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Welcome 

 
Welcome to Embodied Research Methods in Music & Sound: Practice, Technologies, and 
Spaces, an RMA Practice Research Study Day hosted by the Music, Technology, and Interaction 
(MTI) research centre and the Department of Music at University of Liverpool.  
  
This study day brings together researchers, artists, technologists, and practitioners working 
across music, sound, movement, and creative technologies to explore embodiment as a 
research methodology. The programme centres embodied practice as a primary site of 
knowledge production, shaping how research questions are formed, how methods are 
developed, and how insights are generated and shared through practice.  
  
Across presentations, demonstrations, performances, and discussions, contributions address a 
wide range of embodied approaches in practices of composition, instrumental performance, 
listening, improvisation, movement, DIY instruments making, inclusive and accessible musical 
system design, algorithmic music, and audiovisual performance.   
  
This event is organised in collaboration with the Royal Musical Association Practice Research 
Study Group and is supported by funding from the School of the Arts, University of Liverpool.  
  
We hope the day offers a stimulating and supportive space for discussion, reflection, and 
encourages new connections, collaborations and perspectives on embodied research methods 
and practice.  
  
   
Organising Team:  
Jenn Kirby, MTI, University of Liverpool  
Jonathan Crossley, MTI, University of Liverpool  
Mira Benjamin, RMA Practice Research Group, City St George’s, University of London  
Scott McLaughlin, RMA Practice Research Group, University of Leeds  
  
With special thanks to Phil Almond-Higgins, Alex Lowe, and other colleagues and students for 
their support with technical delivery and administrative coordination. 
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Information for Delegates   

Address: Department of Music, 80-82 Bedford St S, Liverpool L7 7BT – The entrance is opposite 
the Rendall Building 

 
 

Getting Here  
 
The nearest train station is Liverpool Central (Metro) but most of you will arrive to Liverpool Lime Street 
(National Rail). The campus is a 20 minute walk.   
The nearest airports are Liverpool John Lennon or Manchester Airport which has more flight options. If 
arriving to John Lennon Airport you can take a taxi (Uber or the local company Delta) or a bus (500, 82A, 
86A) to the city centre. If arriving to Manchester airport you will have the option to take a train into 
Manchester city centre and then a train to Liverpool Lime Street or you can take a National Express 
coach (170, 171) direct from the airport to the university campus.   
All public transport in Liverpool requires you to buy tickets or tap on. For buses you can either purchase 
a ticket while boarding or tap on a single time per journey (you don’t need to tap off on busses).  
All trains in the Liverpool City Region require you to have printed tickets, or you can tap on and tap off. 
They will not accept online tickets. Tickets can be purchased at all stations in the shop or via a ticket 
machine.   

 

https://maps.app.goo.gl/gKorRmffiq6BYFyRA
https://maps.app.goo.gl/vXcNNHGnyGeEAiBMA
https://www.deltataxis.net/
https://www.deltataxis.net/
https://www.nationalexpress.com/en
https://www.nationalexpress.com/en
https://www.nationalexpress.com/en
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Schedule 
Embodied Research Methods in Music & Sound — Study Day Schedule (19 May 2026) 

9:00-10:00           Welcome, coffee/tea [Music Hub] 

10:00-10:15 Opening remarks from MTI & RMA [Music Hub] 

10:15-11:00 Keynote Presentation: 'Body Music: Phenomenologies of Sonic Gesture' from Atau Tanaka [Music Hub] 

11:15-13:00 Participant Session 1a [LTR]  Participant Session 1b [Music Hub] Participant Session 1c [SSL Studio] 

 Nastasya Sumantho (Strategies for 
Choreographing Piano Performance: A Practice-
Led Exploration of Expressive Movement in 
Classical Piano) 

Sarah Westwood (A thousand ways to move: 
experimenting with movement in the composition 
studio) 

Mo Zhou (Hand-on Sound: DIY Instruments in 
Collaborative Performance) 

 Ed Jones (Accident as Method: Embodied 
Research in Jazz and Improvised Practice) 

Ria Bagley (Listening as Embodied Ecological 
Practice in Electroacoustic Performance) 

Richard McReynolds (Gesture, Dialogue, and 
Multimedia Embodied Systems Design) 

 Joe Caulton (Reflecting on open notation and 
musical ontology through a practitioner’s 
narrative) 

Ganyu Zhang (Embodied Cycles: Exploring the 
Menstrual Cycle as a Framework for Musical 
Composition) 

Cheryl Hui (Bespoke at Scale: A Modular 
Framework for Embodied Musical Agency) 

 Poppy Philligreen (‘which should be the most 
solitary place of all...’: Reflections on silence, 
space and body in enclosure 1) 

Rachael Gibson (The Song of the Two of Us: a 
piece for piano duet exploring intimacy and 
improvisation) 

Evan O’Donnell (How Does the Body Know the 
Pattern? An Investigation Into Expressive 
Rhythmic Timing via Practice with Wearable 
Sensors) 
 

 Chair: Jonathan Crossley Chair: Scott McLaughlin Chair: Jenn Kirby 

13:00-14:00 LUNCH BREAK   

14:00-16:00 Participant Session 2a [SSL Studio] Participant Session 2b [Music Hub & PR1] 

 Rob MacKay and Paty Lorena Solórzano (memoria entre alas IV: dueto 
telematico) 

Jenn Grossman (Inner Optics: Investigations into Sonic Interiority — 
Towards an Embodied Ethnography) 

 Alex Lowe (Practice Structures in Turntablism and Plunderphonics) Alex McLean (Embodying algorithmic music) 

 Manoli Moriaty (Visualising Embodied DJ Performance) Adrian Hazzard (The language of music is inherently embodied) 

 Leslie Deere (The Embodied Instrument as Research Method: Gesture, 
Immersion, and Emergent Practice) 
 
Janell Yeo (Music Made Flesh: a practical study on the incarnation of ins 
trumental art music videos) 
 

Nicola Woodham (Buffer Live: Voice Making Through Movement) 

 Chair: Jonathan Crossley Chair: Jenn Kirby 

15:45—16:00   Comfort break 

16:00—16:30 World Café [Music Hub] 

16:40—17:00   Closing Remarks [Music Hub] 

17:00 Optional Pub Visit [The Cambridge, 51-53 Mulberry Street] 
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Abstracts 

Keynote Presentation  

Body Music: Phenomenologies of Sonic Gesture 
Atau Tanaka (Goldsmiths, University of London)  
 
This lecture introduces concepts developed in my upcoming book, Body Music: 
Phenomenologies of Sonic Gesture to be published in 2026 by Goldsmiths Press and distributed 
by MIT Press and Penguin/Random House. Body Music is a musician's account of the 
relationship between corporeal movement and musical sound. I am interested the visceral 
engagement of the body in musical performance, and how technological mediation can foster, or 
break, forms of audience empathy. The book examines the conscious and subconscious 
strategies behind musical expression, and ways in which sound and gesture become the 
medium of intersubjectivity with the spectator. It looks at the design of technologies that break 
out of the binary brittleness of the digital to capture subtleties of human movement to create 
expressive digital musical instrument systems. Drawing from the overlapping fields of 
phenomenological philosophy, cognitive neuroscience, and post-humanist anthropology, the 
book unwraps the performer as materially and digitally entangled with the sonic. It connects 
these insights with fields of cognitive science and embodied human-computer interaction (HCI) 
to offer a performer-centric approach to developing new sonic technologies, including with 
biomedical technologies of electromyogram (EMG) muscle sensing. Using signals of the body 
with sound signals through processes of interactive machine learning provides a possible 
humanistic response to the challenges posed by artificial intelligence.   
 
