nervous received grounding support 

from facilitators, who stayed beside them momentarily before 

gently stepping away. 

c. Some participants and their guardians chose to leave early to 

support individual pacing and rest needs. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability space 

invited new ways of engaging and connecting) 

1. We have been starting with the same Tactile warm-up each week to build consistency and predictability 

into the structure of our sessions.  This seemed to have fostered a sense of safety, familiarity, and 

confidence for our participants. In this session's, Remy began chiming in instructions to the group, “Tap 

your shoulders, just like this, everyone.” We gently invited Remy to lead further by asking, “What happens 

next? Which part of our body do we tap now?” Remy responded with excitement, stepping into the 

leadership role with pride. I witnessed how structure supports access and invites individuals to take up 

space in ways that can feel meaningful and empowering. 

 

2. I reflected on the role of scaffolding and intentional structure — what their function is and how vital they 

are in a cross-disability learning space like ours. While step-by-step guidance is also used in many 
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educational or creative settings, I have come to see how essential it is here, where different participants 

engage with the world through different sensory, cognitive, and embodied realities. 

 

In our exploration of Laban’s Efforts, we introduced each Effort one at a time, beginning within a circle 

before expanding into open space. This was not just a pedagogical choice, but an access-based one. The 

circle, often used as a communal shape, created predictability, supported co-regulation, visual orientation, 

and established a shared rhythm. Together with visual aids, verbal explanations, GIFs, and digestible cues, 

they helped reduce cognitive load and gave everyone a foundation to build from. 

 

While planning for these sessions, I get asked why we needed to plan in such detail and control? With our 

years of facilitation experience, could we not just outline the session and let it flow on the day? I could not 

articulate why back then. But I understand now. Detailed structure was not about control; it was about care 

and structure – it is a bridge. It helps our participants feel safe, supported, and confident. It lays the 

groundwork and once that groundwork is in place, spontaneity and creative freedom become more 

accessible, and emerge more equitably.  

 

Each participant can participate from where they were at, with less fear of “doing it wrong” or being left 

behind. And I saw it in the room. One of our participants, Tan, explored the Indirect Space Efforts with a 

sense of freedom wheeling between others, rolling up and down the ramp. When exploring Direct Space 

Effort, Eden, who is Blind, ran directly across the circle, towards the person calling their name. When it was 

Abi's turn, they walked round the circle a few times, which reminded me that someone's "Direct" and be 

someone else's Indirect Space Effort.   

 

In a space like ours, where we work with participants with various disabilities for the first time, I think that 

intentional structure and scaffolding is one way we can make sure that freedom, expression, and joy are 

not privileges, but shared possibilities open to all. 

 

 

 

 

 

 

 

 

           Photo 15 Image Description: Participants stand in a semi-circle with arms extended upward  
           and outward in a movement exercise. 
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4.2.7.  SESSION 7 
Soft vs Hard Focus, Inner vs Outer Awareness, Sharing Monologues 

Overall Access: Sign language interpretation, tactile space marking, peer-based support from Creative Support 

Persons (CSPs), a calm space, wheelchair access via ramp, visual learning through projection, group 

communication using a large whiteboard, personalised visual communication using hand-held whiteboards, and 

pre-planned seating arrangements. 

EXERCISES & 
EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Soft vs Hard Focus To introduce soft and 
hard focus as embodied 
states of attention to 
help participants deepen 
presence and 
responsiveness by 
noticing how shifts in 
sensory awareness shape 
their connection to self, 
others, and space. 

a. In conventional settings, soft and hard focus are often 
explored through visual attention alone. To create multiple 
access points, we split this experiential into two: the first, to 
engage participants who process primarily through sight, and 
second, to engage participants who relate more through 
sound and hearing. 

b. Facilitators met with our Blind participants ahead of the 
session to explain the experiential and invite their input. 

c. Visuals and concise bullet point information were projected. 
Visuals were also verbally described to our Blind participants. 

Internal vs External 
Awareness 

To explore, develop, and 
differentiate ways of 
grounding, attention, and 
focus. 

a. Participants explored internal awareness with eyes closed 
(excluding Deaf participants, for whom closing eyes was 
acknowledged as potentially unsafe). 

b. Example visuals of internal awareness and external awareness 
and concise information were projected. Visuals were also 
verbally described to our Blind participants. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability space 

invited new ways of engaging and connecting) 

1. We did continue exploring Body Organisation as per previous sessions, and, with full consent, tried a new 

support method in which CSPs partnering with our Deaf participants tapped their shoulders to the beat, 

providing a tactile cue to maintain rhythm and group connection. Kerry, a Deaf participant, shared that 

even though they could not hear the music, the experience of moving, dancing, and improvising during the 

Body Organisation in a group felt freeing. Foo, a wheelchair user, reflected that while people would dance 

with them at events, they often kept a cautious distance. When a facilitator entered their space and moved 

alongside them, it felt like they were truly dancing together for the first time. 

 

2. A CSP gently reminded me as I was facilitating, to stay within view while speaking, as their participant relies 

on lip reading. The participant had been absent for a few weeks, during which I had become used to moving 

more around the space. It was a valuable reminder to remain conscious of who is present and their access 

needs—and a good example of how open reminders can help maintain inclusive practice. 
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3. Session 7 brought rich conversations about how we experience and interpret the world through our senses. 

It offered a glimpse into the richness of disability culture and aesthetics.  

 

Conventional theatre settings often privilege sight. However, in a cross-disability space like ours, 

participants’ dominant sensory profiles and interpretations vary greatly. Our Blind participants responded 

to sound-based explorations. As other participants play percussion instruments, they sifted through layers 

of percussion sounds to track a single sound and rhythm for “hard focus,” while letting go into the 

soundscape for “soft focus.” Meanwhile, both of our Deaf participants reflected on their strong visual 

orientation, noting that they navigate the world more through soft focus, as they feel the need to take in 

more information of their surroundings. They also noted how if they are not able to see someone, the 

sudden tactile cues (like shoulder taps) could be startling when unexpected. 

