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ABSTRACT

Although the physics of the bowed violin string are well
understood, most audio feature extraction algorithms for
violin still rely on general-purpose signal processing meth-
ods with latencies and accuracy rates that are unsuitable
for real-time professional-calibre performance. Starting
from a pickup which cleanly captures the motion of the
bowed string with minimal colouration from the bridge
and body, we present a lightweight time-domain method
for modelling string motion using segmented linear regres-
sion. The algorithm leverages knowledge of the patterns of
Helmbholtz motion to produce a set of features which can be
used for control of real-time synthesis processes. The goal
of the paper is not a back-extraction of physical ground
truth, but a responsive, low-latency feature space suitable
for performance applications.

1. INTRODUCTION

The current paper discusses an implementation of a real-
time feature extraction algorithm on the violin, designed
specifically for time-domain bowed string signals. The aim
is to develop digital instruments which use acoustic instru-
ment signals as control information for digital synthesis.
Besides the preservation of ergonomics and physiological
stimuli, this approach enables the new sounds to be closely
related to the response of the acoustic instrument, so that
the player’s learned musical skills still apply.

This approach has been explored and evaluated in vari-
ous studies in the last two decades, with Jehan’s Audio-
Driven Timbre Synthesizer [1], Essl and O’Modhrain iden-
tifying augmented instruments and “reappropriation of in-
strumental gestures” as ways to repurpose existing musical
expertise [2], Janer and Maestre’s voice-driven sound syn-
thesis [3], Tremblay and Schwarz’s concept of “recycling
virtuosity” [4], Puckette’s “grafting” of synthesis patches
onto live musical instruments [5], McMillen’s StringPort
[6] and Poepel’s PhD thesis on audio signal-driven sound
synthesis [7].

Another approach to repurpose player skills is to use a
musical instrument controller with an ergonomically simi-
lar behaviour as an original instrument, which is e.g. stud-
ied in [8]. However, even though physical models could

Copyright: © 2018 Kurijn Buys et al. This is an open-access article distributed

under the terms of the Creative Commons Attribution 3.0 Unported License, which

permits unrestricted use, distribution, and reproduction in any medium, provided

the original author and source are credited.

Andrew McPherson
Queen Mary University of London
a.mcpherson@gmul.ac.uk

be used to regenerate similar sounds from the gesture data
provided by such a controller, it is known that the vibra-
tional behaviour of musical instruments in relation to the
playing gestures is very complex, so that the instrument
would feel unfamiliar to the player. Present-day physical
models of the violin for instance, are still not capable of
reliably predicting the transient details to a given bow ges-
ture [9]. This is in particular so for the control over the
wide variety of subtle sound differences, to which profes-
sional players have invested many years of training.

In addition to Poepel, McMillen and others, we not only
seek to inform new sound generation using generic audio
descriptors, but to rely on the underlying physics of the
bowed string and the related perceptual features, to obtain
specific instrument-related features. We hypothesise that
introducing this instrument-awareness in the design of the
algorithm enables a more efficient and precise implemen-
tation than using generic sound analysis, and more suitable
to reduce the full audio data to preserve principal compo-
nents that are meaningful to the player’s musical expres-
sion. Meanwhile, a much richer and less discrete feature
set is obtained than only MIDI data for instance, so that
the subtleties of the expression are captured.

That being said, our goal is not to have a physically-
accurate set of features (such as the the bowing-parameters,
which can be indirectly acquired using statistical audio anal-
ysis [10]) but one with subjectively relevant qualities, so
we purposely use an empirical approximation, as opposed
to exact physical theories. The interest of this approach is
also underlined in paradigms such as Cook’s “Physically
Informed Sonic Modelling” [11], or Farnell’s “Procedural
Audio” [12]. It is shown in this paper how a piecewise-
linear signal model enables the extraction of extremely pre-
cise sound features, capturing a substantial part of the sound
properties.

The work presented in this paper forms part of a project
with a broader scope, aimed at the design of new musi-
cal instruments that repurpose the expertise of professional
musicians who are known to play with a traditional instru-
ment. As with many other human motor tasks, it is known
that a musical instrument player’s focus is on the target,
that is, the sound, while their gestures are produced by an
internal (sensorimotor) mental model that couples action to
perception [13]. In other words, the player is not actively
thinking about their gestures in a musical performance and
the instrument becomes, so to speak, transparent to the per-
former [14]. Hence, to aid the task of repurposing exper-
tise it is a reasonable idea to promote a familiarity in the
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musical interaction by using the sound of a traditional in-
strument to inform the generation of new sounds.

2. MOTION OF THE BOWED STRING

It is a reasonable assumption that the bowed string vibra-
tion captures almost all the player’s musical intentions, even
though the violin body resonances are disregarded [7, p.
164]. This is so, as the body and sound radiation can be
interpreted as filters on an escaping fraction of the string
energy. As a result, any intended sound output must be no-
ticeable in the original oscillatory mechanism, i.e. in the
string vibration. In this paper we focus on the periodic
regime. Non-periodic regimes (occurring at some note on-
sets or e.g. when the bow force is too high) will be consid-
ered in later work.

2.1 Signal-model Of Oscillation Cycles

In the late nineteenth century, Helmholtz discovered that
the bowed string vibrates in a V-shape, with the corner
traveling up and down the string terminations [15]. Later
Raman developed a theory that could explain the ideal Helm-
holtz motion, assuming a lossless string model with re-
flection coefficients less than unity and a bow-string fric-
tion coefficient relative to the sliding velocity between the
string and the bow [16].

In the time domain, this lossless and non-stiff string dis-
placement is a triangular signal, where the corner position
relative to its neighbouring corners corresponds to the rel-
ative measurement position along the string [17]. How-
ever, in practice the interplay of dissipation and stiffness in
the string and the characteristics of the bow-string interac-
tion can direct this position somewhat towards the middle
(this can be understood for instance in terms of a reduc-
tion of higher harmonics in the Fourier series of a sawtooth
wave, which results in a smoothening of the discontinuity
in that signal, i.e. a relocation of the corner towards the
middle). These losses also cause the otherwise perfectly
sharp corners to become rounded, reducing the high fre-
quency content from the sound, a phenomenon that has
been first described by Cremer, who proposed an empir-
ical model with smoothed corners [18]. Mclntyre further
extended this model to include transient behaviour, which
lead to the “digital waveguide model” of bowed-string mo-
tion [19]. In contrast to the “steady-state” regime where
the oscillations are perfectly repetitive cycles, the oscilla-
tions in the transient regimes are non-repetitive, which is
the result of an energy imbalance between the excitation
(injecting energy into the resonator) and the resonator (col-
lecting and consuming that energy in a standing wave); in
its turn caused by a change of the physical input param-
eters such as the bow speed or force, or a finger pressing
the string. The energy storage property of the resonator
and the nonlinear character of the bow-string interaction
will seek for a new consensus for that given input param-
eter state, which demands a short settling time. Given that
there are relatively few losses in a string resonator, and
the steep stick-slip transition of the bow-string interaction
relatively quickly introduces new energy in the resonator,

0.05

— Displacement
Measured velocity

4279 42795 428 42805

Time (s)

-0.05

42785

Normalised values (no unit)

4281

Figure 1. Example of a measured velocity cycle and the
corresponding displacement signal with indication of the
stick and slip regions.

the attack transients are fast while decays are slow. Many
other effects can be distinguished in the vibrational signal
of the string, such as “(multiple) flyback”, “multiple slip”,
“Schelleng ripples”, “bow-string scraping noise”, etc. For
an overview see [9].

2.2 Measurement

One significant advantage of using the string vibration sig-
nal is that it represents a remarkably simple geometric shape
(due to the phase-locking property of the bow-string inter-
action), which enables a relevant time-domain use of the
measured string vibration for real-time analysis, so that
cumbersome and intrusive frequency domain methods can
be avoided.