Bio  
Atau Tanaka conducts research in embodied musical interaction. By using muscle sensing in 
performance, the human body becomes musical instrument. He studied electronic music with 
Ivan Tcherepnin at Harvard University. There he met John Cage during his Norton Lectures. 
Tanaka went on to carry out his doctorate with John Chowning and Max Mathews at CCRMA 
Stanford. Atau has carried out research at IRCAM Centre Pompidou, Apple France, and Sony 
Computer Science Laboratory (CSL) Paris in areas of interactive music, immersive media, 
network performance, and human-data interaction.  His work, solo and in groups like 
Sensorband and in collaboration with Lillevan, Cicanoise, and Dane Law has been presented at 
Ars Electronica, ZKM, WOMAD, Sónar. In Montreal, he has performed at MUTEK, the Société des 
Arts Technologiques (SAT), FCMM, la Fondation Daniel Langlois, and has been on the board of 
the InterSociety of Electronic Art (ISEA). His performances in the Japanese avant-garde scene 
has been captured in the electronic music documentary, Modulations by Iara Lee. A collection of 
Japanese sound art curated by Tanaka has been released by the SFMOMA. His work in thinking of 
the body as musical instrument has been exhibited at the Musikinstrumenten-Museum Berlin. 
His research has been supported by the European Research Council, UK and French research 
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councils. He was artistic co-director of STEIM Amsterdam and has held visiting positions at the 
Bristol Interaction Group, TU Berlin and MSH Paris Nord. He is co-director of the Centre for 
Sound, Technology & Culture at Goldsmiths University of London.  
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Participant Session 1a 

Strategies for Choreographing Piano Performance: A Practice-Led Exploration of Expressive 
Movement in Classical Piano                   
Nastasya Sumantho (Royal Birmingham Conservatoire)  
 
Existing literature has briefly acknowledged that pianists may manipulate their audience 
perception through gestures, based on the belief that audiences form interpretations by fusing 
visual information with musical sound. However, little is known about the specific strategies 
involved, such as the deliberate use of such gestures as a performative and expressive tool, or 
their effects on musical interpretation.  
 
This practice-led research aims to investigate the impact of choreographing ancillary gestures 
(non-sound producing) in solo piano performance and to offer insights into the process of 
choreographing piano performance from a pianist’s perspective. As both researcher and 
practitioner (pianist), the study draws on tacit, situated knowledge to explore the relationship 
between musical interpretation and the selection of choreographed gestures.   
 
This research will use Kolb’s Experiential Learning Cycle as a framework, along with video 
recordings to document and reflect on the process and development of the choreography 
practice, and to reflect on the resulting choreographed performance. Results of this research will 
offer practical guidance and initial reference points on choreographing gestures 
into music performance, for performers and researchers interested in exploring similar 
embodied and choreographic approaches.   
 
This presentation takes the form of a demonstration of practice-based methods, featuring video 
excerpts from two contrasting piano works with choreographed movements suggested by an 
audience workshop, where participants proposed and notated gestures using text, drawings, or 
symbols. 
 
Bio  
I am Nastasya, a PhD student in Research in Music and Performing Arts at the Royal Birmingham 
Conservatoire, specialising in piano performance and practice-led research. My work 
investigates how pianists can integrate choreographed gestures into practice and performance, 
exploring the relationship between musical interpretation and embodied movement. As both the 
researcher and practitioner, I draw extensive performance experience, including solo recitals and 
competitions during my BA and MA studies at Leeds Conservatoire, as well as ensemble work 
and public performances at weddings, charity events, and gigs spanning from classical, pop, and 
jazz. I recently completed a Postgraduate Certificate (February 2026) and have been teaching 
piano (beginner to Grade 8) since 2022. 
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Accident as Method: Embodied Research in Jazz and Improvised Practice  
Ed Jones (Leeds Conservatoire)  
 
This presentation offers a practice-based account of how accidents and chance function as 
embodied research methods within jazz and improvised music. My PhD investigates 
improvisation through rehearsal, performance, and experimental hybrid scores that foreground 
embodied musical actions—breath, gesture, touch, and relational listening—as core sites of 
inquiry. Rather than treat accidents as disruptions, the project understands them as catalysts 
that reconfigure technique, perception, and performer interaction, generating forms of embodied 
knowledge accessible only through practice. 
 
Bio 
Ed Jones is an award-winning jazz saxophonist, composer, and principal lecturer at Leeds 
Conservatoire who has been a key figure in the UK jazz scene for more than four decades. He 
maintains an international profile, performing, recording, and collaborating across the UK and 
abroad. His recent projects include work with Norwegian drummer Emil Karlsen, Finnish 
trumpeter Mika Myllari, and Japanese pianist Yutaka Shiina in the Tokyo–London Jazz 
Connection. He is also active in interdisciplinary collaborations, including the Ayatori film series 
and the Lotus Code project with visual artist Yuriko Takagi. He is currently undertaking doctoral 
research at Birmingham Conservatoire, investigating accident and chance in jazz and improvised 
music. 
 
 
Reflecting on open notation and musical ontology through a practitioner’s narrative  
Joe Caulton (University of Liverpool) 
 
As both a listener and a composer, I have a keen interest in the aesthetic applications of musical 
ontology. Of particular interest are the multifarious textual, visual, and conceptual paratexts 
which point towards and inform the ontological status of a given work. Moreover, techniques 
associated with experimental music (e.g. indeterminacy, ambiguity, meta-reference, intermedial 
performance art, etc.) make the genre ample ground for the exploration of these objects that 
surround and frame the musical work. Taken together, these two ideas form the basis of my PhD 
project which seeks to develop a framework for a systematic integration of paramusical 
elements into discrete works of experimental music.   
  
To contribute to this study day’s discussion of embodiment, this paper will take the form of a 
practitioner’s narrative reflecting on aspects of this process of developing a replicable and 
analysable technique out of an intuitive personal practice (Spatz, 2017). Ever since I began 
composing score-based music my foremost preoccupation has been with an attempt to 
minimise the arbitrariness of creative decision-making: to strive towards every choice in the 
compositional process feeling meaningful. This preoccupation has led me to my current creative 
practice which necessitates the writing of scores by hand and the development of open notation 
types that can replicate my intuitive performance practice. A work-in-progress composition will 
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be used as a case study: a piece for piano which will exist as a set of alternate versions of the 
same score, each requiring a subtly different mode of interpretation from the performer.  
 

Bio 

Joe Caulton is a composer of music and non-music from Leeds whose work explores the 
intersections between music and its framing materials. He is particularly interested in 
experimental approaches to notation especially in cases where the performers’ engagement with 
the score becomes a form of musical content. He is currently a PhD candidate at the University 
of Liverpool developing a compositional framework that considers the creative potential of 
musical ontology. 
 
