PowerPoint Leader Notes for Module 3: Adaptive Performances Part II
Developed for/from OER for Improving Inclusivity and Accessibility in the Performing Arts:
Adaptive Performance Resources, Practices, and Learning Materials
Dr. Erin Parkes and Jenna Richards

Title Slide 

Slide 2 – Today’s class 
· Review and reflect on last week’s Adaptive Performances Part I
· Outline the Learning Objectives
· Discuss categories 3 and 4 of the adaptive concert model by Richards and Parkes
· Complete an activity on adaptive performances
· Review the Inclusivity and Accessibility modules from the last few sessions and provide further study options

Slide 3 – Let’s review Module 2/last class on Adaptive Performances Part I 
- What were the four categories of adaptive performances?
· Pre-show work
· Environmental audit
· Extra-musical aids
· Programming adjustments
- What were some of the pre-show work elements we discussed?[footnoteRef:1] [1:  Highlighted blue are areas of interactivity and need to be adapted if the course is asynchronous] 

- How about the environmental audit?
- What do you think about the model so far? Do you think it is possible to take these elements into consideration in your performances?

Today we’re going to discuss the remaining two categories in the adaptive performance model by Richards and Parkes, which include extra-musical aids, and programming adjustments. We will review all the modules we’ve gone through on inclusivity and accessibility in the arts at the end as well. 

Slide 4 Learning Objectives
1. Define parts 3 and 4 of the adaptive concert model
2. Define and postulate the various environments where adaptive performances are or could be performed
3. Interpret and discuss common issues for adaptive performances environments and the communities they seek to serve
4. Plan potential adaptive programs
Slide 5 – Review of the four categories 
We will be looking at categories 3 and 4 today: Visual and extra-musical aids, and programming adjustments
Slide 6 - Extra-musical aids
· Fidgets, sensory toys, sensory boxes to support those who are hypo or hyper stimulated
· These can be purchased at a dollar store or ordered online – they do not need to be fancy medical-grade devices. Sensory toys can include squishy balls, rubber push-button toys, stackable matts, kaleidoscopes, fidgets, etc. Although items do not need to be fancy, they do need to be durable
· Remember to sanitize these items between performances (you can ask volunteers, staff, or artists to help with this at the conclusion of the performance)

Slide 7 – extra-musical aids continued
· Space for dance or movement should be designated, and it should be mentioned that folks may move about as they please so long as they do not disturb the personal space of others
· For visual art make sure you have materials and a spot to use them (preferably washable!)
· Visual materials for drawing may include
· Washable markers
· Adapted crayons
· Your programming guide document we discussed as part of the pre-show work category may include a section with visual cues for drawing as well

Slide 8 – extra-musical aids continued
· For those with sensory sensitivities noise-cancelling or noise-deafening headphones can help support them. These can also support those who are hypo or hyper stimulated.
· For hard of hearing or deaf individuals, ASL interpretation and/or listening devices should be considered
· Allow service animals and comfort items, such as weighted blankets or electronics 
· Connect with local therapy dogs to provide therapy dog support where possible
· Can you think of other organizations or supports that might be useful to provide?

Slide 9 – extra-musical aids continued
· A program list within moveable magnets (“a visual schedule”) or something else to show the progression through the performance can help some individuals understand the timeline expectations
· Similarly, a PowerPoint with images and minimal text can add a visual element of support
· A petting zoo (of instruments) before or after the performance is encouraged so individuals may touch and/or play instruments (may need support from a local music store to provide beginner-level instruments rather than the performers’ instruments depending on the context)

Slide 10 - Programming adjustments
· Least explored area of the model (little research on what programming is effective). However, from a caregivers’ study and practical examples, here are some guidelines:
· Pieces under 5 minutes – 2-3 mins is ideal
· Perform in a variety of styles (can be genre, fast/slow, happy/sad, character/abstract, bouncy/smooth) – contrasts are key. Can also do a mix of known and unknown works.
· Add milestones within the program so folks know where they are. As an example, when you’re nearing or passing the halfway point, mention this and potentially mark it with something like a stretch break, or an interactive component, although movement should be layered throughout and a stretch break may not be necessary or desirable depending on how you incorporate movement
· 45 minutes no intermission is the ideal length. If longer, try to avoid more than an hour. With some performances (theatre works that are not possible to modify, as an example) provide ample supports.
· Let the audience know the length and format (e.g., “This concert will be 45 minutes with a question period at the end. We will chat between pieces and have some interactive elements with you throughout! The pieces, or songs, are each a few minutes long.”)