To minimise the effects of bridge and body resonances, it
is ideal to measure the string signal on the string itself. It
was concluded that the “StringAmp” pick-up system ! was
a suitable system for this task. This system uses the strings
as electric conductors moving in a magnetic field created
by magnets placed under the fingerboard. We developed
a custom preamplifier that allows quadraphonic capture of
the violin strings. Hence, the pick-up system produces a
signal proportional to the velocity of the string at its mea-
sured location, near the fingerboard end at the side of the
bridge. The displacement signal can be easily obtained
from the velocity via numerical integration. Furthermore,
a high-pass filter is used to prevent the amplification of
DC-offset and low frequency noise from the bowing ges-
tures. Appropriate cut-off frequencies are found to be in
the range of 15 Hz to 50 Hz. Figure 1 shows an exam-
ple of a measured velocity oscillation cycle along with the
corresponding displacement signal.

3. SEGMENTATION ALGORITHM

The theoretical findings presented in section 2.1 and our
own empirical observations of string displacement data lead
us to the idea to design of an algorithm that first approxi-
mates the measured displacement signal by an ideal Helm-
holtz signal. While this model only captures an ampli-
tude, fundamental frequency and relative corner position,

! produced by MusikLab Danemark, http://www.stringamp.com
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these features can be obtained directly from each oscil-
lation cycle with sub-sample precision while their time-
variation provides transient effects. We hypothesise that
this information relevantly captures important aspects of
the player’s musical intent.

Given that the Helmholtz motion in the periodic oscilla-
tion regime predicts a cyclic linearly up-and down going
displacement signal, it was concluded that a linear seg-
mented signal model, consisting of two line segments per
cycle, would be an appropriate first model. The mathemat-
ical challenge with this model is to produce a regression of
line segments that minimises the total residual error. In a
first stage (developed in section 3.1), our algorithm identi-
fies these lines-segmented cycles, resulting in initial break-
points, i.e. estimated time values of the Helmholtz corners.
In a second stage (detailed in section 3.2) the break-points
between the segments are optimised with an iterative re-
gression. Finally, in a third stage (explained in section 3.3)
features are extracted from the regressed model and from
its relation to the original data.

3.1 Initial Segmentation Estimation

Given that our algorithm is considering Helmholtz motion
of the string, a fast and computationally lightweight time-
domain detection of the period is possible. In this first
stage, crude estimations of the Helmholtz corners are iden-
tified. The algorithm consists of detecting signal changes
from a positive to a negative RMS threshold and vice versa.
By using thresholds greater than zero, false identifications
by small additional oscillations such as “flybacks” or “Schel-
leng ripples” (see [9]) are avoided. Finally, the location of
the minimum and maximum values between the up and
down transitions are used as initial “break-point” values
(i.e. the time values of the transitions between the linear
segments).

It was empirically found that the displacement signal is
optimal for this task, since its oscillation cycles are most
clearly distinguishable. It should be noted however that
this method requires the RMS calculations to accurately
follow the amplitude of the oscillation, which is so, pro-
vided that the low-pass filter used in the RMS calculation
is appropriately chosen so that it is slow enough to be inde-
pendent of the signal oscillations, but fast enough to follow
transient behaviour. Therefore, on one hand, its cut-off fre-
quency should be sufficiently below the fundamental fre-
quency of the lowest note of interest, while on the other
hand, it should ideally be higher than the frequency of the
amplitude changes caused by transient behaviour. In prac-
tice, a frequency of 150 Hz is found to be suitable for the
detection of all four strings. Only in rare particular cases
does this lead to erroneous results. However, this is not
the focus of this paper and alternative initial segmentation
strategies are envisaged in later work.

Figure 2 shows the positive and negative RMS curves
(in dashed blue) calculated for two measured oscillation
cycles, as well as the initially segmented estimation (in
dashed green).

3.2 Optimisation Through Regression

This algorithm optimises the initially provided break-points
by minimising the mean square error between the linear
segmented model and the data, where the break-points rep-
resent non-linear parameters. The purpose of this proce-
dure is to optimally fit the entire cycle in two line segments,
which represents an approximation that is maximally reli-
able with regard to all data provided to avoid ambiguous
approximations and to improve precision. Since the ef-
fect of any moved break-point influences the regression
of neighbouring segments and therefore could influence
any break-point value in theory, the ideal regression would
require the entire signal to be known in advance. How-
ever, this would not allow for a real-time implementation.
Hence, a compromise is made where a number of N seg-
ments is isolated, i.e. assuming the limiting break-points
®, and Py to be fixed (where k is a arbitrary first-
break-point index). When that regression is completed, a
new set of N segments is chosen by removing the oldest
segment (on the left) and including a new segment (on the
right), i.e. with limiting break-points ®;; and @y n4.
While the rightmost regressions will be influenced by the
imprecision of the initial break-point that is held fixed, the
leftmost segments become independent of that effect.

3.2.1 Segmented Regression model

The chosen approach draws on a method proposed by Mug-
geo, which enables a probabilistic linear segmented fit on
a set of discrete data using an iterated optimisation of ini-
tially chosen break-points [20]. Muggeo’s regression model
is based on a discrete set of observations, say {Z,,,Y,}?

with no knowledge about the relation between those obser-
vations (as is generally the case for regression problems).
However, in the current case of discretely sampled audio
data with a relevant sampling frequency, it is known that
intermediate data can be approximated by interpolation.
The inclusion of interpolation enables an increased frac-
tional sample precision and avoids conversion to false local
minima (since samples at break-point values can partially
belong to each of the two surrounding segments). It can
be shown that a regression including an increasing amount
of interpolated data converges to using continuous interpo-
lated functions of the explanatory variables Z = Z,, + 2’
and response variables Y =Y, + y/, (where z’(]0, 1[) and
¥, ([0, 1]) represent the continuous interpolation functions
over one sample), and replacing the summation over the
observations by an integral.

To enforce a regression with a fixed leftmost break-point,
say @y, the regression must be expressed as relative from
that break-point and its ordinate o, (updated after each re-
gression), which can be achieved by subtraction of it. The
newly defined explanatory variable-function is z = Z —
®y, the break-points are ¢; = Pg1; — P (note that g =
0) and the response function becomes y(z) = Y (Z) —
oy, but for notational convenience the z argument will
be dropped after the introduction of a variable, or where
it should be clear from the context. The data concerned

2 note that an index n always refer to a sample number while indexes
%, J, ... or numeric indexes refer to a break-point number.
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in this regression is comprised in the restricted domain
z = [0,¢n][, where ¢y is the rightmost (fixed) break-
point.

The continuous time model equation can be simply ob-
tained by replacing the discrete with the continuous vari-
ables:

N—-1
y(2)=hozo+ > Bilz—wi) +r(2) (D
i=1

where [ is the slope of the first segment and the suc-
ceeding (; are the differential segment slopes (i.e. how
much change in slope there is compared to the previous
segment), i.e. Z?lo B; is the slope of segment m, with
i ={1,2,..., N —1}and for i < j, ¢; < ¢; < pn
and r is a residual signal. Hence, the segmented regression
model y,,,, to be used in this iterative procedure at each
step s, is

N-1
y=y%) +r = Bozo + Z (51‘258) + %‘Cz(‘s)> +rl

i=1
2
where {89, ;,7:} are the model’s parameters and
(s)
() _ (7 <s>) _J0 L
2. = z : = ; .
1 501 4 {Z . @Eé) QDES) <2 ( )
(s)
s s 0 2 <,
) = ()I(z> ) = o @
-1 ¢ <z

are the explanatory variables. After regression, the break-
point values can be updated as follows

(pgs+1) _ (PES) + % (5)

And iterated regressions are performed until desirable con-
version. Note that hereafter the iteration step argument (s)
will be left out for notational convenience.

