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Figure 1: Performance of In The Round.

Abstract
This paper documents the development of In The Round, a musical
improvisation using Accessible Digital Musical Instruments (AD-
MIs) that brings together musicians with and without disability.
Key learnings from the project are discussed through a poem that
formed the creative foundation of the project. The poem func-
tions as a reflective and epistemic device, unpacking different
observations about the process of creating the work that evi-
dence how we have created a culture of accessible music-making
deeply linked to accessible practice, technology and creativity.
Grounded in the cultural model of disability, the paper argues that
accessibility in music-making emerges through interdependent
relationships between people, instruments, social techniques,
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and temporal structures, rather than through ADMI technology
alone. In illuminating this way of working, the paper offers an
alternative way of communicating knowledge and contributes
insights that we hope may be useful to other practitioners and
instrument designers in the field.

Keywords
DMI, ADMI, practice-based research, workshops, disability cul-
ture, cultural model

1 Introduction
This paper outlines the creation of In The Round, an immersive
improvisation that blurs the boundaries between sound, move-
ment and play, bringing together musicians at different stages of
their career with and without disability in a shared circle where
listening, turn-taking and spontaneous interaction guide the flow
of music.

The paper unpacks key discoveries from the process of creat-
ing the piece, using creative output from the piece – a poem – to
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structure these observations in a creative way. There is a push
within practice-based research to include poetry in academic
writing [15]. In using the poem to ground our observations, we
capture this cultural practice and learnings within the paper it-
self, leaning into ways of knowing and new forms of creative
knowledge within a formalised structure like a paper. We are
employing the methods of our practice-based research – creativ-
ity, critical reflection and iterative design – in the context of the
paper as a form of advocacy [1]. Informed and inspired by the
Magnusson viewing of musical instruments as cognitive exten-
sions and epistemic tools, we would like the reader to be brought
into this project to not only read about it but understand these
ways of working through the epistemic systems [11] embedded
within our own practices.

In this way, it is hoped that the paper itself is more accessible
and grounded in the diverse voices within the project, all of
whom have different communication needs, ways of vocalising
and creating music and sound.

2 Background
Various social and creative contexts underpin the project of In
The Round.

We first describe the theoretical grounding of our way of
working, the cultural model of disability, in Section 2.1. Section
2.2 describes the practical context and structure of the project.
Finally, a poem which formed the creative foundation of the
performance, is outlined in Section 2.3.

2.1 Cultural model of disability
As practitioners in the field of Digital Musical Instruments (DMIs),
our research team is motivated by and aligned to the cultural
model of disability, with growing attention in the DMI space
highlighted by Duarte et al. [5]. The cultural model shifts atten-
tion away from impairment or access barriers alone, and focusses
more on how disability is understood and valued through culture
and creative practice.

Emerging from disability studies, the model argues that dis-
ability is shaped by narratives and aesthetic conventions that
determine whose bodies, voices, and ways of performing are
seen as legitimate [7, 8]. Rather than locating disability solely in
physical or social limitations, the cultural model emphasises how
artistic and technology-based ways of working embed assump-
tions about ability and virtuosity.

As a team working in the field of Accessible DMIs (ADMIs)
[20], we are more so motivated and informed by the cultural
model of disability. Within this model, as explored by Twar-
dowski:

...representatives of the cultural model consider the
interdependence of able-bodied and disabled people
in everyday life, and determine the actual conse-
quences of this interdependence for the autonomy
of both [21]

In the context of accessible music workshops with ADMIs,
this extends to considering how technologies and performances
contribute to a broader musical culture of performance andmusic-
making.

It is within this context that we began In The Round as a project,
with the overarching goal of collaborating and co-creating in
workshops and performances using ADMIs.

In a broader sense, accessibility and the use of ADMIs are
intrinsically linked to the instrument design [23], and we are ar-
guing that the practice-based reflection and use of ADMIs within
artistic practice we refer to in this paper are useful contributions
to instrument designers and HCI fields. This builds on work em-
phasising the role of community in sustaining accessible music
technology [10], and calls for disabled people to be centred in the
development of ensemble technologies [18]. In using this style
of reflection as a research methodology, we are also drawing on
a growing tradition of literature that emphasises artistic practice
as the primary material for analysis, based in research through
design (RtD) and HCI literature [22, 25].