 
‘which should be the most solitary place of all...’: Reflections on silence, space and body 
in enclosure 1 
Poppy Philligreen (University of Liverpool) 
 
Sometime in the early 1400s, a woman named Lady Isabel German stepped through a door into a 
small room in All Saints Church in Fishergate, York. She never left. Like many medieval women, 
she had chosen to become an anchoress. Anchoresses lived alone in a small room (or “cell”) 
attached to a parish church and were devoted to lives of pious contemplation. But despite this 
seemingly quiet and isolated existence, German’s life and impact, like that of other anchoresses, 
stretched far beyond the boundaries of her cell. The sounds and songs of her devotion stretched 
simultaneously up towards the divine and out to the people and communities around her, 
drawing together disparate spiritual and physical realms. From within the narrow confines of her 
enclosure, German created around her an expansive and reverberating space, a liminal place 
that transcended earthly containment.   
    
In this presentation, I discuss my insights following the first performance of enclosure 1, a work 
for saxophone and electronics inspired by German’s performance of sound within her cell. In 
particular, I reflect on how performing embodied silences acted to integrate my body into the 
physical space it inhabited, while simultaneously creating a sense of transcendental separation 
from my environment. By situating my body as a point of empathetic connection with German, I 
consider what insights this affords me into her experiences of sound and space within her cell. 
Finally, I argue for the benefits of this type of embodied methodology, and the experiential 
knowledge it provides, within historical research.   
 
Bio 
Poppy Philligreen is a performer and researcher based in Manchester. She is interested in finding 
ways her own practice as a contemporary/experimental saxophonist can be used to foster 
empathetic connections with individuals, particularly medieval women, whose experiences and 
voices are often absent in historical sources. In 2024 she began a PhD examining the role of 
sound and music within anchoritic devotion at the University of Liverpool under the supervision 
of Professor Lisa Colton and Professor Sarah Peverley. 
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Participant Session 1b 

A thousand ways to move: experimenting with movement in the composition studio 
Sarah Westwood (Goldsmiths, University of London) 
 
By framing embodiment as a compositional approach, I will highlight the multifaceted nature and 
the necessity to consider movement as a compositional practice. This paper examines 
embodied composition approaches I developed when reworking a composition for piano (cable 
veins) and creating a Somatic Composition Exercise (a thousand ways to move), but my research 
can be applied to composers working in acoustic and electronic music. Embodied practices, 
including Qigong, inform the tasks in a thousand ways to move, to develop an attuned state of 
physical awareness when composing. Within this experiment, I explore the ways in which my 
attitude to music altered through cultivating a well-being and compassionate body. Physical 
awareness is examined in the composition studio: I share how my body, and in consequence, the 
composition is constituted through embodied processes. And when sharing the composition 
with performers and listeners, I then offer a breathing thing (Ingold 2010), that was shaped by 
and shaped this being. Ultimately, I claim that by considering embodiment as a compositional 
approach, composers can cultivate a gratitude for the gift of creating music, and the body that 
creates it. This research formed part of my PhD where I developed eight Somatic Composition 
Exercise together with a portfolio of compositions. 
 
Bio 
I compose music for dance, music-theatre, installation, and concerts – working with memory,  
failure, and sound; embodiment/transcendence; and matters of the heart. My PhD at  
Goldsmiths University of London examined an attuned state of embodied practice from an 
composer’s perspective (Doing, Being, Belonging, Becoming: defining Somatic Composer and  
Composition in a compositional praxis). Notable attainments include being awarded the Bliss 
Trust Scholarship for artistic development at UCSD; selected composer for ISCM World Music  
Days NZ; winner of the 21st Left Coast Chamber Ensemble Competition San Francisco; with 
music broadcast on BBC Radio 3 and published by BabelScores. 
 
 
Listening as Embodied Ecological Practice in Electroacoustic Performance 
Ria Bagley  
 
My presentation explores listening as an embodied research method within electroacoustic 
composition and live sound performance. Drawing on a project developed initially for a MA 
Creative Music Production project at the University of Huddersfield, but further expanded for 
performances at FACT and the Huddersfield Contemporary Music Festival, the work investigates 
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how sound and listening – particularly in electroacoustic music – can engage audiences with 
environmental change.  
  
My live performance ‘Echoes of a Future Place’ is structured across three movements – Past, 
Present, and a speculative Post-Human? Future, and combines field recordings, archival 
sounds, data sonification and live audio manipulation techniques.  
  
The concept of the sound object (Schaeffer) detaches sound from its original source. This 
“reduced listening” approach risks isolating sound from the environments and relations that 
produce it. Practices such as Pauline Oliveros’ Deep Listening instead position listening as an 
embodied and relational activity. In this context, sound is not just an isolated object, but part of a 
broader network of relationships between listener and environment.  
  
Building on this, environmental sound practices, such as those described by Leah Barclay, 
demonstrate how field recordings and sonic experiences can foster ecological empathy and 
environmental awareness.  
  
Bringing these ideas together suggest a new way of how the sound object might be understood. 
Sound can be approached as a relational event that changes through time, place, and listening 
practice, potentially revealing traces of industrial history or environmental degradation. Through 
embodied listening practices, sonic perception intersects with environmental awareness, and – 
ultimately – operating as a form of climate praxis, transforming sound into a catalyst for care, 
reflection and potential action. 
 
Bio 
Ria Bagley is a Liverpool-based sound artist exploring the intersections of climate, community, 
and emotional resonance through experimental audio practices. Her work blends field 
recordings, archival sounds, and experimental electronics to create immersive sonic narratives 
that reflect on changing urban soundscapes. Through this approach, her practice positions 
sound as a medium for reflection and political engagement.   
 
She recently completed an MA in Creative Music Production at the University of Huddersfield, 
where her research examined listening as a form of ecological engagement within 
electroacoustic composition. Her work has been presented at venues including FACT Liverpool 
and the Huddersfield Contemporary Music Festival.   
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Embodied Cycles: Exploring the Menstrual Cycle as a Framework for Musical Composition 
Ganyu Zhang 
 
This project investigates how cyclical bodily experience can function as an embodied 
methodology for musical composition. Much of modern social and artistic production is 
structured around linear, productivity-driven temporalities that prioritise progression, control, 
and goal-oriented development. These temporal structures often shape conventional 
compositional practices, influencing how musical form, pacing, and development are 
conceived.  
 
In contrast, the female body operates through cyclical rhythms. The menstrual cycle 
provides a recurring temporal framework characterised by shifting phases of energy, 
introspection, and transformation. This project explores how such cyclical bodily temporality 
can inform compositional decision-making, shaping musical parameters such as density, 
pacing, texture, and energetic flow.  
 
Through a practice-based research approach, the project develops a compositional method that 
translates the four phases of the menstrual cycle—menstrual, follicular, ovulatory, and luteal—
into musical structures and creative processes. By mapping embodied experiences of energy, 
focus, and emotional states onto compositional strategies, the research experiments with 
cyclical forms that challenge dominant linear models of musical development.  
 
Positioning the embodied feminine body as a source of creative knowledge, this work proposes 
cyclical temporality as both an artistic framework and a research methodology. In doing so, the 
project contributes to broader discussions on embodiment in creative practice research, 
feminist perspectives in music, and the dynamic relationship between body, time, and sound.  
 