3.2.2 Minimising mean square error

To find an optimal fit, first the sum of the least square error
can be expressed

R*= /0 - (y — ym) dz (6)

and its minima with regard to all parameters are found by
looking for the zeros of the partial derivatives with respect
to the parameters. E.g. for §; this gives

OR? o
= 28:2%2 — yz; + 2 ,
a5, /0 Biz; yz; + 2B020%;
(N
N-1
+2 Z (Bizizj +vizjci)| dz =0
i=1
i#]

This results is a set of 2N — 1 equations and unknowns,
which can be solved after the integration is calculated for

each term. For terms of the form z;¢j>;, 2j>;¢; and c¢;c;,
not containing any response variable, the linear interpo-
lation results in linear functions, which allows to analyt-
ically reduce the calculations to only include the lower
and upper limits of the integration. For instance the terms
I #zizj> dz reduce to

X — ¢

3 3
PN — P; i
ML /5 5 L+ oipi(en — @) 8

3 — (¢ +¢i)

and analogous expressions can be found for the other terms.
Terms containing a response variable require the interpo-
lation equation to be introduced. Writing y = v, + a, 2’
with sample-slopes a,, = yn4+1 — Yn, the integral over z
becomes a sum of integrals over each interpolated sample

SN N Q2 with g = | i — Zn=0 the sample index

n=mn; fi,n
of the sample where break-point (; occurs, and where

1 n <n;
fin=Q¢i—2n n=n; O]
0 n; <n

is the fractional part of each sample to be included in the
nN f N,n

integration (for each ;). Hence, the En:m i yzi dz’
terms reduce to ’
nN f3 _ 3 f2 _ f2
Z an N,n 3 ,n + (CLnZi,n + yn) N,n 5 7,1
n=n;
+ Yn (Zn - 901) (fN,n - fz,n)
(10)

and an analogous expression can be found for terms of the
form yc;.

Once the 3, and v; coefficients are obtained, it can be
verified if «y; is inferior to a tolerance value vy, of choice,
which ends the iteration if true for all 5 and otherwise
triggers a new regression with updated break-points using
equation (5). Figure 2 shows an example of a few oscil-
lations with an initial segmentation (in dashed green) and
regressed segmented estimations (in solid red).

3.2.3 Exception Handling

After each regression, apart from the convergence condi-
tion v; <y Vj , two more conditions are verified to han-
dle singularities and other exceptions.

While most initially detected segments converge reason-
ably quickly, there are some exceptional cases. Box stip-
ulates that convergence is not necessarily guaranteed with
this linearised iterative regression model [21]. Therefore,
the initial break-points should be chosen in a convex re-
gion around the finally regressed break-point, while the it-
eration updates should not lead the break-points out of that
region. As already reported by Muggeo, in certain cases
the algorithm can stagnate in alternating between two val-
ues, so that the tolerance value vy, is never reached [22].
In other cases, an alternation with eventual conversion oc-
curs, but often only after a long iterative process. For now,
we simply allow a maximum number of iterations that is
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Figure 2. Example of a few measured steady-state oscilla-
tion cycles (in solid black) produced with an up bow on
the E-string, playing an F# (744 Hz). The blue dashed
lines represent the positive and negative RMS signals, the
dashed green line shows the initial segmentation and the
solid red line shows the regressed segmentation.

sufficient for almost all tested data. It was noted that ex-
ceptions exceeding 100 iterations only occur for particular
wave-shapes, which is not further discussed in this paper.

The foremost exception occurs when the a set of succes-
sive break-points lose the time-order when recalculated af-
ter an iteration. This can occur when the data between the
break-points is significantly conflicting with the model, i.e.
when it is significantly nonlinear in a way that it misleads
the first order Taylor series approximation, leading to an
excessive break-point jump. For such cases, a reasonable
workaround was found by shifting the new break-point val-
ues closer and closer towards the values from the previous
iteration (repeatedly calculating the mean value) until the
time-order conflict is resolved. This exception typically
occurs when the data and initially estimated break-points
do not conform with the model, e.g, for some multiple-
slip, and transient regimes. Since we plan to improve the
initial segmentation strategies for this purpose, we are not
concerned about these exceptions at this stage.

3.3 Feature Extraction

As mentioned earlier, the acoustically-informed segmen-
tation model is expected to provide characteristics that are
inherent to the sound which in its turn captures the player’s
musical intentions.

The features can be extracted from the parameters of a
single complete oscillation cycle, which is defined as one
stick and one slip, or two line segments encompassing three
breakpoints.

3.3.1 Amplitude and fundamental frequency

Provided that the oscillation cycles were identified cor-
rectly in the initial segmentation stage, the amplitude and
the fundamental frequency can be derived directly from the
current model by respectively calculating the signal ampli-
tude between the successive break-points and the temporal
distance between each pair of segments. Multiple consec-
utive periods could be considered, equivalent to a moving
average filter, to reduce noise in the parameters at the cost
of latency.

3.3.2 Relative corner position

The model also enables retrieval of a third cycle-related
feature, given by the position of the middle break-point
within each oscillation cycle (i.e. the corner position rela-
tive to the oscillation cycle, e.g. in figure 1 the ratio of the
stick duration over the stick and slip durations together),
which will be referred to as the “(relative) corner position”
or the “duty cycle” .

This feature bears an interesting relation to physically
known aspects. While the acoustic losses and string stiff-
ness try to bring the duty cycle to 50% (as explained in sub-
section 2.1), it is the bow-string-interaction that tends to
force the duty cycle towards the ideal Helmholtz case [17].
Hence, it may be expected that a bow release from the
string could be identified by a changing corner position to-
wards the middle.

Furthermore, provided the pick-up and bow position are
closer to the bridge than to the nut or the finger pressing
the string (which is the case for the majority of finger posi-
tions), the longest of either the measured up or down going
oscillation sections will correspond to the case where the
Helmbholtz corner is traveling on the nut (or finger) side of
the string and where the string is sticking to the bow (as
indicated in figure 1). Since in this state the string and
the bow nearly coincide in velocity [9], the up or down
movement reveals the bowing direction (and an approxi-
mation of the bow velocity). Therefore, the relative corner
position is expected to alternate between the [0, 0.5] and
[0.5, 1] ranges when bow direction changes occur.

3.3.3 Normalised corner position

Another physical fact related to the corner position can be
derived from the theory in section 2. In an ideal Helm-
holtz motion the relative corner position matches the rel-
ative pick-up position in the freely vibrating part of the
string (which can be estimated from the priorly measured
pick-up position and total string length, and using the esti-
mated fundamental frequency). Hence, it can be expected
that the measured deviation from that theoretical predic-
tion is dictated solely by the mentioned interplay between
acoustic losses and bow-string-interaction properties.

In other words, while fingered notes change the relative
pickup-position and thereby the relative corner position,
the ratio of those features, hereafter referred to as the “nor-
malised corner position”, should provide a feature whose
deviation from 1 or —1 reveals a more note-independent
indication of the player’s input.

3.3.4 Root-mean-square deviation (RMSE)

The limitations of the model also potentially carry useful
information, which can be studied by comparing the seg-
mented signal and the original data. For now, we only con-
sider the total root-mean-square deviation (RMSE) of this
residual error, which can be interpreted as a lumped fea-
ture, comprising the combined effects of all other so far

3 We note that the duty cycle of the signal reflects the stick and slip
regions as they pass by the point of measurement, which would be slightly
different than the actual stick and slip regions at the point of bowing.
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Figure 3. Four examples of segmented regressions of mea-
sured violin string displacement signals. The black and or-
ange curves respectively show the measured and regressed
signals.

neglected properties of the original signal. From a phys-
ical viewpoint, most deviations from the ideal Helmholtz
motion are roughly proportional to the amplitude and pe-
riod of the signal. Hence, it is more appropriate to express
the error as relative to these features. Meanwhile, from a
perceptual viewpoint, this independent expression of the
error feature makes it more consistent with timbre.

4. RESULTS

We carried out an evaluation where we instructed an ad-
vanced violin player to perform a set of specific techniques
and a series of musical excerpts. The separately measured
string movement was recorded and analysed with the pre-
sented algorithm. By comparing the feature results with
various amounts of segments N in the regression, it was
found that a number of N = 6 segments results in the op-
timal balance between low-noise features and latency (a
more detailed report on this is out of the scope of this pa-
per), and convergence was obtained in about 10 to 30 iter-
ations with v, = 1076,

It must be stressed that the purpose of this paper is not to
solve a physical model to provide performance parameters
such as speed or force of the bow, but rather to generate a
parametrisation that responds meaningfully to the changes
in the performer’s actions, which can later be used in real-
time performance applications. This means that there is no
obvious ground truth to compare against in this case.