2.2 Project structure
In The Round involved diverse participants with varying levels
of musical and performance experience. The four performers
with disability brought a range of access needs: mobility varied
from full ambulatory movement to powered wheelchair use, with
corresponding differences in ranges of motion that directly influ-
enced the gesture mappings created on our own custom ADMI,
the AirSticks [20]. The AirStick is a small device that can be
placed in objects or worn that converts movement into sound,
often music but at times also pre-recorded text. In this project, we
used a design iteration where the AirSticks connected to a Rasp-
berry Pi ‘hub’, allowing independent use and practice without
specialised software or technical knowledge [14]. Some partici-
pants communicated primarily through speech, while others used
Augmentative and Alternative Communication (AAC) methods
or relied more heavily on non-verbal cues. Several participants
benefited from visual rather than verbal cueing during improvi-
sation, which informed the group’s adoption of eye contact as a
shared musical signal (discussed in Section 3.1).

The stakeholders in the project were:
• Performers with disability – four feature soloists who
used AirSticks

• Facilitators – three facilitators who co-designed map-
pings, cued changes in the performance and organised the
ensemble

• Percussionists – ten percussionists from Monash Univer-
sity Percussion Studio

All stakeholders were co-creators of thework across 18months
of development, from June 2024 to December 2025. The project
used a combination of acoustic instruments and the AirSticks, a
wireless gestural instrument that has an existing community of
practice around it [20].

The project was divided into four stages across these 18months
– individual workshops from June to December 2024 (described in
Section 2.2.1), a checkpoint performance inMarch 2025 (described
in Section 2.2.2), group workshops from April to November 2025
(described in Section 2.2.3) and a final performance in Decem-
ber 2025 (described in Section 2.2.4). These stages represented
milestones within an iterative process. We did not necessarily
know what these milestones would be when the project begun –
instead, they emerged naturally as the project progressed.

2.2.1 Individual workshops. The project began with 11 individ-
ual workshops between June and December 2024, involving 5
performers with disability. These workshops were conducted on
a one-on-one basis with facilitators, often in the home or regular
setting of the performer, as per regular practice for this style of
music workshop [17].
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The purpose of these workshops was to get to know par-
ticipants, and for participants to increase familiarity with the
AirSticks on a more personal level before moving on to group
sessions. These meetings were also an excellent opportunity to
understand individual access requirements and bodily prefer-
ences that would later inform creative and access decisions such
as mappings and group session structure.

In line with the cultural model of disability, there was also
a social element to these initial sessions, noted by Chadwick
and Platt, who point out the importance of humour and novel
interactions in these contexts [2]. This element would assist with
communication and confidence further into the project.

2.2.2 Checkpoint performance. Following on from the individual
sessions, an open group workshop was conducted in March 2025.
This workshop marked a key milestone where all participants
came together for the first time to improvise. The session was
an excellent opportunity for participants to meet, and was also
open to the public to visit and observe.

2.2.3 Group workshops. Following on from the checkpoint per-
formance, from April to November 2025 the project built mo-
mentum in the form of drop-in group workshops at a consistent
time and place. The workshops involved improvisation practice,
iterative AirStick instrument patching, and planning, and are
described in further detail in Section 3.1.

2.2.4 Final performance. The final performance occurred at the
Melbourne Recital Centre’s Primrose Potter Salon on Thursday 4
December 2025. The performance lasted approximately 50 min-
utes and was structured around the poem’s narrative arc, divided
into seven sections corresponding to thematic shifts in the text.
Within each section, performers improvised freely using their
AirStick patches and acoustic instruments, guided by the poem
as a shared score rather than by fixed notation or predetermined
events. The performance occurred in the round with no stage or
audience separation, and performers moved amongst seated au-
dience members and sound emanated from body-worn speakers,
creating a participatory listening environment.

Over 80 audiencemembers attended. The performancemarked
the conclusion of this section of the project, but not the end of
the process. Instead, it served as a milestone or snapshot of the
work completed thus far, and a springboard for future work.

2.3 The poem
Behind the formation of the piece and the project lies a poem
written by co-author Melinda Smith:

Underneath this incredible space
The rich soil, clay and tiny creatures – engages our
imagination
Thunder. Lightening. Soft rain. Every thing breathes.
Time ticks. Minute by minute. Nature has beautiful
ways.
Ways of opening connection. Restoring who we really
are.
Time ticks. Every breath has its own sound. Move-
ment.
Movement is such a personal thing.
Movement is a delicate thing. Tiny movements speak.
Time ticks. Heavy rain. The water dashes down.
Bodies spin. Wheels squeak. A joyous minute.
Someone screams. Someone laughs.
Time ticks. Everything waits. Stillness is special.