 

What stood out was how natural, intuitive, and fluid our participants were in shifting between soft and hard 

focus. We observed that, compared to non-disabled actors, participants in TUS seemed more attuned to 

perceiving and moving through the world with their full bodies, across senses, and greater multisensory 

awareness. This very ease however, reveals a tougher reality: the fluidity we observed reflects how many 

Disabled bodies must, out of necessity in a world not built for them, remain constantly aware, vigilant, and 

attuned to their environment to navigate safely. These lived experiences are something organisers and 

facilitators should be aware of, which brings me to my next reflection point.  

 

4. In a cross-disability learning space like ours, sensory-based activities are not just creative tools. They are 

essential access points. Many participants already navigate the world with greater sensory awareness, 

whether through touch, vibration, sound, or a need to constantly adapt to non-accessible environments. 

Sensory experience is shaped by lived reality, not just anatomy. Because our participants already live in rich, 

sensory-tuned bodies and minds, engaging with these exercises naturally surfaced emotional truths.  One 

participant, Foo felt spasms in a part of their body affected by past medical trauma. Foo shared it to be a 

rare but an exciting reconnection since sensing this part of their body is usually inaccessible. Eden 

experienced vivid memory of a life-changing event during internal sensing. They then used external sensing 

to ground themselves.  

 

These moments taught us that working with the senses in a disability-affirming space, while powerful, 

requires care. Accessing the body through sensory awareness may very easily and unintentionally open up 

difficult memories or emotional associations. Facilitators must be prepared to hold space gently and flexibly 

— with consent, sensitivity, and care — recognising that this work can stir personal histories. 
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Photo 16 Image Description: Three participants sit in a relaxed position, with eyes closed during the Internal vs 
External experiential. Two participants are seated on the floor back-to-back, another is in a wheelchair with arms 
gently extended to the sides.  

 

 

 
Photo 17 Image Description: 
Three people explore shape  
With their bodies. The participant on  
the left stands with their body and arms 
stretched forward; the participant in  
the middle sits on a mat, arms  
extended in front with bent elbows  
and wrists; a Creative Support Person  
on the right explores shape with their  

palms pressed together. 
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4.2.8.  SESSION 8 

Playing with Shapes and Performing Monologues 

Overall Access: Sign language interpretation, tactile tape to mark the space, Creative Support Persons (CSPs), a 

calm space, a ramp for entering and exiting, a large white board, handheld white boards, pre-planned seating 

arrangements, and a mat to support a participant using wheelchair to alternate between their chair and the 

seats in the space. Portable coolers were provided to replace the air conditioning, which was switched off for 

the public holiday. 

EXERCISES & 
EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Shapes Exploring the body’s 
expressiveness through 
contrasting shapes and 
the interplay of 
movement and inner 
states, followed by 
collaborative shape-
making. 

a. For greater comfort and flexibility, one of our participants, a 
wheelchair user, opted to use the mat during the individual 
portion of the exercise.  

b. Prompts were announced verbally and projected as text on 
the screen. 

c. Prior to group work, the facilitator consulted with Deaf 
participants and the sign language interpreters to identify 
optimal support strategies. Ultimately, the interpreters stood 
by but were not required, as communication flowed 
organically through gestures within the participants in their 
groups.  

d. One shape prompt “spider” was skipped after a participant 
shared their sensory discomfort with it. 

e. A CSP closely supported a semi-speaking participant by 
providing personal support and interpretations throughout 
the group exercise. 

Text Work To continue developing 
their self-written 
monologues and begin 
performing them in front 
of peers—bringing their 
stories to life using voice, 
movement, and presence 
in a supportive group 
setting. 

a. Participants were given some time before the sharing to 
practice on their own. 

b. Sharing was moved outdoors. It was done in a 
frontal/proscenium arrangement to help participants get used 
to the final sharing format. 

c. Some participants and their guardians chose to leave early to 
support individual pacing and rest needs. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability space 

invited new ways of engaging and connecting) 

1. On the day of the session, the air-conditioning in the studio was switched off due to a public holiday. 

Though four portable coolers were provided, they were not as effective in cooling the space. After 
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completing the Shapes exercises, which required a more contained environment, we made the collective 

decision to move outdoors. 

 

The shift was carried out swiftly and thoughtfully. The operational team, facilitators, and CSPs coordinated 

the move, with CSPs offering personalised support such as guiding our Blind participants to the new 

location. This moment was a reminder of the shared adaptability and care embedded in our team and 

community. Access does not always come from perfect planning, but from the willingness to collectively 

respond together with awareness and respect. 

 

2. Despite the heat, the group shape-making exercise was filled with energy, laughter, and connection. Our 

CSPs participated but was instructed to not lead, ensuring space for participants to take initiative. What 

unfolded was a dynamic cross-disabilities exchange: sighted participants described visuals and guided their 

Blind peers; CSPs closely supported their semi-speaking Autistic participant; and participants used gestures, 

speech, rhythm, and intuition to communicate with one another. Everyone negotiated, adapted, supported, 

and responded with care. The exercise highlighted the collaborative, collective trust, and creative 

interdependence that had been built over the weeks. 

 

3. During the group shape-making exercise, participants took turns leading — some with gestures, others with 

speech or intuitive movement. One striking moment came when our Deaf participants instinctively guided 

and led the formation of shapes entirely through gestures, without relying on interpreters. Their peers 

responded, understood, and followed along seamlessly.  

 

Communication in the space had clearly evolved: participants were connecting with one another using 

shared gestures, embodied expression, and relational cues. It reminded us that leadership can take many 

forms — not always verbal — and that access can emerge through the relationships we build. In a space 

shaped by trust, responsiveness, and play, leadership flowed naturally between participants, regardless of 

each participant’s mode of communication or movement. 

 

 

 

 

 

 

 

Photo 18 Image Description:  
A group of five, consisting participants and 
Creative Support Persons forms a creative 
group shape of a ‘dinosaur’, each striking 
expressive poses in a playful, sequential 
arrangement. One holds a folded fan, another 
crouches with clawed hands, while one lifts a 
leg behind.  
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Photo 19 Image Description:  
A group of four, consisting participants and 
Creative Support Persons, form a layered 
group shape of a ‘dragon’, beginning with a 
person in a wheelchair at the front, smiling 
and extending her arms dynamically. Three 
others pose closely behind her with 
outstretched arms in different directions, 
creating a sculptural formation.  