4.1 Segmented Regressions

Figure 3 shows four examples of segmented linear regres-
sions of oscillation cycles. Figures 3 (a), (b) and (c) are all
steady-state regimes of A4 notes, but they are played with
different playing techniques, which can be noted from fig-
ure 4, where reference to these figures is made in the time
axis. Meanwhile, (d) is an attack transient of an F#5 note.
In most cases, the regressed segmented signal is reason-
ably close to the measured signal. Especially the shorter
segment, corresponding to the bow-string slip-phase, is gen-
erally very linear, except for rare cases such as in figure 3
(c) where “multiple flybacks” occur, i.e. the slip-state is

interrupted by short intermediate sticking phases. It can be
also noted that also all non-modelled effects in these exam-
ples repeat themselves exactly on consecutive cycles, i.e.
they also represent deterministic steady-state components.
All examples also show rounded corners, but it is worth
mentioning that other signal examples showed a wider va-
riety of corner roundings (not plotted). In figure 3 (d), the
low amplitude at the beginning of the note onset proves
vulnerable for bowing gestures causing an offset in the sig-
nal as the first oscillation cycles are not detected. It can be
also seen, in this example, how a second slip (i.e. a second
harmonic) occurs but fades out again quickly.

4.2 Sound Features

Figure 4 (a) shows the obtained features for a few partic-
ular playing techniques, which are annotated at the bot-
tom*. We note that that the data used for this figure only
contains samples without bow changes. Figure 4 (b) shows
the features for the first twelve notes of J.S. Bach’s II Dou-
ble BWV 1002, along with indication of note-changes and
the played note and string.

The fundamental frequency is compared with an fO esti-
mation provided by the Sonic Visualiser software, which
relies on the LibXtract library [23, p. 69] that implements
an estimation based on the “Average Magnitude Difference
Function”. It should be noted that this estimator uses an at
least four times larger time frame than the oscillation peri-
ods, resulting in a low-pass filtered yet slower response.

4.2.1 Varying bow speed

It is interesting to note that the normalised corner position
deviates more from unity for the lower bow speed. As can
be seen in figure 3 (b), it is likely that the ripples in the
sticking section are biasing the actual corner position. A
closer examination confirmed that a virtually equal corner
position is found between high and low bow speed when
the feature is derived from the initial segmentation (i.e.
using the minimum-to-maximum peaks), which may sup-
port this hypothesis. This example illustrates how effects
that are not taken into account in the model can slightly
influence the features. While there is no significant change
in the average fundamental frequency with changing bow
speed, there is a clearly increased noisiness of this feature
in the low bow speed case. This may be related to the
fact that low oscillation amplitudes are more sensitive to
bowing gestures, which can also be perceived as a more
hesitating sound.

4.2.2 Varying bow force

While a change in bow force also evokes a change in am-
plitude, it does not affect the corner position so much, but
rather the fundamental frequency and its noisiness seems
to show a noticeable correlation.

4.2.3 String release

As predicted by the theory, when the bow is released from
the string, the corner position converges towards 0.5. This

41t should be noted that, in this brief study, the evaluation of the bow-
ing parameters hasn’t been strictly independently evaluated.
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appears to occur quite fast, and it is also worth noting that
it even surpasses this value. The increase in RMSE can
be explained by the fact that the gradually rounding wave
shape diverges more and more from the triangular Helm-
holtz shape. However, the fastest identification of this par-
ticular regime seems to be provided by the corner posi-
tion features. The more precise representation of the nor-
malised corner position reveals a clearly abrupt transition
when the bow releases the string.

4.2.4 Sul tasto bow position”

This bowing technique results in a very good approxima-
tion of the Helmholtz motion, which can be noted from
the remarkably low RMSE feature. Because of this low
RMSE, we can confidently say that the fundamental fre-
quency obtained from the regression is not corrupted by
falsely detected cycles, and that it are failures of the LibX-
tract method that are at the cause of the deviations between
the curves.

4.2.5 Staccato

As shown in figure 3 (c), the first of the played staccato
notes is marked by multiple flybacks in the slip regime.
Meanwhile, the wave shape in the second staccato note is
similar to 3 (a). The flyback regime may well be the cause
of the former’s unusually low normalised corner position.

4.2.6 Musical phrase

As theoretically predicted, most bow direction changes can
be clearly identified from the swap in corner position. It
would be useful if there were a feature threshold that en-
ables separation of note onsets and more steady-state os-
cillation regimes. With the current model, the note onsets
cause erroneous initial segmentations which lead to the
high RMSE values noted in figures 3 (b) and 3 (d), which
would therefore be a potential candidate to identify note-
onsets. However, closer examination revealed that there is

3 Sul tasto means bowing near or over the fingerboard.

no RMSE threshold that enables fully consistent identifi-
cation.

Since various finger positions are used in this excerpt, it
can be noted that the normalised corner position indeed
confirms a behaviour that is more independent from the
note than the relative corner position on its own.

While there appears to be an erroneous leap in pitch at
the end of the first note, closer observation reveals an am-
biguous fundamental frequency situation due to a strong
double-slip oscillation regime. It can be noted that many
dropouts occur in the fundamental frequency obtained by
LibXtract, which is mainly due to the low performance of
this method at low amplitudes.

It is further interesting to note that the notes ES5, F#5 and
G5 are played both on the E and A string. The normalised
corner position for all of these notes is somewhat higher
when played on the A string (unlike the low bow speed
note in figure 3 (a), there are no ripples on the signal, ex-
cluding this potential cause). While a more comprehensive
study will be needed to draw pertinent conclusions, it can
be hypothesised that there is an inverse correlation with
the (vibrating) string length, which in turn may be related
to the amount of acoustic losses.

5. CONCLUDING REMARKS

Real measured string displacement signals appear to be-
have reasonably close to the ideal Helmholtz motion of
string vibration. Therefore, we hypothesise that approxi-
mating the measured signal by this signal model using re-
gression yields meaningful parameters with regard to the
character of the sound and therefore to the player’s musi-
cal intent.

As a next step, the extracted parameters take a form that
could easily be adapted to control a musical synthesiser.
The frequency and amplitude parameters have obvious map-
pings for this application. While these can also be ex-
tracted with more generic signal-processing algorithms (e.g.
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[7]), our system takes advantage of the known characteris-
tics of the bowed string. This specific-purpose approach
can provide less ambiguous features regarding the physics
taking place, with low and constant latency (compared to
spectral or windowed methods); which we believe can sig-
nificantly improve fast and reliable quantisation of detailed
musical intentions. Our approach also allows a tuning be-
tween latency and precision based on the number of seg-
ments to be fit at a time.

The corner position enables detection of bow direction,
which could be used to shape the output sound, and its
converge toward 0.5 when the bow leaves the string could
change the state of a connected synthesiser from sustain to
release, even before the violin sound entirely stops. Mean-
while, the deviation of the normalised corner position from
+1 appears to be an indicator of the string length (yet it
may be biased by non-Helmholtz signal deviations, which
will be considered later). The periods of increased RMSE
often correspond to bow changes in a way that could detect
note onsets with less latency than the spectral methods that
are often used for onset detection on string instruments.
Meanwhile, low RMSE values may enable the identifica-
tion of the sul tasto playing style. That being said, it should
be stressed that the goal of this work is not to extract phys-
ical parameters of violin performance, but it suggests a re-
lationship with timbre or tone quality.

Finally, the systematic deviations identified in Figure 3
between the original signal and the segmented linear re-
gression point the way toward further, more detailed fea-
ture extraction which could be used for performance appli-
cations.