Figure 2: The program note and score with poem given to
audiences.

Faces engage, emotions show deep. Amovement emerges
The earth changes its rhythm – every beat matters.
Time ticks. A vocal connects. Sounds create.
More vocals connect. Sounds, just sounds
And the song of us. Becomes.
Time is after all. Just a beautiful thing.

The poem became central to the creation of the work, in-
forming the structure and AirStick mappings used throughout.
Specifically, the poem’s lines served as a score that shaped both
the temporal arc and the textural palette of the performance. For
example, the opening lines – ‘Underneath this incredible space /
The rich soil, clay and tiny creatures’ – mapped to percussionists
subtly moving their feet amongst the audience, combined with a
intimate AirStick mapping played by Melinda, using phoneme-
like snippets of Melinda’s voice reciting the poem to mimic ‘tiny
creatures’. Some cues were more explicit – ‘Thunder. Lighten-
ing. Soft rain.’ cued a shift to high-energy AirStick mappings
involving thunder and rain samples.

In this way, the poem provided a shared creative scaffold that
was flexible enough to accommodate improvisation while giving
performers and percussionists a common reference point. It was
also given to audience members as a program note (seen in Figure
2) and used by percussionists as a score.

We use the poem in this paper as a form of critical reflection
on the process of working with and designing for ADMIs, much
like we used it in the piece itself. In some senses this reflects
Cutler’s idea of ‘figuration’:

Figurations are versatile, fluid and responsive, com-
posing and recomposing in response to a given need
or application. In this way they actively critique lit-
eral realism making way for expanded concepts
and metaphors challenging distinctions and ways
of knowing. Indeed, figurations are often about be-
coming, emergence and not knowing. [3]

Section 3 unpacks key learnings from the In The Round project
by taking lines from the poem itself.
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3 Key learnings
3.1 ‘A movement emerges’
The project started off as individual sessions with performers
with disability from diverse backgrounds, using AirSticks and
experimenting with different soundworlds and ways of creating
music.

As the project progressed, we began to incorporate more par-
ticipants, and conduct sessions in larger groups with different
combinations of participants. This led to the creation of a cultural
‘movement emerging’ in which multiple strands of the project
could occur at the same time with different people. For instance,
at one point in the project we had:

• Percussionists meeting as a group and building improvisa-
tion skills

• Two artists with disability meeting separately with their
own AirSticks system for private practice, taking advan-
tage of the Raspberry Pi interface they could use indepen-
dently [14]

• Two facilitators unpacking the structure of the poem for
patching and timing to bring to the next workshop

This iterative practice fed back through constant email com-
munication and a shared blog document that contained a log of
what happened in the session and work that was required for
future sessions.

Two extracts from the blog that demonstrate iterative practice
contributing directly to DMI design and accessibility are:

Using simple mappings and sound (white noise +
filter + amp), explored how and what made interest-
ing experiences. . . Distribution of the sub-divisions
need to be small (2–3) and well tuned to the player.

and
Composing to the bodies. . . Fine tune ranges. . . Rhyth-
mic ideas working very nicely but need to map to
actual arm range.

These blog reflections show how repeated testing with per-
formers informed continuous refinement of AirStick mappings,
including sensitivity and gesture ranges in response to embod-
ied capability rather than abstract technical goals. This clearly
aligns with previous research on accessible DMI design, which
emphasises iterative, performer-led development and embodied
calibration as essential to inclusivity and expressivity [13, 23, 24].

3.2 ‘Time ticks’
A running joke amongst performers was the ongoing hypotheti-
cal question: “what would we do if the concert was tomorrow?”
Having a regular time for meeting, and consistently meeting
across the year, with the possibility of performance at any given
time, counter-intuitively relaxed the creative process.

Regular meetings, which might involve workshops, AirStick
testing and practice time, typically occurred once every few
weeks at a consistent time and place. The facilitators would be
present on a set afternoon every fortnight, and participants were
welcome to attend on any of the days at a time of their choosing.
This consistency of meeting times proved to be a great asset in
the creative process.