Bio 
Ganyu (Ganey) Zhang is a singer-songwriter and composer whose work explores the 
intersections of embodiment, sound, and creative practice. She holds a BA in 
Musicology from the Central Conservatory of Music (CCOM) and recently completed an MA in 
Music Production at the University of the Arts London (UAL). Her research 
investigates how cyclical bodily experience and the embodied feminine body can inform 
compositional methodologies, translating bodily temporality into musical structures while 
exploring the relationship between energy, rhythm, and creative flow in artistic practice. 
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The Song of the Two of Us: a piece for piano duet exploring intimacy and improvisation 
Rachael Gibson (University of Liverpool) 
 
Kielder (title TBC – working title) is a piano duet which studies notation of the body and tactile 
improvisation within a composition. In this work, I hope to focus on the levels of intimacy, power 
dynamics and interplay between two pianists as they share the same instrument.  
 
As a composer, working with two piano players on one instrument presented challenges and 
exciting areas of exploration; this piece is a collaboration with two professional players who have 
different embodied and improvisatory approaches, shaped through their training as a jazz pianist 
and contemporary music performer respectively.  
 
The score focuses on the physical gestures of piano performance developed from collaborative 
workshops and my own tactile explorations, using recordings from 2016 – 2026. This includes 
using only the hands to prepare the piano strings, and shifting the tactile focus from the arm – 
wrist – hands – fingers during improvisations to change the sonic and physical quality of musical 
gestures. The players are invited to collaborate, sabotage, ‘cut off’ and freely explore the piano 
together, like I have in my own improvisations. Using a paper based score, notation became a key 
element modelled by their individual and collective relationship to the piano.  
 
Through focusing on the body, I hope to create a piece that captures and abstracts the 
relationship between the human and non-human bodies as they intertwine.  
 
I am particularly interested in reflections and feedback to help refine the work from those with 
more experience/ alternative approaches to my own within the study day. 
 
Bio 
Rachael Gibson is a Merseyside-based guitarist and composer, currently undertaking a PhD in 
composition at the University of Liverpool. Her research explores how alternative notation 
practices and audio-visual technology can be utilised to examine the connection between the 
body, touch and performance. Recently, Rachael has participated in the LSO Soundhub Scheme 
(2024/25) and the Britten Pears Young Artist Programme (2023/24). Her work has been performed 
by ensembles including Riot Ensemble, Pixels Ensemble, and House of Bedlam.  
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Participant Session 1c 

Hand-on Sound: DIY Instruments in Collaborative Performance 
Mo Zhou (University of Nottingham) 
 
This exhibition explores embodied research methodologies employed in ecological and hybrid 
music practices, realised through self-made instruments operated directly by performers, 
thereby fostering interaction with traditional instruments. Conventional musical technologies 
typically regulate sound through abstract digital interfaces, distancing performers from the 
physical and relational processes of music creation. This project regards direct bodily contact 
with materials, combined with responsive technology, as a core methodological strategy. 
 
Past performances utilised a handcrafted hydrophone and miniature pump, housed within  
a transparent vessel to clearly reveal the performer's actions. Sound was generated through 
interactions between various materials (such as metal and effervescent tablets etc.) and water, 
or by altering water's state—for instance, using a glass to redirect water streams ejected by the 
miniature pump. These interactive sound designs were intended to interact with and respond to 
the string quartet, forming a hybrid ensemble format where live performers and physical 
electronics mutually influenced each other in dialogue. (https://youtu.be/65IZ9aFz11w) 
 
Another DIY instrument, constructed under the guidance of Dr John Richards (developer of Dirty 
Electronic), is the Bed of Nails. Its principle utilises two dual operational amplifiers. The outputs 
from the op amps are cascaded: from the output of the first to the input of the second. Touching 
different nails with one's fingers produces vibrational sounds, which the moisture of the fingers 
or immersion in water can further modulate. (Test video: 
https://youtube.com/shorts/BbujTXKOP_s?feature=share) 

 
By emphasising bodily movement, material interaction, and responsive technology, these 
approaches function both as creative tools and research methodologies. This embodied 
listening practice highlights bodily perception, relational engagement, and sonic design, while 
exploring how hybrid performance environments can generate novel creative strategies and 
sonic textures. The presentation will include a discussion and demonstration of this 
methodology, examining its potential applications within music technology research and hybrid 
ensemble performance. 
 
Bio 
Mo Zhou is a composer, sound artist, and musician, and a PhD candidate in Music Composition 
at the University of Nottingham. Her practice explores relationships between sound and 
placemaking, often integrating DIY electronic instruments into collaborative ensemble contexts. 
Her work spans concert music, sound art, film scoring, and immersive soundscape projects.  
 

https://youtu.be/65IZ9aFz11w
https://youtube.com/shorts/BbujTXKOP_s?feature=share
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Recent projects include Epitaph for Water, an experimental work for hydrophone, electronics, 
and string quartet created with the Villiers Quartet; Cycles, an animated film score performed by 
the BBC Concert Orchestra; and Echoes of the Forest, an immersive soundwalk presented at 
Nottingham Castle. Her doctoral research, Sound and Place: Creative Sound Practices and 
Mediated Listening through Cross-Format Practice, examines how creative sound practices 
shape listening and experiences of place, and will further explore interactions between systems 
developed in Max/MSP and acoustic instruments or ensembles. 

 
 

Gesture, Dialogue, and Multimedia Embodied Systems Design 
Richard McReynolds 
 
My work emerges from my practice as an electro-acoustic composer and musician working with 
movement-tracking technologies, expanding towards an integrated approach in which sound, 
visuals, and performance are conceived as a single, interconnected system. I will present my 
experience of Sound & Movement, an interdisciplinary research project exploring how embodied 
interaction can drive accessible audiovisual performance.  
 
Sound & Movement brings together three dancers and three computer musicians to create 
performances in which movement data drives sound and generated visuals. Using wearable IMU 
sensors and Gametrak controllers, the project investigates how integrated systems of sound, 
visuals and embodied movement can communicate with intention and clarity to diverse 
audiences. 
 
A central focus of the research is accessibility, particularly for Deaf audiences. Through 
consultation with Deaf artists, the project examines how visual, sonic, and embodied elements 
can be coherently mapped to support audience comprehension across different sensory 
modalities. This has led to a detailed exploration of mapping strategies between movement, 
sound, and visuals as a form of communicative design. A key methodological development in my 
own piece has been physics-based visual systems, including particle and cloth simulations. 
These systems respond dynamically to movement, creating a performative relationship in which 
visuals act as a partner to the dancer rather than a representation of sound. 
 
The project also foregrounds collaborative processes, with multiple dancer–musician pairings 
generating diverse approaches through shared experimentation. The talk will reflect on how such 
practices position performance as a co-created and considers how this work contributes to 
broader discussions of embodied research in music and performance. 
 
Bio 
Richard McReynolds is a Belfast-born composer, creative technologist, and performance artist 
based in Cardiff. His practice explores embodied interaction, focusing on how movement, 
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sound, and visual systems can be integrated through technology. Working with motion tracking, 
custom instruments, and creative coding, he develops performance environments that prioritise 
the performer’s physical experience and agency. His projects focus on live performance and 
interdisciplinary collaboration, often alongside dancers. A PhD graduate from Cardiff University, 
his recent work investigates how gesture can generate and transform audiovisual material in real 
time, creating responsive systems that foreground embodiment as both method and artistic 
outcome. 
 