 
 

Photo 20 Image Description:  
A facilitator wearing glasses and smiling 
stands on the left, facing a participant in a 
hoodie and glasses. They smile widely as 
they give each other a high ten. 
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4.2.9.  SESSION 9 
Exploring Space with Shapes and Group Work 

Overall Access: Sign language interpretation, tactile tape to mark the space, Creative Support Persons (CSPs), a 

calm space, a ramp for entering and exiting, a large white board, handheld white boards, pre-planned seating 

arrangements, and a mat to support a participant using wheelchair to alternate between their chair and the 

seats in the space. 

EXERCISES & 
EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Exploring Space 
with Shapes 

Encourage spontaneous 
embodied storytelling by 
moving in shapes along 
pathways and levels. 

a. CSPs demonstrated the exercise, modelling movement from 
one end of the room to the other. We repeated the 
instructions twice to allow time for interpreters to translate 
and for participants to follow. 

b. Facilitators and CSPs stood at the endpoint of the pathway to 
provide clear orientation using visual, verbal, and physical 
cues. This was to support participants with visual and 
processing access needs. 

c. Names were gently called out to support participants who 
navigate spatial orientation through auditory input, including 
our Blind and Neurodivergent participants. 

Group Text Work Provide focused support 
through small-group 
guidance with Creative 
Support Persons in 
bringing the monologue 
text to life. 

a. Participants worked in small groups with support from CSPs 
who had been briefed ahead of time on each participant's 
needs and monologue focus. 

b. Sign language interpreters remained close to Deaf participants 
throughout. 

c. Participants preferring or requiring more individualised 
support, worked one-on-one with their consistent CSPs, for 
continuity and relational safety. 

d. Some participants and their guardians left early to prioritise 
rest and pacing. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability space 

invited new ways of engaging and connecting) 

1. During our tactile warm-up, Remy, an Autistic participant, shared that they have started practicing the 

Tactile warm-up at home, narrating their actions with joy ("brush it, squeeze, squeeze"). Their sharing 

reminded us how consistency and repetition across sessions not only support co-regulation and embodied 

connection, but can also inspire participants to build rituals of care beyond the studio. 

 

2. During the Body Organisation experiential, our Deaf participants shared discomfort with the shoulder taps 

that were used to cue rhythm. We immediately stopped and asked if they had alternative suggestions. They 

proposed tying a sarong wrapped around the speakers to feel the vibrations instead. We took this seriously 



 

50 

 

and made a note to bring sarongs for the following session. The exchange revealed that access is not static 

— it is co-created, and consent must be ongoing, rather than assumed. 

 

3. A simple but important reminder arose during the Travelling in Space with Shapes exercise: Demonstrations 

should be repeated twice. When demonstrated the first time, sign language users are often focused on 

watching the demonstrated movement; the second round of demonstration allows them to receive the 

interpretation and absorb the content. This ensures that no one misses out on key information due to 

timing. 

 

4. Malin and Eden, both Blind, reflected that they felt very confident and safe to move freely as there was a 

clearly allocated space and a person calling their name at the other end. This contrasted with experiences in 

group circle setting where sometimes there is spatial ambiguity which can create hesitancy. For participants 

who are Blind or participants who benefit from auditory or directional cues, having clear spatial orientation 

can support autonomy, ease, and joy in movement. 

 

5. During the post-session feedback, one of our CSPs shared feeling isolated and unsupported. These feelings 

had built up over time and reflected gaps in communication, how information was shared, and the support 

provided to CSPs throughout the process.  

 

This reflection surfaced an important learning: access includes support for CSPs too. We had not provided 

enough real-time support or clarity for CSPs to feel grounded and confident during the session. While we 

designed the space with tools like visual schedules, written outlines, adaptable pacing, after-session 

feedbacks, they may not be sufficient on their own. Without consistent and responsive communication, 

there may be a risk where they may feel uncertain, disconnected, or even question whether they are doing 

enough. 

 

While we held brief check-ins and feedback rounds after each session, we now recognise that these may 

not have allowed enough space for CSPs to fully process their own needs or challenges.  

 

We are learning that access is not just about adapting for participants. It also means creating support 

systems for those who hold space alongside us, so they too can feel confident, informed, and supported. 

This includes layering our communication strategies: combining visual plans with verbal briefings, clarifying 

expectations, and building in ongoing, relational check-ins. Co-creating clarity and care with CSPs is vital. 

Ensuring they feel grounded, confident, and included in the process is central to creating a space of trust 

and shared responsibility. 
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4.2.10. SESSION 10 

Monologue Performance and Feedback 

Overall Access: Sign language interpretation, tactile tape to mark the space, Creative Support Persons (CSPs), a 

calm space, a ramp for entering and exiting, a large white board, handheld white boards, pre-planned seating 

arrangements, and a mat to support a wheelchair user alternating between their chair and bleacher-style 

seating in the space. 

EXERCISES & 
EXPERIENTIALS 

OBJECTIVES ACCESSIBILITY & ADAPTATIONS 

Text Work Provide space for 
participants to continue 
shaping their pieces 
before presenting to the 
group. 

a. CSPs worked with their participants as they prepare to present 
their pieces.  

b. Facilitators went round giving personalised support.  

Sharing Text Work Provide participants the 
opportunity to rehearse 
and perform their pieces 
in front of peers and 
receive supportive 
feedback from 
facilitators. 

a. Our sign language interpreters positioned themselves beside 
the presentation area to ensure clear visibility to our Deaf 
participants. 

b. We assigned our participants who needed to go first, so they 
could go home early to prioritise rest and pacing. 

 

Insights, Highlights, Reflections (on how accessibility shaped participation and how a cross-disability space 

invited new ways of engaging and connecting) 

1. There was an unfortunate air-conditioning issue: management had switched it off due to an internal 

scheduling mix-up and declined to reactivate it for cost reasons. We adapted by moving the session 

outdoors, with CSPs staying close to participants as they prepared their presentations. We also brought the 

large whiteboard outside for visual and spatial grounding. 

 

Going forward, organisers and venues must recognise that, for Disabled individuals, maintaining 

appropriate environmental conditions is not a luxury — it is an essential access need. For individuals with 

sensory differences, temperature shifts can disrupt regulation and undermine one’s capacity to relate and 

engage. 