Slide 11 - Interactions
 - Introduce yourself and introduce instruments
· Make connections with your audience by introducing yourself with a few fun facts (e.g., “My name is John Doe, and I have a pet cat. I play the piano and have two sisters who play the violin.”). You may ask the audience if they’d like to introduce themselves too, but provide parameters: “Would anyone like to raise their hand and tell me/us their name and one thing about themselves?”
· Demonstrate instrument sounds and talk about the instruments (ex: keys on piano are black and white, piano you play the note and a little hammer hits strings inside to make the note). Instrument demonstrations and introductions do not need to happen right at the beginning of the program.
· Storytelling is your friend – think about what connections each piece/program element may have to everyday life, interesting ideas, or other things that anyone could find interesting, not just performing arts jargon (in fact, avoid jargon!!)
· Demonstrate and highlight interesting things in pieces
· Short bits of info are better than extremely lengthy or complicated stories/concepts
· Have a question period at the end of the performance where individuals can ask you anything about the performance, yourself, your instrument, etc. 

Slide 12 - Integrate interactions including questions, comments, and movements throughout the performance
· Movements are preferably grounded movements and/or movements that are adjustable – MIRROR or DEMONSTRATE – MODEL these movements in different forms, give examples, and leave open for different possibilities. Can you think of different ways you could have individuals “fly” so as to include those who can’t move their arms or legs? (you could model flying motion with arms but no leg movement, leg movement up and down on the spot, or simply gliding your head back and forth or using just fingers)
· Avoid super active movements (like running) as some cannot self-regulate back down once they have moved in this way
· Make sure questions have multiple styles throughout – for instance some should include only hand raising (e.g., Raise your hand or nod your head if you have ever played the piano!) for non-verbal individuals, some yes/no questions for individuals who may have trouble with abstract concepts (e.g., Shout out yes if you like JAZZ!), some more imaginative/challenging ones can be gauged based on audience response (e.g., how did that last song make you feel?... this may be a challenging question for many in the neurodivergent community, but not so much for those with physical disabilities only)
· Keep instructions and comments straightforward and apply a multimodal approach in delivery (demonstrate what you can with body movements or visual cues in addition to words). However, it is okay if not everything makes sense to everyone  (e.g. Don’t be afraid to ask “how did that piece make you feel” just because it may not make sense to some who are neurodivergent.). Variety is key.
· A visual description in the case of blind or low vision audience members is welcome (e.g., My violin is a light brown-red colour. It’s made of wood and has four strings.”)

Slide 13 – that’s the complete Adaptive Concert model by Richards and Parkes. Now that you’ve seen the full model, do you have any questions or comments? What might be some of the challenges of presenting adaptive performances? What about some benefits?

Slide 14 – contexts in which Adaptive Performances may be presented
· Palliative, long-term, senior, or nursing care homes/day programs
· Dementia and/or Alzheimer’s centres
· Hospitals
· Concert Halls
· Theatres
· Churches
· By a symphony, dance company, theatre company, chamber music presenter
· In a private setting
· Online
· In schools
· Outdoors


Slide 15 – Okay, let’s take a few minutes and think about how you would program an interactive section of an adaptive performance. Include movement, storytelling, asking of questions, or another form of interaction that you could present for a piece in your current repertoire. 
We’ll spend a few minutes doing this and then discuss some of the challenges you experienced.
You could also take the traditional symphony program we started with last week for pre-show elements and environmental adaptations and now modify/adapt the programming too.
WOLFGANG AMADEUS MOZART Symphony No. 40
VAUGHAN WILLIAMS The Lark Ascending (for violin and orchestra)
Intermission
DMITRI SHOSTAKOVICH Symphony No. 5
You could also take a few jazz pieces or pop songs to create an adaptive program.
**If you are teaching a non-music class (dance or theatre) provide an example relevant to your group such as a movement piece or play
For your adaptive excerpt, create some discussion points, at least one question, and at least one interactive component like a movement people could do. It can be based on the literal titles, the instruments, the composers, anything you like! Take 5 minutes to write down some challenges you see with this and what might make for a better idea for an adaptive performance. We’ll come back and share some aspects with the group and then discuss challenges or ways to improve upon them.