 
Bespoke at Scale: A Modular Framework for Embodied Musical Agency 
Cheryl Hui 
 
Traditional accessible digital musical instruments (ADMIs) often rely on static, rigid designs. This 
approach forces disabled and neurodivergent musicians to adapt their bodies to the instrument, 
inadvertently erasing their nuanced, embodied realities. This presentation outlines an in-
process, practice-based methodology that challenges normative accessibility by proposing a 
framework of "Bespoke at Scale" for hybrid instrument design. 
 
Developed with the inclusive music charity Joy of Sound, we have established a foundational, 
low-latency wireless ecosystem utilising adaptable physical modules, sensor-based micro-
gesture capture, and analog vibrotactile feedback. Rather than treating this system as a finalised 
product, this presentation demonstrates its use as an adaptable research toolkit to explore the 
interplay between sound, the body, and technology. 
 
Crucially, our design decentres the individual 'user' to embrace the wider care ecology. By 
prioritising intuitive setup and modular flexibility, the framework empowers support workers and 
facilitators, transforming accessibility from a solitary accommodation into a shared, joyful 
musical experience for everyone involved. 
 
Moving into our next research phase, we are conducting a series of embodied case studies with 
individual participants to investigate how modularity serves deeply person-centred co-design. 
By adjusting physical parameters, such as the scale, texture, mechanical resistance, or the 
continuous mapping of micro-gestures to sonic outputs, we embed the musician's specific 
muscle tones, mobilities, and sensory preferences directly into the instrument's physical design.  
 
Through these ongoing investigations, we aim to establish a methodology where individualised, 
embodied ways of knowing shape hardware modules. Ultimately, we seek to prove that scalable 
systems can retain the intimacy of bespoke design while maximising performer agency, 
facilitating both solo expression and collaborative ensemble music-making within diverse care 
ecologies. 
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Bio 
I am a Creative Technologist, Inclusive Designer, and Maker whose practice-based research 
investigates the intersection of physical computing, disability arts, and embodied musical 
interaction. My work focuses on designing modular inclusive digital musical instruments system 
that translate physical micro-gestures into rich sonic expressions. My practice challenges 
normative accessibility frameworks, focusing on person-centred co-design to create adaptable, 
modular systems that embed true musical agency, sensory inclusivity, and embodied ways of 
knowing directly into the hardware of sonic spaces. 
 
 
How Does the Body Know the Pattern? An Investigation Into Expressive Rhythmic Timing via 
Practice with Wearable Sensors 
Evan O’Donnell (Goldsmiths, University of London) 
 
In this presentation, I will discuss the development and application of embodied practice 
research methods in building a system for rhythm-based electronic music performance with 
gesture sensors. This work takes place within a longer-term exploration of the role of embodied 
knowledge in expressive rhythmic timing, and how interactive computer music practice via 
wearable sensor technology can uncover insights into this relationship. For this phase of the 
investigation, I built on movement-rhythm relationships discussed by Godøy (2022) and Iyer 
(2002) and performance techniques with wearable sensors from Tanaka (2009) and Sonami 
(n.d.). I captured video of simultaneous rhythmic and gestural improvisations, then conducted 
detailed auto-analyses of these for insights into my existing embodied technique and 
movement-rhythm associations (Constanzo 2015). I used this to inform new embodied 
techniques and interaction designs for live performance with sensors and pre-composed 
rhythmic material. I also incorporated a movement-led design approach in building these 
interactions (Kirby 2023), using my experiences moving with the sensors and listening to the 
output in developing and fine-tuning the designs. This resulted in a successful performance 
system which allowed for expressive subtlety. In my short talk, I will discuss how embodied 
practice research methods helped bring subjective, tacit, and experiential knowledge into the 
design loop, and how this supported the development of embodied performance techniques for 
new technology. I will also discuss how this might inform embodied research methods specific 
to music, and how this approach is informing my current work around body-based interaction 
with small-data AI models.  
 
Bio 
Evan O'Donnell is a London-based composer, researcher and performer focused on expressive 
timing, embodied musicality, and relationships between the digital and physical. His output 
includes compositions for live gestural electronics, collaborations with Balinese gamelan 
ensembles, and work with experimental music communities in both Indonesia and Latin 
America. His published research focuses on the use of creative practice to investigate embodied 
and individualised music technology interactions, including work with ethical, small-data AI. He 
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is currently a research assistant on the AHRC-funded Technologies of Touch project, based at 
Goldsmiths, University of London. 
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Participant Session 2a 

memoria entre alas IV: dueto telematico 
Rob MacKay (University of Newcastle) and Paty Lorena Solórzano 
 
"memoria entre alas IV: dueto telematico" is an eco-acoustic and eco-dance, poetic intervention 
between Patricia Lorena Solórzano (dance, choreography, poetry) and Rob Mackay (flute, 
electronics, live soundscape streaming). The duet invites the public to contemplate the natural 
and cultural phenomenon of the migration of the Monarch Butterfly. The dance and music 
respond to their environment by transforming body and sound space into a sacred place of 
embodiment. The movement language was developed from scientific observations and 
movement research conducted in the Monarch sanctuaries, while the music includes 
soundscapes transmitted live from locations along the monarch migration routes through 
streamboxes installed between Canada and Mexico. This creates a dynamic and captivating 
interaction between dance, music, and ecology. In this performance the dancer is projected via 
livestreamed video onto video footage of monarch butterfly reserves in Mexico, USA, and 
Canada.  
  
Following the Flight of the Monarchs, is an interdisciplinary acoustic ecology project bringing 
together artists and scientists, connecting with ecosystems and communities along the 
migration routes of monarch butterflies as they travel the 3,000 mile journey between Mexico 
and Canada each year. https://followingtheflightofthemonarchs.com/  
  
Artefacts produced so far include a touring installation (presented at the Eden Project, and 
various international conferences and festivals; a networked telematic performance; and a radio 
programme for BBC Radio 3 - https://www.bbc.co.uk/programmes/m000qyhz).  
  
Danzas Migratorias: Choreography for the Monarch Butterfly, 2021-22 National Endowment for 
Culture and the Arts Mexico "Young Creators," assembles ecology and social practice with the 
choreography in public spaces. The project includes a series of on-site dances along the 
Monarch's migratory route, improvisational scores, a video dance, eco-dance workshops, 
collaborations with artists and scientists, and an archive of migration stories.  
 
Bios 
Rob Mackay is an award-winning composer, sound artist and performer. Recent projects have 
moved towards a cross-disciplinary approach, including geology, soundscape ecology, theatre, 
audiovisual installation work, and human-computer interaction. His work has been performed in 
18 countries (including several performances on BBC Radio 3, BBC Radio 1 and Radio France), 
and a number of his pieces have received international awards (Bourges (1997 and 2001), EAR 
(1999), La Muse en Circuit (2007)). He has held composer residencies at Slovak Radio 
(Bratislava), La Muse en Circuit (Paris), the Tyrone Guthrie Arts Centre (Ireland), Habitación del 
Ruido (Mexico City), and CMMAS (Morelia).  
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Rob is currently a Senior Lecturer in Composition at Newcastle University. Previously, he was a 
Reader in Music at the University of Hull where he directed HEARO (Hull Electroacoustic 
Resonance Orchestra). He is also the Chair of UKISC (UK and Ireland Soundscape Community), 
an affiliate of the WFAE (World Forum for Acoustic Ecology).  
  