The purpose of this paper has been to lay out the the-
oretical and mathematical foundations of a real-time fea-
ture extraction algorithm which draws on the physics of
the bowed string. The next stages of this work will apply
the results to real-time sound synthesis and consider the
subjective response of the performer to the resulting digi-
tal instruments.
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	Design and Interaction of 3D Virtual Music Instruments for STEAM Education Using  p.312Web Technologies.Kosmas Kritsis, Aggelos Gkiokas, Quentin Lamerand, Robert Piéchaud, Carlos Acosta, Maximos Kaliakatsos-Papakostas, Vassilis Katsouros
	Stability, Reliability, Compatibility: Reviewing 40 Years of DMI Design.  p.319John Sullivan, Marcelo M. Wanderley
	Real-time Bowed String Feature Extraction for Performance Applications.  p.327Kurijn Buys, Andrew McPherson
	Dervish Sound Dress; a Development of a Musical Interface Garment which explores  p.335Wearable Technology using Sound and Haptic Feedback for Performance and Interaction.Eduardo Miranda, Hedy Hurban, Edward Braund
	Deployment of LSTMs for Real-Time Hand Gesture Interaction of 3D Virtual Music  p.342Instruments with a Leap Motion Sensor. Kosmas Kritsis, Aggelos Gkiokas, Maximos Kaliakatsos-Papakostas, Vassilis Katsouros, Aggelos Pikrakis
	An Expressive Multidimensional Physical Modelling Percussion Instrument.  p.350Ohejl Zabetian , Pablo Delgado, Sofia Dahl, Stefania Serafin
	A Machine Learning Approach to Violin Vibrato Modelling in Audio Performances and a  p.358Didactic Application for Mobile Devices. Matteo Lionello, Rafael Ramirez
	A comparative study on filtering and classification of bird songs.  p.365Nicolas Figueiredo, Felipe Felix, Carolina Brum Medeiros, Marcelo Queiroz
	A Machine Learning Approach to Classification of Phonation Modes in Singing.  p.373Furkan Yesiler, Rafael Ramirez
	AI Encountering Interactive Systems: A Deep Learning Reinforced Musical Composition p.379 Model. Ke Ma, Tian Xia
	Modeling Carnatic Rhythm Generation: a Data Driven Approach Based on Rhythmic  p.387Analysis. Carlos Guedes, Konstantinos Trochidis, Akshay Anantapadmanabhan
	Affordances of Vibrational Excitation for Music Composition and Performance. p.393Tychonas Michailidis, Jason Hockman
	Approaches and Assessment of Drama Prosodic Tools in Live Performance. p.399George Petras, Panagiotis Tsagkarakis, Anastasia Georgaki
	Nawba Recognition for Arab-andalusian Music Using Templates From Music Scores. p.405Niccolò Pretto, Barıs Bozkurt, Rafael Caro Repetto, Xavier Serra
	Blender2faust: from drawn 3d objects to physically based sound models.  p.411Stefania Serafin, Romain Michon, Smilen Dimitrov
	A Collaborative System for Composing Music via Motion Using a Kinect Sensor and  p.415Skeletal Data. Christos Garoufis, Athanasia Zlatintsi, Petros Maragos
	Block-based Scheduling Through Interrupts And Intervention.  p.423Bjarni Gunnarsson
	SketchyTuna: Exploring A Design For Screenless Creativity.  p.430Nikolaj Møller, Dan Overholt, Vanessa Carpenter, Antonio Stella, Baldur Kampmann, Martin Minovski, Martin Maunsbach
	Haptic Interaction with Guitar and Bass Virtual Strings.  p.438Andrea Passalenti, Federico Fontana
	UPISketch : The Renewal of an Old Idea.  p.444Rodolphe Bourotte
	Frequency Control of Nonlinear Oscillators – Strategies for Realtime Sound Synthesis. p.447Martin Neukom
	Algorithms for Guitar-Driven Synthesis: Application to an Augmented Guitar.  p.455Fabián Esqueda, Otso Lähdeoja, Vesa Valimaki
	Ko2 - Distributed Music Systems With O2 and Kronos.  p.463Vesa Norilo, Roger Dannenberg
	Data Transmission as Musical Performance.  p.481Simon Blackmore
	GTTM Database and Manual Time-span Tree Generation Tool.  p.494Masatoshi Hamanaka, Keiji Hirata, Satoshi Tojo
	CTcomposer: A Music Composition Interface Considering Intra-Composer Consistency  p.500and Musical Typicality. Hiromi Nakamura, Tomoyasu Nakano, Satoru Fukayama, Masataka Goto
	Mapping Pitch Classes And Sound Objects: A Bridge Between Klumpenhouwer  p.508Networks And Schaeffer’s TARTYP. Israel Neuman
	Unit-generator Graph as a Generator of Lazily Evaluated Audio-vector Trees.  p.516Hiroki Nishino
	Metric Interweaving in Networked Dance and Music Performance.  p.524Ioannis Zannos, Martin Carlé
	The BodyHarp: Designing the Intersection Between the Instrument and the Body.  p.530Doga Buse Cavdir, Romain Michon, Ge Wang
	Sonic Crossings with Audience Participation: The Embodied iSound Performance. p.536Marcelo Gimenes
	HamoKara: A System for Practice of Backing Vocals for Karaoke.  p.543Mina Shiraishi, Kozue Ogasawara, Tetsuro Kitahara
	3D Printing and Physical Modeling of Musical Instruments: Casting the Net.  p.551Romain Michon, John Granzow
	Sonoids: Interactive Sound Synthesis Driven by Emergent Social Behaviour in the Sonic  p.559Domain. Andreas Apergis, Andreas Floros, Maximos Kaliakatsos-Papakostas
	Towards Flexible Audio Processing.  p.567Thilo Koch, Marcelo Queiroz
	Strumming on an Acoustic Nylon Guitar: Microtiming, Beat Control and Rhythmic  p.575Expression in Three Different Accompaniment Patterns. Sérgio Freire, Augusto Armondes, João Viana, Rubens Silva

	SMC2018_Proceedings_Papers_no footer.pdf
	SMC_PROCEEDINGS_COVER v2
	SMC_PROCEEDINGS_PROGRAMME
	Session 1
	smc2018_paper_98
	 1. Introduction
	 2. BACKGROUND
	 3. The SONAO Project
	 4. PILOT STUDY
	4.1 Method
	4.2 RESULTS
	4.2.1 Acoustic Properties
	4.2.2 Perceptual Ratings


	 5. Discussion
	 6. CONCLUSIONS AND FUTURE WORK
	 7. References

	smc2018_paper_129
	 1. Introduction
	 2. Stream Segregation
	2.1 Factors of Stream Segregation

	 3. Timbre in Sonification
	3.1 Examples of Applications
	3.2 Analyzing Approaches

	 4. Experiment
	4.1 Auditory Graphs
	4.2 The Study and Stimuli

	 5. Results
	 6. Discussion
	 7. Further Work
	 8. References

	smc2018_paper_154
	 1. Introduction
	 2. project overview
	 3. Procedure for making the database
	3.1 Overview
	3.2 Recording

	 4. Publishing the Database
	 5. Concluding Remarks
	 6. References

	smc2018_paper_155
	smc2018_paper_153
	 1. Introduction
	 2. Background and Related Work
	2.1 Standard Interactive Learning Setups
	2.1.1 Interactive Supervised Learning
	2.1.2 Online Learning Agents

	2.2 Other Interactive Learning Setups
	2.2.1 ``Creative'' Machine Learning
	2.2.2 Interactive Reinforcement Learning


	 3. System and Workflow Description
	3.1 System and Workflow
	3.1.1 Reinforcement Learning and Exploration
	3.1.2 User Interaction and Co-Exploration

	3.2 Implementation
	3.2.1 Current Prototype
	3.2.2 Use Case Formalization


	 4. Case Study: Evaluating Human Perception of Agents
	4.1 Method
	4.1.1 Participants
	4.1.2 Task
	4.1.3 Agents
	4.1.4 Musical Environments
	4.1.5 Procedure

	4.2 Results
	4.2.1 Synthetic Trial Data
	4.2.2 Participants' Trial Data
	4.2.3 Participants' Evaluation Data


	 5. Discussion and Future Developments
	5.1 The usefulness of balancing exploitation with exploration
	5.1.1 Synthetic trial data
	5.1.2 Participants' trial data

