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Reflective Journal Entry Four - Critical Reflection on My Development as an Applied Theatre Practitioner 
Reflecting across the three Penrhys Drama workshops, I can see that my development as an applied theatre practitioner is shaped by both the needs of the neurodiverse young people I work with and the wider cultural landscape of applied theatre in Wales. The Welsh context, with its strong emphasis on cultural democracy, community participation, and inclusive arts practice, provides a critical lens through which I can evaluate what I need to strengthen in my facilitation.
A key area of development is the need to embed intentional, accessible communication strategies. While I adapted instinctively in the moment, simplifying language, slowing my pace, and using gesture, I recognise that accessibility must be planned, not improvised. Hijinx Theatre, a leading Welsh company working with learning‑disabled and neurodivergent artists, stresses that “Our approach is built on accessible communication, collaboration and removing barriers to participation” (Hijinx, n.d.). My workshops revealed moments where participants relied heavily on my modelling or physical cues, suggesting that I need to integrate visual schedules, co‑created signals, and predictable transitions more systematically. This aligns with the Arts Council of Wales’ commitment to removing structural barriers to participation (Arts Council of Wales, 2020), reminding me that accessibility is an ethical responsibility, not an optional enhancement.
A second area for development concerns co‑creation and shared authorship. Although I created safe and playful environments, the structure of each session remained largely facilitator‑led. Welsh applied theatre discourse places strong emphasis on collaborative authorship, particularly within inclusive arts organisations. Hijinx Theatre emphasises that inclusive practice should be co‑created with learning‑disabled and neurodivergent artists rather than designed for them (Hijinx, n.d.) This challenges me to move beyond offering choice within my structure and towards co‑designing elements of the session with participants. This might involve collaboratively shaping warm‑up rituals, selecting improvisation themes, or developing shared rules of play. Such shifts would support participant agency and align my practice with Wales’ commitment to inclusive cultural democracy. The Welsh Government reinforces this principle in its cultural strategy, noting that Priority One, “culture brings us together”, focuses on addressing inclusivity, diversity, and accessibility (Welsh Government, 2024). This policy‑level endorsement strengthens the ethical imperative for me to embed further co‑creation within my facilitation and deepens my understanding of participatory cultural leadership.
A third area of development lies in deepening my understanding of neurodiversity‑affirming practice. My reflections show that I responded sensitively to participants’ needs, yet I still approached some behaviours, such as mirroring or hesitancy in improvisation, from a neurotypical frame. The neurodiversity movement emphasises that autistic communication styles are not deficits but “valid forms of expression that require recognition rather than correction” (Kapp, 2020, p. 4). In the third workshop, the new participant’s mirroring initially appeared to me as imitation, but I later understood it as a meaningful form of engagement. To develop further, I need to expand my knowledge of neurodivergent communication and integrate this understanding into my facilitation choices. This is particularly relevant in Wales, where inclusive arts organisations advocate for recognising neurodivergent artists as cultural contributors rather than service users. The Creativity is Mistakes project exemplifies this shift by centring the voices of disabled, Deaf, and neurodivergent artists and positioning them as creative leaders. The project aims to develop “innovative models for collective access in the visual arts” (Disability Arts Cymru, Artes Mundi and Mostyn, 2023), reinforcing the importance of valuing neurodivergent expression as a legitimate artistic language and strengthening my commitment to embedding affirming, participant‑led approaches in my practice.
There is a need to continue exploring my facilitator identity and positionality. In the second workshop, I struggled with the label of “actor,” feeling it conflicted with my facilitation ethos. However, embracing a more fluid identity allowed me to model playfulness and vulnerability, which in turn encouraged participants to take creative risks. Brookfield reminds us that critically reflective practitioners must “surface and challenge the assumptions that frame our practice” (1995, p. 29). In the Welsh applied theatre context, where practitioners often occupy hybrid roles across education, community work, and performance, this identity negotiation is not only common but necessary. I need to continue interrogating how my identity shapes power dynamics, expectations, and the relational atmosphere of the room.
A final developmental area is strengthening my capacity for embodied listening and presence. Across the workshops, I became increasingly aware of how my physicality influenced participants’ focus and confidence. Nicholson argues that applied theatre facilitation requires “attentiveness to the affective and embodied dimensions of participation” (2014, p. 67). This resonates strongly with my experience: when I grounded myself, slowed my movements, or mirrored participants’ energy, the room settled. Developing this skill further, through reflective practice, supervision, or somatic training, will support me in responding more sensitively to the emotional and sensory landscape of neurodiverse groups and deepen my embodied facilitation practice.
In summary, my development as a practitioner centres on strengthening accessible communication, expanding co-creation, deepening neurodiversity‑affirming practice, refining my facilitator identity, and cultivating embodied presence. These areas of growth will support me in creating applied theatre spaces that are not only inclusive and responsive, but also aligned with the values of cultural democracy and community empowerment that underpin applied theatre in Wales.
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