 

2. After Session 10, we took a week’s break before running two rehearsals and a closed sharing session for 

invited guests. We provided the schedule in both Easy Read and standard formats — printed and in digital 

format — and reviewed them with everyone. We also walked through the sharing session rundown and 

highlighted what participants can rehearse on their own, at home. 
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3. As we wrapped up the final training session, participants expressed a bittersweet mix of emotions. Many 

felt some sadness as this marked the end of their structured learning phase and the transition into 

rehearsals and the upcoming sharing session. At the same time, excitement bubbled up at the thought of 

performing for friends and family members they themselves had invited. 

 

I was reminded of the start of project when we reviewed application forms and noticed that many had 

longed to learn acting or theatre but never had the chance simply because workshops were not accessible. 

They would come across an advertised theatre workshop and assume it was not for them. Their journey 

with TUS marked their first foray into theatre.  

 

Before closing the session, facilitators celebrated how far our participants had come — how they had grown 

into themselves and gained the confidence to take up space and express who they are. Participants, CSPs, 

facilitators, and the organising team shared both pride in the collective effort that made these ten training 

sessions possible and anticipation for the upcoming rehearsals and sharing session. 

 

4.2.11  SESSION 11 & 12  
Rehearsals 

Overall Access: Sign language interpretation, tactile tape to mark the space, Creative Support Persons (CSPs), a 

calm space, a ramp for entering and exiting, a large white board, handheld white boards, pre-planned seating 

arrangements. 

1. The space was set up to the arrangement of the sharing session to allow participants to acclimate to. 

2. For our first rehearsal, we worked mainly on the individual monologue pieces in the sequence of the 

Sharing Session. 

3. For our second rehearsal, we had a dress rehearsal, running through everything as per Sharing Session day.  

 

 

 

 

 

 

 

 

Photo 21 Image Description: A 
group of participants stands in a 
semi-circle on a wooden floor stage, 
some in wheelchairs and others 
standing. A facilitator and a sign 
language interpreter are positioned 
in the foreground facing the group. 
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4.2.12  SESSION 13 
Sharing Session  

Overall Access: Sign language interpretation, tactile tape to mark the space, Creative Support Persons (CSPs), a 

calm space, a ramp for entering and exiting, a large white board, handheld white boards, pre-planned seating 

arrangements. 

As Session 13 was our Sharing Session with an invited audience, we outline below the access and support 

measures provided for both participants and audience members, followed by insights, highlights, and reflections 

under the title On Disability Culture and Aesthetics. 

 

Access and Support for Participants: 

 
1. Early arrival, warm-up, and on-stage easing 

a. Participants arrived at 5:30 pm for dinner and group warm-ups, followed by a speed run-

through and a mandatory self-prep/decompression period. 

b. We integrated our usual Tactile and voice warm-ups into the Sharing Session itself: as doors 

opened at 7:45pm, participants and facilitators were already onstage, continuing their exercises 

to ease nerves and foster ensemble energy. 

2. Honouring disabled culture & aesthetics 

a. Embedded support, mobility support, sign language interpreters, and surtitles 

i. Foo and Tan wheeled into the space and performed in their wheelchairs. 

ii. CSPs were integrated into multiple pieces, providing onstage assistance. 

iii. In Amy’s fashion-and-talent piece, a CSP played the host role, offering cues and 

guidance. 

iv. For Remy’s piece, we assigned a dedicated CSP as their fixed dance partner. Their CSP 

attuned and connected well when dancing with Remy. Remy also performed with their 

phone hung around their neck as their phone seem to give them a sense of security. 

v. As Abi was not comfortable speaking, they and their CSP co-created a piece where Abi 

introduced their family members through drawings on a whiteboard. This was a strong 

example of personalised support that centred Abi’s strength in visual expression. 

Throughout the performance piece, Abi’s CSP was there with Abi, offering guidance 

whenever needed. At the end of the piece, an Autistic audience member unexpectedly 

joined Abi onstage to photograph the work, we stayed attentive, yet welcomed the 

spontaneous moment as part of having Disabled audiences.  

vi. A CSP guided Malin, our Blind participant, to their stage position. Eden, our other Blind 

participant, on the other hand, made use of the tactile tape on the floor and mobility 

can to enter and exit stage. While Malin and Eden were on the sides, waiting for their 

turns, their CSPs were describing what was happening on stage.  

vii. When Juno did not remember their lines, their CSP provided prompts from the front of 

the stage. Juno incorporated having prompts into their piece. 
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viii. When our Deaf participants, Kerry and Alex were performing, the text in their pieces 

were spoken out by our interpreters.  

ix. All spoken or signed text appeared as surtitles projected on the screen. 

b. Adaptive Staging 

i. As the space was small, we decided to not have a backstage. Instead, participants 

waited at the sides. There were also no curtains hiding them. Their expressions, 

vocal/motor stims, and tics were welcomed as integral to the performance 

environment. 

ii. We arranged our participants on the sides so that participants using wheelchairs 

received more space to manoeuvre from the sides to the stage and vice versa.  

iii. Our calm space remained at the same space as per all sessions.  

iv. Tactile tapes and glow tapes were used as markers on the floor to provide both tactile 

and visual orientation.  

v. Lighting blackouts were intentionally avoided. 

vi. In one of the pieces, a bell was used repeatedly. As one of our participants had 

sensitivities to sounds, we rang the bell from the side furthest away to ensure their 

comfort.  

Access and Support for Audiences: 

Guides, sign language interpreter placement, audience seating 

a. Our CSPs volunteered as guides, to guide our disabled audiences from pick-up points in Taylor’s 

University to the Experimental Theatre studio.  

b. Two sign language interpreters took turns interpreting at stage left (facing audience right). Deaf 

audience members were seated on audience right for clear sightlines. 

c. Wheelchair users were seated in the first few rows, closest to the entrance and exit. 

d. We provided Blind audience members with a support person to provide real-time descriptions 

(not professionally trained audio describers). 

2. Welcoming disabled culture   

a. In our introduction at the start of the Sharing Session, I verbally described myself, other 

facilitators, the space, and where our participants were, to support orientation for Blind 

audiences. 

b. Our audience, many of whom were disabled, expressed themselves with gestures, movements, 

and sounds. We intentionally rejected the strict “quiet theatre” etiquette to honour these 

authentic reactions. 

c. When an Autistic audience member stepped onto the stage to photograph Abi’s drawings, we 

welcomed the moment as part of disabled culture. 

d. We opened the floor for our audiences to share their thoughts, reactions, questions, or feelings. 