	5.2 The influence of exploration path on user perception
	5.2.1 Perceiving collaboration
	5.2.2 Personifying agents

	5.3 Towards co-exploration
	5.3.1 The issue of human moving goals
	5.3.2 Improving algorithms or interactions?
	5.3.3 Connecting agents to real-world systems and situations


	 6. Conclusion
	 7. References

	Poster 1
	smc2018_paper_189
	 1. Introduction
	 2. Premise to the acoustic analysis
	 3. Analysis of piano tones
	 4. Discussion
	4.1 Comparison with subjective data

	 5. Conclusions
	 6. References

	smc2018_paper_223
	 1. Introduction
	 2. Related works on HRTF selection
	 3. Materials and methods
	3.1 Apparatus for immersive virtual reality
	3.2 Spatial audio rendering
	3.2.1 HRTF selection tool
	3.2.2 HOBA framework
	3.2.3 Headphone equalization


	 4. Experiments
	4.1 Study 1 - Screening test
	4.2 Study 2 - Virtual reality scene

	 5. Results
	5.1 Study 1 - Screening test
	5.2 Study 2 - Virtual reality scene

	 6. Discussion
	6.1 Limitations of the study

	 7. Conclusions
	 8. References

	smc2018_paper_245
	 1. Introduction
	 2. MusicBox: creating an open musical space 
	 3. Technical setup of the MusicBox
	 4. Synchronizing devices
	4.1 Setting the timing offset
	4.2 Web Audio

	 5. Microphone array
	 6. Web application with Node.js
	6.1 Recording sound on the MusicBox

	 7. Conclusions
	 8. References

	smc2018_paper_247
	smc2018_paper_3
	smc2018_paper_123
	 1. Motivation & Goals
	 2. The Instrument
	 3. Related Work
	 4. Implementation
	4.1 Strike Recognition
	4.2 Sound Generation
	4.3 Visualization and Augmented Reality
	4.4 Settings and Controls

	 5. Augmentation Modes and Teaching System
	5.1 Semitone and Fulltone Mode
	5.2 Rainbow Mode
	5.3 'Light the Way' Mode
	5.4 Error Mode
	5.5 Teaching System

	 6. Conclusions and Future Work
	 7. References

	smc2018_paper_131
	smc2018_paper_224
	smc2018_paper_169
	smc2018_paper_181
	 1. Introduction
	 2. Why a Nordic SMC network?
	 3. Thematic areas
	 4. Activities
	4.1 PhD and Master's thesis projects
	4.2 Short-term scientific missions
	4.3 Intensive PhD training schools
	4.4 Thematic workshops and seminars

	 5. Innovative capacity building
	 6. Sharing Infrastructures
	 7. Conclusion
	 8. References

	smc2018_paper_184
	Session 1
	smc2018_paper_86
	 1. Introduction
	 2. Related work
	2.1 Commercial wind instruments
	2.2 Academic research on wind instruments

	 3. Design
	3.1 Breath signal measurements
	3.2 Feature extraction

	 4. Implementation
	 5. Evaluation
	 6. Future Work
	 7. Conclusion
	 8. References

	smc2018_paper_162
	 1. Introduction
	 2. BACKGROUND
	 3. Semantic Analysis
	3.1 Annotated Corpora
	3.2 Acting Lines Separation
	3.3 Co-reference resolution
	3.4 Character Identification
	3.5 Environment Detection
	3.6 Acting Line assignment

	 4. Sound Production
	4.1 Media Content Retrieval
	4.2 Mixing & Mastering

	 5. Evaluation & Results
	5.1 Semantic Analysis
	5.2 Sound Production
	5.3 Listening Segments
	5.4 Character Recognition
	5.5 Listener Immersion
	5.6 Listener Preference

	 6. Discussion
	 7. References

	smc2018_paper_238
	 1. Introduction
	 2. Motivation for practice
	 3. The Instrumental Learning Process
	3.1 Cognitive Load and Internalization
	3.1.1 Chunking
	3.1.2 Task Learning

	3.2 Practice
	3.3 Motivation

	 4. Designing for Learning
	4.1 Learning Efficiency
	4.2 Reward for Practice

	 5. Making an Instrument Inherently Easier (or Harder)
	5.1 Simplifying Piano vs. Violin
	5.2 Applying Complexity management to a Violin (or Viola)
	5.2.1 Challenges

	5.3 Studying Complexity Management with the Violin

	 6. Discussion
	 7. References

	smc2018_paper_115
	 1. Introduction
	 2. Related Work
	 3. Small Composers
	 4. Design and Implementation
	4.1 Interface Design and Mapping
	4.1.1 Record Button
	4.1.2 Playback Area
	4.1.3 Sustained Space
	4.1.4 Discrete pitch space
	4.1.5 Impulse Space


	 5. Testing Fiddl with children
	5.1 Setting
	5.2 Participants
	5.3 Procedure

	 6. Results and Discussion
	6.1 Observations
	6.1.1 Usability
	6.1.2 Context

	6.2 Open Feedback
	6.3 Interview
	6.4 Final Remarks

	 7. Conclusion
	 8. References

	smc2018_paper_119
	 1. Introduction
	 2. Design Elements
	2.1 Impulse Response Measurement Methods
	2.2 Impulse Production (Loudspeaker)
	2.3 Recording Device
	2.4 (Spatial) Microphones
	2.5 Power
	2.6 Positioning
	2.7 Transporting the System
	2.8 Some Notes on Recording and Impulse Response Capture and Processing

	 3. Evaluation
	 4. Conclusion and Future Work
	 5. References

	smc2018_paper_218
	 1. Introduction
	 2. Materials and Methods
	2.1 Markers position and calibration
	2.2 Labeling blobs
	2.3 Calibrating Performer's position
	2.4 Calibrating bridge and Placing virtual markers
	2.5 Computing bowing features

	 3. Evaluation
	3.1 The experimental setup
	3.2 Data Synchronization and Alignment
	3.3 Results

	 4. Discussion
	 5. References

	Session 1
	smc2018_paper_164
	smc2018_paper_145
	 1. Introduction
	 2. OSC interface
	2.1 Motivations
	2.2 Integration in Max
	2.2.1 Syntax
	2.2.2 Inter-operability and compatibility


	 3. Refactoring the environment
	3.1 Usability
	3.2 Scheduling and thread-safety
	3.3 Control interfaces
	3.4 Software development

	 4. New features
	4.1 Higher Order Ambisonics
	4.2 Object-based audio
	4.3 Panoramix
	4.4 Quaternions
	4.5 Time Code
	4.6 Integration in Open Music

	 5. Conclusions and Perspectives
	 6. References

	smc2018_paper_195
	 1. Introduction
	 2. Echolocation Background
	 3. Motivations for echolocation in VR
	 4. System architecture
	4.1 Sound propagation of mouth-clicks and echolocation

	 5. Methods
	 6. Results
	6.1 Time-based experiment (I)
	6.2 Distance-based experiment (II)
	6.3 Number of clicks

	 7. General discussion
	7.1 Perception of audio cues 
	7.2 Technical limitations of the system

	 8. Conclusion
	 9. References

	smc2018_paper_228
	 1. INTRODUCTION
	 2. RELATED WORKS
	 3. DATA AND METHODS
	3.1 OVERVIEW ON PARAMETRIC t-SNE
	3.2 EXPERIMENTS

	 4. RESULTS
	4.1 Models Performance
	4.2 Dimensionality Reduction Performance

	 5. THE APPLICATION
	5.1 INFORMAL USABILITY TEST OF THE INTERFACE

	 6. CONCLUSION
	 7. References

	Session 1
	smc2018_paper_236
	smc2018_paper_257
	1. Introduction
	2. System Architecture
	2.1. CVSSP System
	2.1.1. Preprocessing of data
	2.1.2. Gated linear unit
	2.1.3. The gated convolutional block
	2.1.4. The gated recurrent block
	2.1.5. Localization and classification layers
	2.1.6. CVSSP Architecture
	2.1.7. Fusion of system results