This was important from an access perspective, as literature
has consistently shown how disability cultures require more time
and flexibility in scheduling and pace, particularly in creative
and collaborative contexts where fluctuating energy, health and

Figure 3: Performers interacting amongst audience mem-
bers.

access needs are present [9]. Opening space for disruptions, de-
lays and unforeseen circumstances, and creating non-essential
meetings that could be missed meant that overall, more artists
could attend more sessions, and every session would be fully
engaged with those who could attend.

Regular meeting times were also important from a creative
perspective, creating a ritual and safe co-creation environment in
which we could test new ideas, and iteratively improve AirStick
patches. This is clear in the literature on participatory and in-
clusive arts practice, which emphasises repetition and temporal
consistency as key conditions for trust-building [12].

Of course, this process meant that every session could be
different on any given day, but rather than being a drawback,
the different combinations of participants that partook in the
meetings offered a form of creative experimentation, encouraging
different duets, trios and performance combinations and different
soundworlds to test, pursue or discard.

3.3 ‘Faces engage’
A number of improvisation and performance techniques surfaced
throughout the process that contributed to a positive music-
making environment when using DMIs.

With many new stakeholders and different combinations of
groups as noted in Section 3.1, improvisation was in theory made
more difficult, particularly for those with limited musical ex-
perience involved in the project. New techniques for playing,
new ways of communicating and new music-making strategies
emerged as small breakthroughs that were noted amongst the
group and in the final performance, seen in Figure 3.
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One simple example of this was the use of eye contact. Eye con-
tact became a shared musical cue, supporting duetting, soloing
and turn-taking without relying on verbal instruction or formal
musical knowledge. For performers with limited prior musical
experience, this form of visual listening made interaction feel
legible. In this sense, our faces quite literally ‘engaged’ as part of
the instrument.

A second technical but significant decision was the use of
small, discrete speakers attached to performers using AirSticks.
Rather than projecting sound from a distant or centralised system,
sound created using the AirSticks came from bodies in space. This
reframed the improvisation as a form of conversation that notice-
ably reduced abstraction, particularly for performers mapping
movement to sound for the first time.

3.4 ‘A joyous minute’
A consistently low-pressure and informal environment played a
large role in shaping the musical outcomes of the project. This
dimension is, in our experience, rarely foregrounded in NIME
literature on instrument design and performance, yet had clear
musical and performance effects.

Sessions prioritised play, humour and a relaxed environment
over technical correctness or efficiency. This created conditions
in which participants felt culturally safe to take risks, to withdraw
from playing or to re-enter the music on their own terms.

Moments of laughter, surprise or shared silliness often coin-
cided with heightened musical participation and longer and more
confident playing.

4 Broader implications
What do these key learnings and their embodied, practice-based
discoveries emerging from the poem mean for ADMI design and
the NIME community more broadly?

In some senses these discoveries are limited to a specific group
and time. However, we feel that the ways of working embedded
within the project, and the ‘epistemic tools’ [11] we have used in
the process, warrant a deeper reflection about the ways in which
we design, make and play in the context of DMIs, and contribute
to a research culture that honours practice-basedways of working
[22, 25].

By grounding the project in the cultural model of disability, we
are in some senses claiming that the ‘project’ itself is a community
of practitioners rather than a team using a specific DMI or a
specific performance outcomes. In that context, it is an interesting
thought experiment to imagine how one would cite this way of
working in a community like NIME.

By grounding the project in the cultural model of disability,
we are positioning the instrument not as a discrete technical
artefact, but as a ‘constellation’ of technologies, social practices,
facilitation techniques, temporal structures and shared habits. Ex-
pressivity in In The Round was co-created by people, technology
and practice, rather than residing solely in mappings or sound
synthesis. This kind of framing has been explored in the past,
particularly when it comes to expert users and the ecosystem of
interaction around specialised instruments [4, 6, 16].

Rather than asking how to cite a single instrument or system,
this work invites the community to consider how we might ref-
erence ways of working, communities of practice and shared
values, particularly in the context of accessibility.

Translating this constellation framing into practical terms, we
offer several implications for designers and facilitators working

with ADMIs. First, instrument design should be understood as
extending beyond hardware and software to include scheduling
practices, spatial arrangements and social facilitation strategies –
these elements are not incidental but constitutive of accessibility.
Second, facilitators should plan for variable attendance and fluc-
tuating group composition as a creative resource rather than a
logistical problem, building session structures that are modular
and resilient to change. Third, shared creative artefacts – such as
the poem used here – can function as ‘boundary objects’ [19] that
bridge different communication needs and musical experience
levels, and we encourage other practitioners to explore similar
scaffolds. Finally, the use of small, body-mounted speakers and
visual cueing systems (such as eye contact for turn-taking) should
be considered as design parameters on par with mappings and
synthesis, given their demonstrated impact on performer agency
and ensemble cohesion.