Our sign language interpreters stepped in interpret for our Deaf audiences. 
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Insights, Highlights, Reflections  

On Disability Culture and Aesthetics  

 

Tobin Siebers, a foundational scholar in disability studies and author of Disability Aesthetics, points out that 

traditional and conventional theatre prefers keeping assistive supports hidden, reinforcing an idealised 

“normate” body and treating any visible aid as unprofessional. We saw the adaptive staging in Session 13’s 

Sharing Session confront these conventions head-on, affirming that all bodies and expressions have aesthetic 

value. I believe it brought disability aesthetics into full view by showing how visible support, varied 

embodiments, and sensory diversity invites audiences into a more honest theatrical world. Instead of hiding 

assistive and supportive strategies, we were determined to celebrate the distinct ways bodies move and interact 

and the value of interdependence as a core aesthetic in Disability culture. CSPs onstage became creative 

partners in pieces; when Juno forgot their lines, their live prompts were moments of trust weaved into the 

performance; and Remy’s phone became a character detail that grounded their presence. The multilayered 

modes of meaning making through sign-language interpretation, vocal interpretation of signed text, projected 

surtitles, movement, and speech, alongside the support strategies such as tactile tape pathways, or the absence 

of a backstage, and the embracing of stims and tics, all weaved access into the very fabric of our disability 

aesthetic richness. 

What we observed in the Sharing Session was that beauty did not depend on seamless uniformity but emerges 

from forms that diverge from traditional ideals — forms that, in studies argued by Tobin Siebers, might seem 

“incomplete” only if judged by outdated standards, yet gain power and nuance precisely because they reflect 

real, varied experience. Just as how disabled bodies, shapes, voice, speech patterns, mind, being, and movement 

that appear on stage diverge from conventional norms, creating a richer, more authentic aesthetic mirror of the 

world and society we live in.  

Treating access needs and support strategies as deliberate creative and artistic decisions, led to a theatre in 

which relationships and responsiveness were the central performance. In other words, disability aesthetics 

became the engine, driving a generative, relational practice: a theatre built on ongoing collaboration, shared 

embodiment, and the celebration of difference as the source of collective creativity. 

As theatre practitioners, we frequently discuss the relationship between performers and audiences, how theatre 

only comes to life in the exchange between them. It is said that there is no performance without an audience. In 

a space shaped by disabled performers, we saw in the Sharing Session how that exchange shifted into a living 

conversation. Embracing authenticity, recognising disabled individuals as whole-person, and foregrounding 

disabled culture and aesthetic throughout our programme and our Sharing Session, naturally created a space 

where our audiences felt free to bring their full selves, their gestures, sounds, stims, and spontaneous reactions 

into shared moments. When an Autistic audience stepped onstage to photograph a drawing, or when vocal 

reactions were celebrated, or when applause became snapping, foot-tapping, the usual demand for hushed 

etiquette fell away and the fourth wall between performer and spectator blurred, yet still respected. What we 

saw emerged was a commune: a shared space in which everyone, whether disabled or non-disabled, co-created 

the atmosphere, timing, and emotional texture of the show. Both performers and audience members fed off 

each other’s energy and shaped the performance. This demonstrated why inclusion cannot and should not be an 
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afterthought but the very mode of the work, transforming the audience and performance alike into one active, 

collective embodiment. 

Embedding CSPs and adaptive staging into performance exemplifies how disability culture and aesthetics 

redefine theatre. By embracing interdependence, co-creating access, and reworking production norms, artists 

and audiences together can imagine new, inclusive forms of beauty and belonging. 

 

 

 

 

 

 

 

 

 

 
Photo 22 Image Description: 
A CSP (on the left) and a 
facilitator (on the right) are 
guiding a Blind participant on 
stage. The participant, 
positioned between them 
and wearing a hijab, holds a 
microphone and appears to 
be getting ready to perform. 

 

 

 

 
 
 
 
 
Photo 23 Image Description: 
A participant in a checkered 
shirt is bent over, drawing on 
a whiteboard filled with 
simple cartoon portraits 
labeled “Mummy,” “Papa,” 
and “Popo.” As part of the 
participant’s sharing, a 
Creative Support Person (CSP) 
stands nearby on stage, 
watching and guiding 
pleasantly. 
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Image Description (clockwise starting from top left) 
Photo 24: A participant is on all fours on the floor, mid-performance, smiling as they move. Their phone  
hangs from a lanyard around their neck; Photo 25: A participant wearing a blazer, stands holding a notepad,  
mid-speech, with one hand outstretched. Their expression is focused and expressive; Photo 26: A participant  
in a hijab, wearing a t-shirt gestures, raises her wrist in a gesture as though worrying about the time. A sign 
language interpreter stands behind her, signing; Photo 27: A participant in a wheelchair gestures  
expressively with their right hand during their performance 
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5  SUMMARY AND RECCOMMENDATIONS 

After analysing the insights and learnings from Sessions 1–13, I discovered that our reflections on access and 

adaptation align closely with the three pillars — Time, Adaptation, and Communication — that Regan Linton, a 

Disabled theatre artist and former Artistic Director of Phamaly Theatre Company, outlined in her presentation at 

the 2019 Grantmakers in the Arts Conference. Accordingly, the summary and recommendations below is 

organised into those three categories: 

 

a. Time 

a. Pacing  

Much like working with any group of persons, when working with a cross-disability group, each 

person’s pacing can differ. Listen and attune to the individual and group’s pacing needs. Factor 

in time for information processing, translations, logistics, transitions, and breaks. Take into 

account that Disabled lives can also be unpredictable. Some days we start with many "spoons" 

and can manage a full schedule, but other times we wake up in pain or exhausted from 

navigating an inaccessible world. These influences how we are when we show up, and 

sometimes, it may get too difficult to even show up. Taking these into consideration means, 

pacing may also need to shift to allow more breathing room and adaptability.  

b. Routine and predictability  

Create and maintain rituals (e.g. the weekly warm-up). This steady cadence builds a sense of 

safety and confidence.  

c. Scaffolding Structure 

Know your participants and students. Meet them where they are. Break exercises and 

experientials into clear sequential steps. Scaffolding allows spontaneity to emerge equitably, 

and it is always more beneficial than rushing participants or leaving anyone behind. 

d. Allowing for Pause 

Honour choices to observe, step out, or rest in the calm space. Embed consent checkpoints and 

processing windows rather than defaulting to a “push-through” norm.  

b. Adaptation 

a. Universal Design for Learning (as a base)  

As we put together this documentation, we discovered that TUS had quite organically embodied 

the Universal Design of Learning’s (UDL) three core principles: multiple means of representation 

(the what of learning), multiple means of expression (the how of learning), and multiple means 

of engagement (the why of learning). Although we were not aware of UDL when designing the 

programme, we are now aware and recognise its value as a base framework for readers. We 

have included the UDL framework developed by CAST in the appendix. Multiple means of 

representation can mean through speech, sign language, text, visuals, vibrations or tactile cues. 