Paty Lorena Solórzano (b. Morelia, MX), is an independent bi-national choreographer, dancer 
and teacher. She directs giraSOLa dance, a platform for her choreographic projects. Recipient of 
a National Endowment for Culture and the Arts Mexico “Young Creators" 2021-22 award, her 
practice as an artist is guided by improvisation, walking, memory and connection to place. Her 
independent projects touch on personal themes from her experience as a being ni de aquí, ni de 
allá, and are inspired by science and nature to create abstract worlds in motion. With a poetic 
imaginary, her choreographies have been presented by Primate Escénico, Performática, Dance 
Source Houston, Texas Dance Improvisation Festival, Texas Latino/a/x Contemporary Dance 
Festival, Detroit Sidewalk Festival of Performing Arts, Florida Dance Festival, Triskelion Arts, 
Dance@DMAC, AUNTS and Movement Research at Judson Church New York, among others. She 
has been an artist-in-residence at Keshet Makerspace, Atlantic Center for the Arts, 
Guapamácataro Center for Arts & Ecology, among others.   
 
 
Practice Structures in Turntablism and Plunderphonics 
Alex Lowe (University of Liverpool) 
 
This creative practice think piece uses a practitioner’s narrative to explore the philosophical 
differences between plunderphonics and turntablism. Both practices involve the use of pre-
existing musical recordings in the construction of new works but differ in their relation to 
embodiment. Plunderphonics (compositions constructed entirely from pre-existing recordings) 
view samples from a teleological perspective, focusing on cumulative outputs rather than the 
techniques used to manipulate samples. Turntablism focuses on the active and momentary 
techniques used to affect a musical recording. This presentation seeks to explore these 
differences by evaluating their relevancy to embodied methodologies through analysis of their 
practice structures. Practice structures refer to the manner in which three resources of 
embodied practice: people, space, and time, coalesce to present a repeatable pattern of 
practice.   
  
Analysis of my own and others’ practice structures in both plunderphonics and turntablism is 
conducted to establish a practice review. Reference to other practitioners establishes 
transmissible techniques to integrate into my own practice structures. The spatial differences 
between both practices are viewed as interlocked with philosophical differences, 
plunderphonics as a primarily studio-based practice and turntablism as a primarily 
performance-based practice. Time also interacts with these differences, plunderphonic 
practices often have an open-ended timeframe to affect and re-structure musical recordings, 
whereas turntablists must affect the recordings within the temporal constraints of a 
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performance. I conclude that plunderphonics does not suit embodied research methodologies 
whereas turntablism is a fertile practice for embodied research, emphasising what the body can 
do to creatively affect pre-existing musical recordings.   

 
Bio 
Alex Lowe is a multimedia composer and researcher undertaking a PhD at the University of 
Liverpool. Musically influenced by plunderphonics, diverse popular traditions, and 
contemporary classical music, Lowe’s works are constructed for immersive environments 
including surround sound, AV, lighting and more, creating meditative yet hyper-real experiences. 
Through this practice, his research utilises informed and iterative creative practice to devise a 
framework which compositionally uses and responds to contemporary conceptions of nostalgia.   
 
 
Visualising Embodied DJ Performance 
Manoli Moriaty (Liverpool Hope University) 
 
Digital DJ systems have significantly expanded the creative possibilities available to performers 
through software-based tools and configurable controllers. However, these developments have 
also introduced a degree of opacity between performer gesture and sonic outcome. Unlike 
analogue DJ practice, where actions such as cueing records, adjusting pitch or manipulating 
mixer controls remain visibly connected to the sound being produced, digital systems often 
conceal these relationships within laptop interfaces and software processes. This perceived 
separation between performer action and audible result has been noted in discussions of digital 
DJ culture and laptop-based performance (Montano 2010; Attias & Van Veen 2011). 
 
This presentation introduces Traces, a visual interface designed to reveal the embodied gestures 
of DJ performance within digital mixing environments. Developed using Native Instruments’ 
Traktor software and the visual programming environment Isadora, the system captures 
performance data and rearranges elements of the DJ software’s graphical interface into a 
simplified visual layout. Parameters such as waveform activity, channel levels, equalisation, cue 
triggers and effects are translated into animated visual components corresponding directly to 
performer interaction. 
 
Engaging with discussions of embodied knowledge in practice research (Spatz 2017; Nelson 
2022), Traces explores how interface visualisation can communicate digital musical 
performance to audiences unfamiliar with DJ technologies. The presentation will demonstrate 
the system and reflect on its use as a practice-based method for making the relationship 
between gesture, interface and sound perceptually legible. 
 
Bio 
Manoli Moriarty is a music-maker, performer and scholar. Initiated into Manchester’s free party 
and club culture in the early 2000s, he became a regular DJ at clubs, squats and teknivals across 
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the North West of England. His work explores the intersections of DJ practice, digital 
performance technologies and interdisciplinary collaboration via human-computer interaction. 
He has published research with Routledge, Cambridge University Press and Springer, and is 
currently Lecturer in Music Production and Digital Creativity at Liverpool Hope University. 
 
 
Music Made Flesh: a practical study on the incarnation of instrumental art music videos 
Janell Yeo (Goldsmiths, University of London) 
 
How does one create a culinary recipe without trying it in practice?   
Likewise, if one were to create a subgenre of audiovisual media, would it be meaningfully 
possible without embodied praxis?  
   
In this illustrated mini lecture, I present the topic of instrumental art music videos — an 
audiovisual subculture which remains both unexplored in academia and underutilised in 
commercial and cultural practice. Not only is this a medium that has evaded scholarly 
investigation despite almost a hundred years of history, but close examination brings to light 
several theoretical issues that are also underdeveloped amongst the wider field of music video 
scholarship. How can we create mediated instrumental performances that produce the 
equivalent feeling of immersivity, embodiment, and relatability as in live unmediated 
performance?  
   
Through my doctoral thesis and portfolio, my audio-visio-corpos framework identifies 
contextualised embodiment functioning through the mechanism of metaphor — first proposed 
in linguistics by Lakoff and Johnson (1980), applied to audiovisual media by Cook (1998) and now 
extended into embodied audiovisual metaphor by Fahlenbrach (2008) — as the key to 
dismantling the theoretical and aesthetic issues in existing instrumental art music videos. 
Utilising Ben Spatz’s approach of embodied technique (2015) in my unique tripartite perspective 
as scholar, performer, and producer/director/editor, I draw upon scholarship and practice in art 
music performance, popular music videos, screendance, and neuroscience amongst other 
fields to demonstrate how a performer-centred model of musico—choreo-visual production that 
prioritises contextual, embodied, “fleshed-out” experiences can create positive ramifications in 
the resulting art music videos. 
 
Bio 
Janell Yeo is completing a practice-based PhD at Goldsmiths UoL, supervised by Holly Rogers, 
Ian Gardiner (until August 2024) and Barley Norton (2025 onwards) and supported by various 
grants and scholarships. Previously, she trained at the Guildhall School of Music & Drama and 
the Royal Academy of Music and was subsequently selected as a Wigmore Hall Fellow. Since 
then, she has premiered new commissions, performed in festivals and concert series across the 
UK, and enjoyed guest appearances on Radio 3’s In Tune and Tom Service’s The Listening 
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Service. Her audiovisual works have been screened/published at BAFTA, Viacom, and the Sonic 
Scope Journal.  
 