	2.2. Xception-Recurrent Neural Network (XRRNN)
	2.2.1. Xception
	2.2.2. Stacked bidirectional layers with residual connections
	2.2.3. Xception-Recurrent Neural Network


	3. Experiments
	3.1. Input Data
	3.2. Training Details
	3.3. Evaluation Metric
	3.4. Implementation

	4. Results
	5. Discussion
	6. Conclusion
	7. References

	smc2018_paper_176
	 1. Introduction
	 2. Related Datasets
	 3. The #nowplaying-RS Dataset
	3.1 Dataset Creation Procedure
	3.2 Content and Statistics

	 4. Dataset Use Cases and Pre-defined Data Splits
	4.1 Context-aware recommendation
	4.1.1 Creation of Training and Test Sets

	4.2 Context-aware Next-song Recommendation
	4.2.1 Creation of Training and Test Sets


	 5. Experiments and Results
	5.1 Evaluation Metric and Evaluated Methods
	5.2 Result on Context-aware Recommendation
	5.3 Result on Next-song Recommendation

	 6. Conclusion and Future Work
	 7. References

	smc2018_paper_215
	 1. Introduction
	 2. Concepts
	2.1 Experimental Platform in Art and Science
	2.2 Design Properties of Computer Music Systems
	2.2.1 Extensibility and Composability
	2.2.2 Immediate Feedback and State of Flow


	 3. From Mobile Web to Web of Things
	3.1 From Mobile Web...
	3.1.1 Definition and Potentialities
	3.1.2 Drawbacks

	3.2 ...To Web of Things
	3.2.1 Definition
	3.2.2 Improving Immediate Feedback
	3.2.3 Opportunities


	 4. Building Blocks & Prototypes
	4.1 Hardware
	4.2 Software Prototypes
	4.2.1 Etude 1: Pteroptyx Malaccae
	4.2.2 Etude 2: Clock(s)
	4.2.3 Performance Considerations


	 5. Discussion and Conclusion
	 6. References

	Poster 1
	smc2018_paper_84
	 1. Introduction
	 2. Method
	2.1 Dataset
	2.2 Representations
	2.3 Markov Model
	2.4 Classification Procedure

	 3. Results
	3.1 Data Visualization
	3.1.1 Histograms
	3.1.2 Self-similarity Matrices
	3.1.3 Markov Chains

	3.2 Classification Results

	 4. Discussion
	4.1 Interpreting Results
	4.2 Limitations
	4.3 Future Work

	 5. References

	smc2018_paper_116
	 1. Introduction
	 2. Interface Design
	2.1 Physical Interface
	2.2 Electronics

	 3. Sound synthesis
	3.1 Mapping

	 4. Performing with the instrument
	 5. Conclusions
	 6. References

	smc2018_paper_159
	 1. Introduction
	 2. Computational models of Byzantine Music notation
	 3. Overview of Byzantine Neumes
	3.1 Encoding the neumes
	3.2 Placement of signs

	 4. Conclusions and future work
	 5. References

	smc2018_paper_163
	 1. Introduction
	 2. Methodology
	2.1 Predominant Melody Extraction
	2.2 Tonic Frequency Estimation
	2.3 Computing Pitch Distributions
	2.4 Training and Optimizing a Multi-Layer Perceptron

	 3. Experiments and Results
	3.1 Dataset
	3.2 Analyzing Scale Relationships of Makams Using Pitch Histograms
	3.3 Automatic Classification using the Entire Recordings
	3.4 Analyzing the Characteristics of the First and the Last Sections of the Recordings
	3.5 Automatic Classification with Including the First and the Last Sections of the Recordings

	 4. Discussion and Conclusion
	 5. References

	smc2018_paper_165
	 1. Introduction
	 2. An Overview of Music Petri Nets
	 3. Background
	 4. Research Questions
	 5. Formalization through Petri Nets
	 6. Examples
	 7. Conclusions
	 8. References

	smc2018_paper_203
	 1. Introduction
	 2. Related Work
	 3. Cue Point Estimation
	3.1 Human Expert Rules
	3.2 Ground Truth Database of Cue-Points
	3.3 Comparison of Ground Truth Cue Points with Music Structure Analysis
	3.4 Cue Point Estimation Heuristic Algorithm
	3.5 First Evaluation of Cue-Point Detection
	3.6 Second Iteration

	 4. Conclusions
	 5. References

	smc2018_paper_237
	 1. Introduction
	 2. Method
	2.1 Convolutional Neural Network
	2.1.1 Audio Pre-processing
	2.1.2 CNN Architecture
	2.1.3 Training Strategy and Hyperparameters

	2.2 Gradient Boosting Machine
	2.2.1 Feature Extraction and Pre-processing
	2.2.2 Linear Discriminant Analysis Feature Reduction
	2.2.3 Hyperparameter Tuning

	2.3 Late Fusion

	 3. Evaluation
	3.1 Dataset and Baseline
	3.2 Evaluation Setup

	 4. Results and Discussion
	4.1 Convolutional Neural Network
	4.1.1 Filter Configurations
	4.1.2 Pre-activation

	4.2 Gradient Boosting Machine
	4.3 Models' Comparison
	4.4 Late Fusion

	 5. Conclusion
	 6. References

	smc2018_paper_250
	 1. Introduction
	 2. DTW relative embeddings
	 3. Experimental methodology
	 4. Results and discussion
	 5. Conclusion
	 6. References

	smc2018_paper_251
	 1. Introduction
	 2. Related work
	 3. Model and Simulations
	3.1 Problem setting
	3.2 Model
	3.3 Results

	 4. Conclusions
	 5. References

	smc2018_paper_261
	 1. Introduction
	 2. Related Work
	2.1 Polyphony Estimation and Instrument Recognition in Polyphonic Music
	2.2 Deep Convolutional Neural Networks in MIR
	2.3 Data Augmentation and Synthetic Data Generation

	 3. Problem Formulation
	 4. Continuous Synthesis of MIDI Music Training Examples
	4.1 Data Generation
	4.2 Synthesis Loop
	4.3 Noise
	4.4 Spectrogram Design and Input
	4.5 Network Architecture

	 5. Experiments
	5.1 Evaluation Criteria
	5.2 Synthetic Test Performance
	5.3 Evaluation on real world musical recordings

	 6. Current Limitations and Future Work
	 7. Conclusions
	 8. References

	smc2018_paper_170
	smc2018_paper_171
	Session 1
	smc2018_paper_179
	 1. Introduction
	 2. Related Work
	 3. Proposed Method
	3.1 Architecture Overview
	3.2 3D Instrument Design
	3.3 Physical Model-Based Sound Synthesis
	3.4 Interacting with the Physical Instrument
	3.4.1 Physical Based Interaction
	3.4.2 Gesture Based Interaction
	3.4.3 Mixed Interaction


	 4. Evaluation and Usability Testing
	 5. Conclusion and Future Work
	 6. References

	smc2018_paper_255
	 1. Introduction
	 2. User Surveys and Feedback
	2.1 DMI Performers
	2.1.1 Uptake and Abandonment

	2.2 DMI Makers
	2.3 Takeaways

	 3. Terminology in Design Literature
	3.1 Methodology
	3.2 Paper Selection
	3.3 Keyword Occurrence
	3.3.1 Performance Keywords

	3.4 Contextual Analysis
	3.4.1 Concordance
	3.4.2 Collocation
	3.4.3 Grouped Results


	 4. Conclusions and Future Work
	 5. References

	smc2018_paper_232
	 1. Introduction
	 2. Motion of the bowed string
	2.1 Signal-model Of Oscillation Cycles
	2.2 Measurement

	 3. Segmentation algorithm
	3.1 Initial Segmentation Estimation
	3.2 Optimisation Through Regression
	3.2.1 Segmented Regression model
	3.2.2 Minimising mean square error
	3.2.3 Exception Handling