Multiple means of expression can be through sign language, movement, text, speech, drawings, 
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etc. Multiple means of engagement can mean observing, or even participating through the calm 

space, etc. 

b. Starting from disabled bodies and going back to the objectives and intention 

Start from understanding the objective and intention of the exercise/experientials, and adapt 

from there. For example, if the objective/intention is to experience rhythms, what adaptations 

can you make for a participant who is Deaf? 

c. Open-ended experientials  

Open-ended, concept-driven experientials spotlight curiousity and exploration rather than how 

it must look. Keep the focus on the intentions and make space for everyone’s unique 

expressions. By focusing on the idea to be explored rather than a rigid set of movements, we 

avoid privileging only those who can perform a narrow set of physical skills.  

d. Modelling 

Demonstrate exercises before inviting participation, including narrating and physically cueing for 

Blind participants. Modelling can provide a reference for visual and kineasthetic learners, thus, 

reducing any anxiety about “getting it wrong,” and let participants self-select their level of 

physical engagement. Do demonstrate more than one time so that participants using sign 

language can focus on one information at a time. 

e. Flexibility  

True accessibility demands the willingness to pivot in real time. If a planned cue or adaptation is 

not working, whether it is tapping on shoulders to cue rhythms, an overheated accessible studio, 

or an exercise that some participant cannot physically access — pause, listen, and co-create an 

alternative. 

Also, what works for one person may not for another. Remain agile. Try to have “Plan Bs” 

options ready and invite participants to suggest their own adaptations. In this way, flexibility is 

not just a fallback, but a core principle of inclusive, responsive theatre training. 

f. Co-Creation 

Discussing access and adaptations with participants before sessions can be very helpful. We can 

also learn a lot by leaning into organic peer-to-peer adaptations (eg. partners sitting down when 

dancing to mirror their partners using wheelchairs). When participants and support persons co-

invent access, the whole ensemble grows stronger. 

g. Access as a Right and Creative Choice 

Firstly, accessibility is a human right. Incorporating disability culture and aesthetics into theatre 

works can mean treating every assistive element such as ramps, mobility devices, Augmentative 

and Alternative Communication devices, tactile-tape pathways, Creative Support Persons, and 

line prompts as an intentional access and aesthetic strategy. Embed them into training, 

rehearsals, and performance. Our wheelchair users describe their wheelchairs as their legs, and 

our Blind participants describe their walking canes as their eyes. These tools are neither “fixes” 
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nor “luxuries”. They are integral to our participants’ being and how they navigate the world. By 

incorporating them visibly into the work, we demonstrate respect for participants’ identities and 

needs while enriching the piece’s texture and storytelling. 

c. Communication 

a. Dialogue 

Foster open dialogues and communication about participants’ needs. Check in on their 

experiences during or after exercises. Take time for one-on-one conversations, either before or 

after sessions to further understand individual requirements and discuss upcoming 

explorations. This ongoing exchange ensures everyone feels heard, supported, and prepared. 

b. Relational Access 

Acknowledge the limits of your own expertise. Be honest about what we do not know. When in 

doubt, ask participants directly rather than making assumptions. Remember that they are the 

experts in their own experiences, access needs. Co-creating solutions with them is key to 

genuine inclusivity. 

c. Objective and Intentions  

Clearly communicate the intention, objective or essence of the exercises and experientials. 

Once participants understand them, they can make their own decisions on how they would like 

to adapt the exercise to their own bodies.   

d. Inclusive language 

Some theatre jargon can unintentionally exclude participants with disabilities. Be mindful of 

who is in the room. For example, rather than saying “walk around the space,” invite everyone 

to “move through the space” instead.    

e. Clear, Direct, Specific 

Be specific when communicating details such as schedules, locations, logistics, roles, and 

expectations   so everyone knows exactly what to do and where to be, be prepared, and know 

what is expected of them. This is to reduce uncertainty and anxiety, frees up cognitive and 

executive functioning load. 
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Image Description (clockwise starting from top left) 
Photo 28: A participant stands with arms raised, hands intertwined above their head, in an expressive gesture 

during their performance; Photo 289 A participant clutches their chest with both hands, conveying a moment of 

emotion; Photo 30: A participant in a wheelchair performs with both arms extended to their sides, fingers splayed, 

and eyes closed, in a dance-like gesture. 



 

62 

 

6      POSITIVE PRACTICES  

Positive approaches and values we/you can continue to learn and instil: 

1. If you are non-disabled, mind the gap between what you think you know about disability and what 

disability communities are saying.  

2. Be attentive to the existing ableist views and perception on disability in our culture. Among some are:  

a. Assuming a disabled body or mind is “broken,” a tragedy, pitiable, or the source of drama, 

punchlines and jokes, rather than simply one facet of human diversity. 

b. Viewing disability as an individual “issue” to fix, instead of a social barrier.  

c. Perpetuating inspiration porn treatment. 

d. Overlooking invisible disabilities and assuming when someone “looks fine”, it means they have 

no access needs. 

3. Be aware of your own bias and attitudes towards disability identity, culture, and aesthetics. In contexts 

like Malaysia, where accessible and inclusive spaces are lacking, non-disabled people and disabled 

communities often lack everyday interactions. This lack of familiarity can easily lead to well-meaning but 

misguided “help” that ends up disempowering, infantilising, or demeaning. For example, framing 

disabled participation as “inspirational” rather than a basic right, or playing “saviour” and insisting on 

assistance when it is not wanted. 