The contribution of In The Round sits across multiple layers – a
digital instrument, a collaborative process, social and spatial tech-
niques, scheduling practices and creative artefacts. Knowledge
emerges from these layers’ interaction over time.

To support this framing, Figure 4 depicts the project as a con-
stellation of practices, techniques and creative artefacts rather
than a single instrument. The AirSticks sit alongside an array of
elements, with no single element operating independently. Acces-
sible music-making inspired by the cultural model of disability
is shown at the centre of the image, emerging amongst these
relationships.

5 Conclusion
This paper has presented In The Round as a practice-based explo-
ration of accessible music-making, using an immersive impro-
visation, a poem and reflective artefacts to show how musical
knowledge and expressivity can emerge across people, technolo-
gies and ways of working.

Taken together, the findings presented in Section 3 point to a
consistent theme: that accessibility in ADMI-basedmusic-making
is not achieved through any single design decision but through
the sustained interplay of iterative instrument calibration, flexi-
ble temporal structures, embodied social techniques and a low-
pressure creative culture. The iterative patching described as ‘a
movement emerges’ and the scheduling flexibility as ‘time ticks’
created the conditions for trust. Likewise, when ‘Faces engaged’
and participants felt safe in the informal atmosphere of ‘a joy-
ous minute’, these acts translated into trust and musical agency.
These elements reinforced one another over the 18-month pro-
cess, suggesting that the significance of this work lies not in any
individual technique but in the demonstration that accessible
music-making is a cultural practice sustained by interdependent
relationships.

There is no ‘conclusion’ to the work created thus far in the
sense that this is an ongoing project. ‘The song of us’ is a song that
will change the next time we meet, but it will represent ‘us’ every
time we do meet. The ‘us’ is the many different relationships
we’ve formed and how we’ve grown together. That song was
presented at Melbourne Recital Centre as a form of manifesto
around accessible music technologies, and accessible music more
generally.

5.1 Future work
The presentation was a culmination of the project thus far and
a celebration of the work conducted over 18 months, but was
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Figure 4: A constellation of practices contributing to accessible music-making.

not the finale or end point. Instead, it represents a snapshot of
the collaboration at that point, and a chance for audiences to
witness growth, ways of working and a new approach to music-
making. Future work will continue to build on these relationships,
allowing the song of this group to change and grow as new people,
practices and ways of making music enter the circle.

6 Ethical Standards
The AirSticks project is funded partially by the Australian Gov-
ernment through the Australian Research Council. The project
received ethics approval with the informed consent of human
participants. Key ethical considerations included ensuring that
participants with disability retained creative agency throughout
the process, that consent was obtained in accessible formats ap-
propriate to individual communication needs, and that power
imbalances between facilitators and participants were actively
mitigated through collaborative decision-making and flexible
participation structures.

Acknowledgments
In The Round final performance was supported by the Melbourne
Recital Centre Bold Stage project through the Margaret Lawrence
Bequest, and donors to the Learning and Access Consortium. The
creative team consisted of Melinda Smith, Steph O’Hara, Zela
Papageorgiou, Alon Ilsar, Ciaran Frame, Erick Mitsak, Nicole
Tsourlenes, Brenton Ponza and Alessio Dilettoso. Monash Per-
cussion Studio is led by Louise Devenish, with percussionists Ye
Chen, Ethan Cheung, Daniel Chong, Grace James, Olivia Murphy,
Malachi Sanders, Jay Sucher and Benjamin Tschilar.

References
[1] Linda Candy and Ernest Edmonds. 2018. Practice-Based Research in the

Creative Arts: Foundations and Futures from the Front Line. Leonardo 51 (02
2018), 63–69. https://doi.org/10.1162/LEON_a_01471

[2] Darren David Chadwick and Tracey Platt. 2018. Investigating Humor in Social
Interaction in People With Intellectual Disabilities: A Systematic Review

of the Literature. Frontiers in Psychology Volume 9 - 2018 (2018). https:
//doi.org/10.3389/fpsyg.2018.01745

[3] Randy Lee Cutler. 2020. Open andWide: Figuring Digestion as Research-Creation.
University of Alberta Press, Edmonton, Alberta, 1–28. https://doi.org/10.1515/
9781772125061-003

[4] Francesco Dal Rì, Francesca Zanghellini, and Raul Masu. 2023. Sharing the
Same Sound: Reflecting on Interactions between a Live Coder and a Violinist.
In New Interfaces for Musical Expression.