Slide 16 – Would anyone like to share what they were thinking for a section of an adaptive performance?

Slide 17 – Following a caregiver survey of various adaptive concerts over a two-year period, a study showed that the most sought after adaptations for events are
· Freedom of movement (children)
· Variation in seating
· Toys, other items
· Quiet space
· Inclusive nature of event
So, if you can only focus on a few things, please take this into consideration. An inclusive nature is something that can be cultivated with no resources, as an example, just by setting expectations and outlining what is allowed so that no one is “shushed” or told to sit down or leave, etc.. 

Slide 18 - example of an adaptive performance excerpt with outline/script 
Let’s go through another example of how you could program a song in an adaptive concert. 
Here the performers are a cellist and pianist
And the piece is The Swan by Camille Saint-Saens

Following an introduction of individual performers, the cellist demonstrates staccato (short), legato (smooth), and pizzicato (plucking). They then speak about The Swan and mention that the piano acts as the water (pianist quietly plays to demonstrate) and the cello glides smoothly (“can you say ’legato’ with us?”) to act like the swan. 
A movement is modeled in three ways that audience members can choose to mimic:
1. On knees, sway back and forth with arm movements like swimming
2. Slowly rotate your head around on your neck to mimic ripples in the water
3. Pretend you are gliding on the water (like skating) keeping your feet sliding along the carpet/floor and your arms behind your back like a swan tucks in its wings

After the piece is played, the performers ask if the audience members were able to imagine a swan gliding gently along a lake.
Optional extension (before piece): Ask “By raising your hand to answer, what bird is large and white?”
Optional extension (before piece) Ask audience to imagine movements a swan might do and then present these as options for movement throughout the piece’s performance


Slide 19 Let’s do an interactive “quiz” of sorts to crowd-source adaptive performance environments. Please join Wooclap (free tool online so you can show in real-time) and submit responses. I’ll give you two minutes for this one and then we’ll move onto the next Wooclap page.
Next Wooclap page – what might be some of the issues within these environments and for the communities that adaptive performances serve?
(Answers appear on screen)

Slide 20 Conclusion:
· Summarize adaptive performance model (4 parts – pre-show work, environmental audit, extra-musical aids, and programming adjustments) and reiterate the importance of adaptive performances for inclusivity 
· Ask for take aways about adaptive performances
· Questions?

Slide 21 – Assignments for next week and the conclusion of these modules on inclusivity and accessibility in the performing arts. This information is also available on (INSERT WHERE HERE)
Final assignment for this module/set of modules:
Option 1 (traditional): Have students compose an essay on a topic of their choice relating to adaptive performances. Examples could include why adaptive performances are important in the performing arts, how artists can prepare for adaptive performances, what is currently common in practice in their discipline/genre in terms of inclusivity/accessibility, or many other topics.
Option 2 (less traditional): Create a full-length adaptive program including a flexible script, interactive components, musical selections, and pre/post activities/materials explained in a comprehensive document. Extension for Option 2: Prepare marketing materials for the performance as well.
Second extension for Option 2: Have students submit the adaptive performance proposal to an organization (particularly if the class in which these modules have been added is a practical course or for performance/performing majors).

Slide 22 Reflection questions
· Could arts organizations incorporate various adaptive performance practices into broader programming? Which ones might be easiest/simplest, and which might be more challenging?
· Is creating adaptive programming significantly more challenging than other types of programming (for you; in general)?
· How might we modify common elements that do not work for the disability community and/or a neurodiverse group in artistic practice (e.g., theatre-style seating; programming)?

Slide 23 Student Feedback Form – at the break or after class, please consider submitting an anonymous student feedback form. You can also opt to send personal reflections/comments directly to me or set up a meeting to discuss anything about my teaching or the topic. These are very helpful for me to learn what you like, what you don’t like, and where I can work to improve as an instructor.

Slides 24 and 25 - Bibliography
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