4. Familiarise yourself with how disability is framed — the medical model, the social model, disability 

justice, etc. Grounding yourselves in these frameworks builds a values-driven toolkit that helps you 

challenge assumptions, transform attitudes, co-create spaces that honour disabled person’s rights, 

expertise, and disabled persons as whole persons.  

5. Listen, ask what is needed, and follow the person’s lead. They are experts of themselves. 

6. Valuing authenticity and truthfulness can help remove “right and wrong” ways in acting training.   

7. Every actor including those with disabilities can struggle with self-doubt. For participants with 

disabilities, build in dedicated time, space, a culture of play, and the permission to fail. We often need 

extra time and space to explore and process. The most supportive thing a facilitator can do is empower 

learners by instilling confidence and providing the right tools for success. 

8. You do not necessarily need to know a disabled participants’/students’ disability to ask what they need.  

9. Sometimes, as disabled participants, we may not know what we need until we are in the session, or 

have experienced the session. It can sometimes take days, months, years for us to process, understand, 

and learn to advocate for our needs too.  

10. Support and access needs are not necessarily one size fits all. What works for one person may not work 

for another.  

11. Access needs and support do change. Support that was not needed a week ago, may become essential 

the following week. Remain attentive and ready to adjust.  

12. Remember to think about environmental access and relational access. As teaching theatre can be quite 

relational, it is important to provide relational access.  

13. Hire Creative Support Persons or a person/team in charge of Access Needs. Remember that CSPs need 

support, resources, and training, as well. 

14. Consistency in the rehearsal space helps participants be more oriented. 

15. Remember to meet your participants and actors where they are.  
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 Image Description (clockwise starting from top left): Photo 31: A participant in a button-down  
 shirt and tie performs animatedly, both hands raised mid-gesture, with an expressive face  
 showing wide eyes and an open mouth, as if caught mid-exclamation or reacting in surprise;  
 Photo 32: A participant with shoulder-length hair dances with dynamic, cool intensity. One arm  
 is curved overhead, the other by their side. An audience member cheers in the background;  

 Photo 33: Wearing a leather jacket, a participant commands the space with hands outstretched  
 as they deliver their monologue. Photo 34: A sign language interpreter gesturing with their arms  
 and hands. 
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7  TUS FUTURE 

As we put together this documentation, we are discovering that TUS had quite organically embodied the 

Universal Design of Learning’s (UDL) three core principles: multiple means of representation, multiple means of 

expression, and multiple means of engagement. This grew not from learning about UDL but from a combination 

of our own lived experience in disability culture, research disability, readings on inclusive and accessible theatre, 

experience and knowledge on teaching and facilitating theatre trainings, and a commitment to inclusion. This 

brings me to my next point: If you have already been teaching theatre for some time, you likely have the tools to 

embed accessibility for Disabled individuals into your own programmes. 

Our multiple entry points — visuals (images, GIFs), projected step-by-step prompts, signed and tactile supports, 

narration and descriptions, inclusive language, and Creative Support Persons — did removed many barriers. Yet, 

because theatre training is inherently relational and, in this case, practice-based, individual needs and learning 

styles can still leave participants feeling less supported.  

In the future, to deepen personalised access, we propose to perhaps run three parallel sessions each week: 

a. Stream A (Visual-Tactile): 

This stream prioritises visual, and tactile forms of learning. Content is delivered through visual aids such 

as diagrams and GIFs, sign language interpretation, and hands-on activities that allow participants to 

engage through touch and movement. 

b. Stream B (Auditory-Kinaesthetic): 

This stream emphasises auditory and verbal modalities, alongside tactile and kinaesthetic engagement. 

It includes verbal explanations, sound-based cues, live vocal exploration, and guided movement or 

touch-based activities. 

c. Combined Ensemble Lab: 

Once a week, all participants from both streams come together to integrate their learning through 

cross-disability ensemble work. This provides a shared space for collaboration and collective expression. 

Both Stream A and B are grounded in the same learning objectives. What differs is the mode of delivery, 

allowing us to maintain Universal Design for Learning (UDL) as our guiding framework while providing more 

tailored pacing and modality. By forming smaller groups (e.g. six participants per group) that are organised 

around individuals’ preferred or most accessible modes of learning, we aim to create an environment where 

every participant is supported in ways that best facilitate their learning process. At the same time, reconvening 

in Ensemble Labs as a bigger cross-disability group can help foster a sense of ensemble, community, and 

belonging. As witnessed in what emerged in the 2024 programme, it proved to be a rich source of mutual 

learning and connection for all participants. 

While most of what we have done in our Teater Untuk Semua 2024 programme were adaptations, I would like 

to leave us all with a provocation from Sandahl (2002), who challenges us to move beyond simply adapting 

theatre spaces to fit disabled bodies, and instead reimagine those spaces entirely from the vantage point of 

disability. She argues that accommodations, such as removing house seats for wheelchair users or building a 

ramp to the stage are often mere modifications of the “norm” for the so-called exceptional body, and do little to 

alter the aesthetics or function of a space. Rather than retrofitting 'normal' spaces, Sandahl invites us to 
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reconceptualise theatre environments — and to this, I would add, training programmes as well — by centering 

the diverse nature of disabled bodies. This would open up new aesthetic possibilities and reshaping how space 

and time is used, how learning happens, and how performance is experienced. 

8 CLOSING 

Disabled communities have long been excluded from full participation in the arts. If the arts are to remain truly 

progressive, it is long overdue that we take access and inclusion seriously, not as add-ons, but as essential to 

creative practice. This includes access and inclusion for disabled audiences, which remains deeply lacking today 

as well. Disability culture and aesthetics offer rich and powerful ways for the arts to evolve, innovate, and be 

redefined. If the arts and theatre are to hold a mirror to our world, then that mirror must include disability. After 

all, disability is a natural part of the human experience. 

We are proud that some of our participants have gone on to work in other professional theatre productions 

following this programme. A few theatre spaces have since reached out for input on access. In late 2024, we also 

collaborated with the Kuala Lumpur Performing Arts Centre to lead and co-organise what we believe to be the 

first Touch Tour and stage performance with Audio Description in Malaysia. We are currently in the planning 

stage with Five Arts Centre to stage the pieces originally performed during our Sharing Session. We hope 

opportunities like these continue to grow, not as isolated outcomes, but as part of a broader, sustained shift 

toward inclusive and disability-affirming practices in the arts. 