 
The Embodied Instrument as Research Method: Gesture, Immersion, and Emergent Practice 
Leslie Deere (Guildhall School of Music and Drama) 
 
This paper presents a practice-research project investigating movement-based transmission and 
embodied presence in virtual reality. It emerges from a volumetric capture session through 
Guildhall Production Studio with an artist and dance therapist, whose movement forms the basis 
of an evolving VR experience. Within this environment, participants are invited to mirror the 
therapist’s gestures; in response, particle trails emanate from the hands and spatialised sound is 
modulated by bodily motion, producing a continuous perceptual feedback loop between 
recorded and live bodies.  
 
The paper asks: how does movement mirroring give rise to shared or transferable bodily 
experience and attunement in digitally mediated space, and how might such transmission be 
meaningfully studied? Volumetric capture retains the physical specificity and human presence 
of the movement vocabulary in a form that operates as co-present rather than archival. At the 
same time, its translation into VR reconfigures this movement vocabulary, dislocating it from its 
therapeutic frame while enabling new modes of participation and proprioceptive attention. 
 
Bio 
Dr Leslie Deere is a multimedia artist and Postdoctoral Researcher in Digital Performance at 
Guildhall School of Music and Drama. Her work sits at the intersection of immersive 
performance and embodied practice, grounded in classical dance training and Sonic Arts. Her 
ongoing research project, Array Infinitive, is a gesture-driven audiovisual VR system in which 
bodily movements generate realtime sound and particle-trail visuals. She holds a PhD in Fine Art 
and Extended Reality Technologies from Glasgow School of Art (2023) and is a certified Pauline 
Oliveros Deep Listening practitioner. Her current research explores gesture-based immersive 
environments and their applications in health and wellbeing.  
 
 

  



 25 

Participant Session 2b 

Inner Optics: Investigations into Sonic Interiority — Towards an Embodied Ethnography 
Jenn Grossman (New York University) 
 
Inner Optics: Investigations into Sonic Interiority looks “the soundscape” as way into inner 
worlds, at worlds of composers and listeners’ and their lived musical and sonic affective 
experience. Through this method, perhaps we can create more embodied ways of ethnographic 
engagement with music/sound. While we might perceive the soundscape as ‘external’, or 
something outside of us, a stimulus that that we take in or receive and translate into brain waves 
and electrical signals, I’m curious about that transitory place where a sense becomes 
embodied. How can awareness of sensory stimuli create a channel of connection between our 
own bodies and others? 
 
In this think-piece, I combine theories of composers working with ideas and methods that 
address sonic interiority; the first more socially-oriented and the second more 
psychoacoustically-oriented: Pauline Oliveros and Maryanne Amacher. Oliveros (2005) 
expanded the idea of the listening ear to listening with the whole body, through Deep Listening, 
moving inward towards an embodied state, and in turn attuning us to our collective, 
environmental, even quantum sound experiences and the space time continuum of sound. 
Amacher states she was “Exploring situations at boundaries of perception: scenarios existing 
between acoustic space and mind interpreting pattern, subjective threshold, body resonance.” 
(Amacher, 1977) through what she called Ear Tones, Otaacoustic Emissions, and the spatial 
structure of Acoustic Architecture. A few people shared the idea that the listener isn’t a passive 
receiver but a co-creator of music, individual perception shapers. 
 
In the second part of the think piece, I will address ideas by a few theorists ranging from the field 
of psychology, sensory anthropology and ethnomusicology that I’ve recently found pertinent to 
sonic interiority and the perceptive creation of experience: Joel Kroeker, a music psychotherapist 
who uses Jungian analyst methods that focus on the listeners’ musical experience with 
dreaming, symbolism, and metaphor and to enhance similarly, the idea that music perception 
itself is an active and creative process. I’ll also draw on ecological methods like David Howes 
and Sarah Pink, and more phenomenological methods like Tim Ingold), as well as Helen 
Lindquist Bonny’s Guided Imagery Music practice, and Steven Feld’s acoustemology. I personally 
lean towards a phenomenological perspective (Merleau Ponty, especially) or lived experience 
and I wonder how this perspective can further inform more internal embodied research 
positionalities. 
 
I will thirdly reflect on a concrete example of a method: the qualitative analysis of listeners I 
explored in 2014 during my masters thesis to reflect on the psychological experiences of 
listeners engaging with an 8-channel fixed-media audio work, “Quantum Echoes” as a potential 
model for research in immersive sound experiences. After they spent time in the soundscape, 
they were asked a series questions inquiring about their embodied psychological states. I found 
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it quite descriptive, including un-prompted visual imagery and explanations of emotional states 
and memories. Again, not giving much in terms of the goal of the piece, people reported some 
strikingly similar experiences. So, I’ll use this format in light of all of the above ideas to think to 
consider the potentials of this as an embodied research method, how it might differ from 
interviews or other intermedia methods. 
 
Bio 
Jenn Grossman is an experimental composer, audiovisual artist, and sound sculptor based in 
Brooklyn, NY and PhD student at NYU GSAS in Music Composition. Creatively, she is concerned 
with the expansive physical and psycho-spatial potentials of sensory media within a culture of 
commodification, transforming "every-day" materials into affective, emotive, expressive vessels. 
She works between media forms, especially with sound/music, objects, and moving image as a 
means to stretch the bounds of reality. Her work considers space, orientation and modes of 
listening. 
 
She’s held residencies at I-Park Foundation, Harvestworks Digital Media Arts Center, presented 
audio works at venues and festivals/symposiums such as the Black Mountain College Museum, 
the Megapolis Audio Festival, WiS/WoS at Lancaster University, UK, the Cistern Dreams at the 
Deep Listening Institute, SARC’s Sonic Lab, Roulette’s MATA festival, the Light Matter Film 
Festival at Alfred University, and the Re-embodied Sound Symposium at EMPAC, as well as many 
NYC venues and galleries like the New York Transit Museum, the Museum of the Moving Image, 
Areté Gallery, MISE-EN_PLACE, Flux Factory, and Theaterlab. 
 
She has years of experience in producing, audio-post production and sound design for 
audiobooks and curates regularly for her group WISE: Women Innovating Sound Experience 
supporting women/non-binary artists in working in sound and experimental media. 
 
 
Embodying algorithmic music 
Alex McLean 
 
People have been making computer music with algorithms for long enough that these 
approaches are becoming ancestral technology. This brings us to an interesting point in the 
development of algorithmic music. Making music with code is still a comparatively fringe activity, 
but as a medium for human expression, is now one of the few use cases left for writing code 
entirely by hand. In this context, it is becoming easier to see what algorithmic music is, and how 
it relates to older ancestral traditions.  
  
The embodied research method I'd like to share is performing algorithmic music in the form of 
vocal patterns, without the use of the computer, and then importing knowledge back to the 
design of live coding systems. This work began with learning Carnatic rhythms, in particular 
konnakol [2], where groups of non-lexical syllables (solkattu) are vocalised, while clapping the 
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tala. Musicians and dancers, through traditions around e.g. the mridangam drum and 
bharatanatyam dance, create rhythms through yati, korvai and teermana structures, applying 
pattern transformations to create complex rhythms from a combination of simple parts, without 
the use of notation.  
  