[5] Erivan Gonçalves Duarte, Isabelle Cossette, and Marcelo M. Wanderley. 2023.
Analysis of Accessible Digital Musical Instruments through the lens of disabil-
ity models: a case study with instruments targeting d/Deaf people. Frontiers
in Computer Science Volume 5 - 2023 (2023). https://doi.org/10.3389/fcomp.
2023.1158476

[6] Mark E. Durham. 2020. Inhabiting the Instrument. InNew Interfaces for Musical
Expression. https://api.semanticscholar.org/CorpusID:221670866

[7] D. Goodley. 2016. Disability Studies: An Interdisciplinary Introduction. SAGE
Publications. https://books.google.com.au/books?id=2zYEDQAAQBAJ

[8] P. Kuppers. 2003. Disability and Contemporary Performance: Bodies on Edge.
Routledge. https://books.google.com.au/books?id=t4eTesgfs-wC

[9] P. Kuppers. 2017. Studying Disability Arts and Culture: An Introduction. Blooms-
bury Publishing. https://books.google.com.au/books?id=riVHEAAAQBAJ

[10] Alex Lucas, Miguel Ortiz, and Franziska Schroeder. 2020. The Longevity of
Bespoke, Accessible Music Technology: A Case for Community. In Proceedings
of the International Conference on New Interfaces for Musical Expression. Zenodo,
243–248. https://doi.org/10.5281/zenodo.4813338

[11] Thor Magnusson. 2009. Of Epistemic Tools: musical instruments as cognitive
extensions. Organised Sound 14, 2 (2009), 168–176. https://doi.org/10.1017/
S1355771809000272

[12] F. Matarasso. 2019. A Restless Art: How Participation Won, and why it Matters.
Calouste Gulbenkian Foundation. https://books.google.com.au/books?id=
EEBawgEACAAJ

[13] Andrew McMillan and Fabio Morreale. 2023. Designing accessible musical
instruments by addressing musician–instrument relationships. Frontiers in
Computer Science 5 (May 2023). https://doi.org/10.3389/fcomp.2023.1153232
Section: Human-Media Interaction.

[14] Steph OHara and Alon Ilsar. 2025. The Sound Tree Project: Developing Per-
sonal and Collective Expression with Accessible Digital Musical Instruments.
In Proceedings of the International Conference on New Interfaces for Musical
Expression. 563–569.

[15] Lisa D Patrick. 2016. Found poetry: Creating space for imaginative arts-based
literacy research writing. Literacy Research: Theory, method, and practice 65, 1
(2016), 384–403.

[16] Richard Ramchurn, Juan Martinez-Avila, Sarah Martindale, Alan Chamberlain,
Max L Wilson, and Steve Benford. 2019. Improvising a Live Score to an
Interactive Brain-Controlled Film. https://nottingham-repository.worktribe.
com/output/2223004

https://doi.org/10.1162/LEON_a_01471
https://doi.org/10.3389/fpsyg.2018.01745
https://doi.org/10.3389/fpsyg.2018.01745
https://doi.org/10.1515/9781772125061-003
https://doi.org/10.1515/9781772125061-003
https://doi.org/10.3389/fcomp.2023.1158476
https://doi.org/10.3389/fcomp.2023.1158476
https://api.semanticscholar.org/CorpusID:221670866
https://books.google.com.au/books?id=2zYEDQAAQBAJ
https://books.google.com.au/books?id=t4eTesgfs-wC
https://books.google.com.au/books?id=riVHEAAAQBAJ
https://doi.org/10.5281/zenodo.4813338
https://doi.org/10.1017/S1355771809000272
https://doi.org/10.1017/S1355771809000272
https://books.google.com.au/books?id=EEBawgEACAAJ
https://books.google.com.au/books?id=EEBawgEACAAJ
https://doi.org/10.3389/fcomp.2023.1153232
https://nottingham-repository.worktribe.com/output/2223004
https://nottingham-repository.worktribe.com/output/2223004


In The Round: Exploring the Cultural Model of Disability in Accessible Music Improvisation NIME ’26, June 23–26, 2026, London, UK

[17] Rosie Rushton, Lila Kossyvaki, and Emmanouela Terlektsi. 2023. Music-
based interventions for people with profound and multiple learning dis-
abilities: A systematic review of the literature. Journal of Intellectual Dis-
abilities 27, 2 (2023), 370–387. https://doi.org/10.1177/17446295221087563
arXiv:https://doi.org/10.1177/17446295221087563 PMID: 35485367.