 

This documentation is only a starting point.  

I hope that facilitators, theatre arts educators, including those in dance, as well as theatre companies, spaces, 

and venues, will begin, continue, and sustain efforts to include disabled communities and persons in their work 

and practice. And that conversations on ableism, disability culture, and aesthetics in theatre will extend far 

beyond what we are able to offer here for now. 
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     Photo 35 Image Description: From behind, an audience member raises both hands with open palms toward the stage,  
     signaling applause in sign language. Their head and shoulders are visible in the foreground, facing the stage. In the  
     background, participants, including two in wheelchairs, are visible in soft focus. 
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APPENDIX A 

 

Extracted from: https://udlguidelines.cast.org/  (June 2025) 

ALT TEXT & IMAGE DESCRIPTION: A colourfully structured infographic titled “The Universal Design for Learning Guidelines” 
created by CAST (2024). At the top, it states: The goal of UDL is learner agency that is purposeful & reflective, resourceful & 
authentic, strategic & action-oriented. 

The contents of the infographic have been extracted into a text screen reader–friendly format, available on the 

following Appendix page. 

 

 

 

https://udlguidelines.cast.org/
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APPENDIX A (TEXT FORMAT FOR SCREEN READERS) 
Extracted from: https://udlguidelines.cast.org/ (June 2025) 

A text screen reader–friendly format of "The Universal Design for Learning Guidelines", created by CAST (2024). 
The goal of UDL is learner agency that is purposeful & reflective, resourceful & authentic, strategic & action-
oriented. 

The graphic is divided into three main columns, each representing a core principle of Universal Design for 
Learning (UDL): 

1. Design Multiple Means of Engagement 
2. Design Multiple Means of Representation (purple), and 
3. Design Multiple Means of Action & Expression (blue). 

Each principle includes three layers of support: Access, Support, and Executive Function. 

For Designing Multiple Means of Engagement: 

a) Access – Design Options for Welcoming Interests & Identities 
i. Optimize choice and autonomy 
ii. Optimize relevance, value, and authenticity 

iii. Nurture joy and play 
iv. Address biases, threats, and distractions 

b) Support – Design Options for Sustaining Effort & Persistence 
i. Clarify the meaning and purpose of goals 
ii. Optimize challenge and support 

iii. Foster collaboration, interdependence, and collective learning 
iv. Foster belonging and community 
v. Offer action-oriented feedback 

c)   Executive Function – Design Options for Emotional Capacity 
i. Recognize expectations, beliefs, and motivations 

ii. Develop awareness of self and others 
iii. Promote individual and collective reflection 
iv. Cultivate empathy and restorative practices 

For Designing Multiple Means of Representation  

a) Access – Design Options for Perception 
i. Support opportunities to customize the display of information 

ii. Support multiple ways to perceive information 
iii. Represent a diversity of perspectives and identities in authentic ways 

b) Support – Design Options for Language & Symbols 
i. Clarify vocabulary, symbols, and language structures 

ii. Support decoding of text, mathematical notation, and symbols 
iii. Cultivate understanding and respect across languages and dialects 
iv. Address biases in the use of language and symbols 
v. Illustrate through multiple media 

c) Clarify vocabulary, symbols, and language structures 
i. Connect prior knowledge to new learning 

ii. Highlight and explore patterns, critical features, big ideas, and relationship 

https://udlguidelines.cast.org/
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iii. Cultivate multiple ways of knowing and making meaning 
iv. Maximize transfer and generalization 

For Designing Multiple Means of Action & Expression  

a) Access – Design Options for Interaction 
i. Vary and honor the methods for response, navigation, and movement 

ii. Optimize access to accessible materials and assistive and accessible technologies and tools 
b) Support – Design Options for Expression & Communication 

i. Use multiple media for communication 
ii. Use multiple tools for construction, composition, and creativity 
iii. Build fluencies with graduated support for practice and performance 
iv. Address biases related to modes of expression and communication 

c) Executive Function – Design Options for Strategy Development 
i. Set meaningful goals 

ii. Anticipate and plan for challenges 
iii. Organize information and resources 
iv. Enhance capacity for monitoring progress 
v. Challenge exclusionary practices 
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APPENDIX B 

This resource is directly extracted from Sins Invalid (June 2025), and is available at https://sinsinvalid.org/10-principles-of-

disability-justice/  

10 PRINCIPLES OF DISABILITY JUSTICE BY SINS INVALID 

1. INTERSECTIONALITY “We do not live single issue lives” –Audre Lorde. Ableism, coupled with 

white supremacy, supported by capitalism, underscored by heteropatriarchy, has rendered the 

vast majority of the world “invalid.” 

 

2. LEADERSHIP OF THOSE MOST IMPACTED “We are led by those who most know these systems.” 

–Aurora Levins Morales. 

 

3. ANTI-CAPITALIST POLITIC In an economy that sees land and humans as components of profit, 

we are anti-capitalist by the nature of having non-conforming body/minds. 

 

4. COMMITMENT TO CROSS-MOVEMENT ORGANIZING Shifting how social justice movements 

understand disability and contextualize ableism, disability justice lends itself to politics of 

alliance. 

 

5. RECOGNIZING WHOLENESS People have inherent worth outside of commodity relations and 

capitalist notions of productivity. Each person is full of history and life experience. 

 

6. SUSTAINABILITY We pace ourselves, individually and collectively, to be sustained long term. 

Our embodied experiences guide us toward ongoing justice and liberation. 

 

7. COMMITMENT TO CROSS-DISABILITY SOLIDARITY We honor the insights and participation of 

all of our community members, knowing that isolation undermines collective liberation. 

 

8. INTERDEPENDENCE We meet each others’ needs as we build toward liberation, knowing that 

state solutions inevitably extend into further control over lives. 

 

9. COLLECTIVE ACCESS As brown, black and queer-bodied disabled people we bring flexibility and 

creative nuance that go beyond able-bodied/minded normativity, to be in community with each 

other. 

 

10. COLLECTIVE LIBERATION No body or mind can be left behind – only moving together can we 

accomplish the revolution we require. 

https://sinsinvalid.org/10-principles-of-disability-justice/
https://sinsinvalid.org/10-principles-of-disability-justice/