Through learning these embodied algorithms, I have been able connect them with live coding [1], 
through collaboration with percussionists B C Manjunath and Matt Davies. This work has lead to 
innovations in live coding language design, applied to the existing Tidal and Strudel platforms as 
well as a new language that I am currently developing. Through a lecture-performance, I will 
share how exploring algorithmic music through both body and code opens up new potential, 
grounded in ancient tradition.  
  
[1] McLean, Alex. ‘From Konnakol to Live Coding’. Proceedings of the 12th ACM SIGPLAN 
International Workshop on Functional Art, Music, Modelling, and Design (New York, NY, USA), 
FARM 2024, 2 September 2024, 36–41. https://doi.org/10.1145/3677996.3678290.  
[2] Sankaran, Trichy S. The Art of Konnakkol (Solkattu): Spoken Rhythms of South Indian Music. 
Lalith Publishers, 2010. 
 
Bio 
Alex McLean is a researcher and musician based in Sheffield UK, funded as a UKRI future leader 
research fellow, and host part of the independent, open access studio Then Try This. Alex's 
research explores ‘algorithmic patterns’, investigating heritage algorithms across culture, and 
how they can inform the new technologies he makes as part of his creative practice. Alex has 
been live coding music since the year 2000, both solo and in a range of collaborations, including 
at No Bounds, Glastonbury, Sonar, Club Transmediale, Ars Electronica, Sonic Acts and 
Lovebytes festivals. He is an active organiser across the digital arts, including co-founding the 
Alpaca and AlgoMech festivals in Sheffield, the TOPLAP live coding and Algorave algorithmic 
dance movements, and the free/open source TidalCycles and Strudel live coding environments. 
He co-edited the Oxford Handbook of Algorithmic Music in 2018, and co-authored “Live Coding: 
A User’s Manual” published open access in 2022 by MIT Press.  
https://slab.org/  
https://algorithmicpattern.org/  
https://thentrythis.org/about/alex-mclean/  
 
 
The language of music is inherently embodied  
Adrian Hazzard (University of Nottingham) 
 
The language of music is inherently embodied: melody traces trajectories through imagined 
space; harmony articulates tensions, resolutions, and the push–pull of forces; rhythm organises 
motion, pacing and lived temporality; texture and timbre evoke bodily presence, materiality and 
affect; and instruments represent independent agents acting in relation to one another.  

https://slab.org/
https://algorithmicpattern.org/
https://thentrythis.org/about/alex-mclean/


 28 

 
My prior research in performance-led and artist-led settings has surfaced how these 
long‑established musical concepts already model many of the concerns central to embodied 
interaction and soma design in human–computer interaction. These include kinaesthetic 
awareness, temporal structuring, affective resonance, multi-sensory engagement and the 
relational dynamics between humans and technologies. Projects involving adaptive music 
systems, mobile soundwalk experiences and human–AI musical improvisation have highlighted 
the potential of exploiting mappings between musical principles (e.g., rhythm, melody, harmony, 
timbre, texture, and form) and interactive system design. Such mappings can scaffold 
engagement, meaning-making, trust and co‑creation between humans and computational or 
robotic systems. This approach offers practitioners a ready-made vocabulary for articulating 
bodily experience, while guiding designers toward technologies that align with lived 
temporalities, gestures and affective states.  
 
As a position statement, I intend to investigate in-depth how the language of music can function 
as an organising principle for the design and research of embodied human–machine musical 
experiences. 
 
Bio 
Adrian Hazzard is a Senior Research Fellow in creative human-computer interaction. Adrian’s 
research interests are centred on interaction design in creative artist-led settings, with a 
particular focus on understanding how composers and performers use technology in their 
practice and how audiences experience their works. The themes of creativity, experience design, 
embodied interaction, meaning making, and the nature of collaboration (e.g., how relationships 
between humans and interactive or autonomous systems play out) are integral to his research. 
 
Buffer Live : Voice Making Through Movement 
Nicola Woodham 
 
I propose to present a 10 minute performance with the live vocal sampler Buffer Live, I have 
developed, to demonstrate my practice based research methods.   
 
Buffer Live is a standalone wearable musical instrument that was developed between 2021 and 
is ongoing. It sits alongside Buffer 2019-2020.   
 
These instruments were made as part of my Voice Making Through Movement research project. 
The first phase was completed with DYCP funding and is now in its second phase as I learn to 
'play' Buffer Live and write up an emerging critical framework. Broadly, Voice Making Through 
Movement is asking:  
 
How can a symbiotic relationship, between voice and movement, shape the taking up of space 
by marginalised bodies?   
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Buffer Live is a live sampler that lets me record a sample of my voice live and play it back with 
sensor activation. This manifests as a soft switch tied to eg. my foot, palm, arm crook. So a 
stomp, arm flex, hand against surface, can trigger back the sample. A vest with a pocket 
containing a Bela Mini is worn. The Bela Mini then fuels a soft circuit. I have designed the sampler 
so that the placement of sensors on the body or any surface is flexible.  
 
Bio 
Nicola is a disabled artist and disabled peoples rights advocate. She has worked with voice and 
embodiment practices since 2014, when she would turn voice changer toys into an extension of 
her body, or wear contact microphones on her neck to collect vocal cord vibrations. Both these 
methods were ways to transduce voice related signals into 'other' voices. She went on a journey 
from wired to wireless in 2019, when she learned to hand-craft her own e-textile soft-circuits and 
sensors to build wireless 'worn on the body' instruments to create movement and vocal 
performances. She has performed internationally and around the UK, partners include DASH 
Arts, The Harris, Jerwood, ACME, Chisenhale Dance Space. She was awarded seed funding to 
develop Buffer Live in 2023 from Drake Music DMLab Accessible Instrument Award. 
https://www.nicolawoodham.com/About-Nicola 
 

 
 
 
  

https://www.nicolawoodham.com/About-Nicola
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About MTI at University of Liverpool  

MTI (Music, Technology, and Interaction) is an interdisciplinary research centre exploring 
interactions in music, technology, and creative practice, led by Jenn Kirby and Jonathan Crossley. 
With members working across topics and methodologies in music performance and 
composition, creative technologies, gaming, digital media, sociology, computer science and 
architecture, we aim to investigate how artists, technologies, audiences, spaces, and creative 
processes interact, physically, virtually and creatively. Grounded in practice-based research 
methodologies, we collaboratively investigate these interactions through project-based 
experimentation with outputs and events such as installations, performances, software and 
hardware, and symposia.   
 

About the RMA Practice Research Study Group  

The Practice Research Study Group of the Royal Musical Association UK (RMA) focusses on the 
needs and interests of Practice/Artistic Researchers across Music in HE. Aiming for as broad a 
church as possible, this includes (but is not limited to) composers, performers, sound-artists, 
improvisers, computer musicians, live-coders, historically-informed, experimental music and 
others. Equally, we welcome any researchers in areas not normatively considered as ‘practice’ 
but where researchers may have practice-based outputs, such as ethnomusicology, psychology, 
and production. The group’s activities include liaising with research funding bodies, maintaining 
open dialogue with related disciplines and their subject associations, working to improve access 
to a diverse range of good practice in documentation of practice research, and ensuring that 
Practice Researchers have consistent sources of advice about requirements for national-level 
exercises such as research audits. Over the next few years the group aims to develop a diverse 
range of good practice examples in documentation of practice research.  

https://www.rmapracticeresearch.co.uk/
https://www.rma.ac.uk/
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