[18] Amble H C Skuse and Shelly Knotts. 2020. Creating an Online Ensemble for
Home Based Disabled Musicians: Disabled Access and Universal Design - why
disabled people must be at the heart of developing technology.. In Proceedings
of the International Conference on New Interfaces for Musical Expression. Zenodo,
115–120. https://doi.org/10.5281/zenodo.4813266

[19] Susan Leigh Star. 2010. This is Not a Boundary Object: Reflections on the
Origin of a Concept. Science, Technology, & Human Values 35, 5 (2010), 601–617.
http://www.jstor.org/stable/25746386

[20] Sam Trolland, Alon Ilsar, Ciaran Frame, Jon McCormack, and Elliott Wilson.
2022. AirSticks 2.0: Instrument design for expressive gestural interaction.
In International Conference on New Interfaces for Musical Expression, NIME
2022 (Proceedings of the International Conference on New Interfaces for Musical
Expression), Sasha Leitman (Ed.). NIME. https://doi.org/10.21428/92fbeb44.
c400bdc2 Publisher Copyright: © 2022, International Conference on New
Interfaces for Musical Expression. All rights reserved.; New Interfaces for
Musical Expression 2022, NIME 2022 ; Conference date: 28-06-2022 Through

01-07-2022.
[21] Andrzej Twardowski. 2022. Cultural model of disability–origins, assumptions,

advantages. Kultura i edukacja 136, 2 (2022), 48–61.
[22] Haian Xue, Katelijn van Kooten, and Pieter M. A. Desmet. 2025. A consent for

myself/ourselves: designing for responsible use of autoethnography. CoDesign
0, 0 (2025), 1–17.

[23] Rocco Zaccagnino, Gennaro Costagliola, Roberto De Prisco, Mattia De Rosa,
Vittorio Fuccella, Delfina Malandrino, and Daniele Salerno. 2025. Towards
accessible Digital Interfaces for music creativity. In Proceedings of the 16th
Biannual Conference of the Italian SIGCHI Chapter (CHItaly ’25). Association
for Computing Machinery, New York, NY, USA, Article 38, 10 pages. https:
//doi.org/10.1145/3750069.3750438

[24] Eevee Zayas-Garin and Andrew McPherson. 2022. Dialogic Design of Ac-
cessible Digital Musical Instruments: Investigating Performer Experience.
In Proceedings of the International Conference on New Interfaces for Musical
Expression. https://doi.org/10.21428/92fbeb44.2b8ce9a4

[25] John Zimmerman, Erik Stolterman, and Jodi Forlizzi. 2010. An analysis and
critique of Research through Design: towards a formalization of a research
approach. In Proceedings of the 8th ACM Conference on Designing Interactive
Systems (Aarhus, Denmark) (DIS ’10). Association for Computing Machinery,
New York, NY, USA, 310–319. https://doi.org/10.1145/1858171.1858228

https://doi.org/10.1177/17446295221087563
https://arxiv.org/abs/https://doi.org/10.1177/17446295221087563
https://doi.org/10.5281/zenodo.4813266
http://www.jstor.org/stable/25746386
https://doi.org/10.21428/92fbeb44.c400bdc2
https://doi.org/10.21428/92fbeb44.c400bdc2
https://doi.org/10.1145/3750069.3750438
https://doi.org/10.1145/3750069.3750438
https://doi.org/10.21428/92fbeb44.2b8ce9a4
https://doi.org/10.1145/1858171.1858228

	Abstract
	1 Introduction
	2 Background
	2.1 Cultural model of disability
	2.2 Project structure
	2.3 The poem

	3 Key learnings
	3.1 `A movement emerges'
	3.2 `Time ticks'
	3.3 `Faces engage'
	3.4 `A joyous minute'

	4 Broader implications
	5 Conclusion
	5.1 Future work

	6 Ethical Standards
	Acknowledgments
	References