	3.3 Feature Extraction
	3.3.1 Amplitude and fundamental frequency
	3.3.2 Relative corner position
	3.3.3 Normalised corner position
	3.3.4 Root-mean-square deviation (RMSE)


	 4. Results
	4.1 Segmented Regressions
	4.2 Sound Features
	4.2.1 Varying bow speed
	4.2.2 Varying bow force
	4.2.3 String release
	4.2.4 Sul tasto bow positionSul tasto means bowing near or over the fingerboard. 
	4.2.5 Staccato
	4.2.6 Musical phrase


	 5. Concluding remarks
	 6. References

	smc2018_paper_117
	1. INTRODUCTION
	3. MUSICAL COMPOSITION and  process of DERVISH SOUND DRESS
	6. FINAL REMARKS
	7. References

	smc2018_paper_158
	 1. Introduction
	 2. Related Work
	 3. Problem Definition and Application Context
	 4. Hand Gesture Dataset and Gesture Recognition System
	4.1 Dataset description
	4.2 Gesture Recognition System

	 5. Experimental Results
	 6. Conclusions and Future Work
	 7. References

	smc2018_paper_177
	 1. Introduction
	 2. Audio Engine
	2.1 Faust: DSP
	2.2 The Banded Waveguide Module
	2.2.1 Bowing Model

	2.3 The 2D Digital Waveguide Mesh Module
	2.4 Nonlinearity
	2.5 Coupling
	2.6 Excitation

	 3. Physical and Graphical User Interface
	3.1 Hardware
	3.2 Control Surface and Graphical User Interface
	3.2.1 Communication


	 4. Mapping
	 5. Evaluation
	5.1 Function Test
	5.2 Informal Interview
	5.3 System Usability Scale

	 6. Discussion and Future Work
	 7. Conclusion
	 8. References

	Session 1
	smc2018_paper_106
	 1. Introduction
	 2. Related Work
	2.1 Expressive Modelling.
	2.2 Detection of vibrato features.

	 3. Description of the Project
	3.1 Data acquisition:
	3.2 Vibrato information extraction
	3.3 Pre-processing of the audio data
	3.4 Vibrato features
	3.5 Note descriptors
	3.6 Vibrato modelling
	3.7 Mobile user interface design

	 4. Feature Extraction and Modelling
	4.1 Feature extraction
	4.2 Learning the Predictive Models
	4.3 Features selection
	4.4 Correlation-based Feature Subset Selection

	 5. Results
	 6. Conclusions and Future Work

	smc2018_paper_253
	 1. Introduction
	 2. Filtering strategies for bird songs
	2.1 Bird songs and environmental noise
	2.2 The spectral mask approach
	2.3 Spectral contrast mask
	2.4 Temporal variance mask
	2.5 Composition of the final filtering mask

	 3. Representation and classification of bird songs
	 4. Experiments and discussion
	 5. Conclusions
	 6. References

	smc2018_paper_200
	 1. Introduction
	 2. Related Work
	 3. Methodology
	3.1 Datasets
	3.2 Feature Extraction
	3.3 Feature Selection
	3.4 Training the Multi-layer Perceptron

	 4. Results
	4.1 Feature Analysis
	4.1.1 PLP and RASTA PLP
	4.1.2 LFCC
	4.1.3 Selected Features from the Previous Work
	4.1.4 Selected Features from CFS algorithm

	4.2 Automatic Classification using MLP

	 5. Discussion
	 6. Conclusion and Future Work
	 7. References

	smc2018_paper_263
	Session 1
	smc2018_paper_204
	smc2018_paper_211
	 1. Introduction
	1.1 Background
	1.1.1 Affordances and Music Systems
	1.1.2 Vibrational Excitation

	1.2 Motivation

	 2. Taxonomy of Vibrational Excitation
	2.1 Interactive Vibrations
	2.2 Communicative Vibrations
	2.3 Motor Excitation, Sound Vibrations

	 3. The Oktopus
	3.1 Vibration Production
	3.2 System Design
	3.3 Motors

	 4. Case Study
	4.1 Live Mechanics

	 5. Conclusions
	 6. References

	smc2018_paper_217
	smc2018_paper_196
	 1. Introduction
	 2. Arab-Andalusian music
	 3. Methodology
	 4. Experiments and dataset
	 5. Results
	 6. Conclusions
	 7. References

	Poster 1
	smc2018_paper_102
	 1. Introduction
	 2. mesh2faust 
	 3. The Blender UI plugin
	 4. Example
	 5. Future improvements
	 6. Conclusions
	 7. References

	smc2018_paper_160
	 1. Introduction
	 2. Related Work
	2.1 Interactive Performance Systems
	2.2 Gesture Recognition from Skeletal Data

	 3. MoveSynth: a Collaborative System for Composing Music via Motion
	3.1 Mode Description
	3.2 Feature Extraction
	3.3 Activity Detection and Gesture Recognition
	3.3.1 Activity Detector
	3.3.2 Continuous Gesture Classification
	3.3.3 Continuous Gesture Acceptance/Rejection

	3.4 Arm Posture Classification

	 4. Real-time Evaluation and Usability Testing
	4.1 Quantitative Evaluation
	4.1.1 Arm Posture and Gesture Classification
	4.1.2 Arm Posture - Note Mapping Evaluation

	4.2 Qualitative Evaluation
	4.2.1 Methodology
	4.2.2 Qualitative Results and Discussion


	 5. Conclusions and Future Work
	 6. References

	smc2018_paper_166
	smc2018_paper_191
	 1. abstract
	 2. Introduction
	 3. Background
	 4. Requirements for the Sketch Pad
	 5. Design considerations
	5.1 Layout testing
	5.2 Control surface

	 6. Sketch Pad Controller
	6.1 Design
	6.2 Hardware
	6.3 Software

	 7. Sketch Pad Software
	7.1 Looping audio tracks
	7.2 Sequencer and MIDI synthesizer

	 8. Evaluation and Discussion
	 9. Conclusion
	 10. References

	smc2018_paper_193
	 1. Introduction
	 2. Haptic Interface and Integration with Unity
	2.1 Interface

	 3. Sensory modalities and feedback
	3.1 Tactile modality
	3.2 Auditory modality
	3.3 Visual modality

	 4. Test and Results
	 5. Conclusions
	 6. References

	smc2018_paper_194
	 1. Introduction
	 2. The determining factors
	2.1 The Centre Iannis Xenakis
	2.2 The software background 2010-2017
	2.3 University of Rouen
	2.4 The JUCE expansion
	2.5 A partnership with the European University of Cyprus

	 3. THE DEVELOPMENT OF UPISKETCH
	3.1 Rethinking music notation
	3.2 The specifications
	3.3 The first milestone
	3.4 The second milestone

	 4. The public release
	4.1 The first hands-on workshop
	4.2 Public availability
	4.3 Perspective on further development

	 5. Conclusions
	 6. References

	smc2018_paper_210
	smc2018_paper_212
	 1. Introduction
	 2. Sub-Octave Generator
	2.1 Smoothing and Allpass Filtering Stages
	2.2 Adaptive Schmitt Trigger
	2.3 S-R Latch
	2.4 Clock Divider
	2.5 Processor
	2.6 State Variable Filter
	2.7 Real-time Implementation

	 3. Application to an Augmented Guitar
	3.1 An Electric Guitar with an Actuated Sound Box
	3.2 Signal-Driven Synthesis on the Augmented Guitar
	3.3 Evaluation From a Player's Perspective

	 4. Conclusions
	 5. References

	smc2018_paper_230
	smc2018_paper_241
	 1. Introduction
	 2. Patterns in the Course of Rapprochement
	2.1 Anatomy of Patterns

	 3. Matches and Mismatches for Scala
	 4. Case Study: The Fifth Root Of Two
	4.1 From Collection to Pattern

	 5. Entire Pattern Programs
	 6. Integration in SoundProcesses
	 7. Conclusions

	smc2018_paper_248
	 1. Introduction
	 2. Applied Principles
	2.1 Physical Modeling Synthesis
	2.2 DVC Speakers
	2.3 Karplus-Strong like algorithms

	 3. Description and Construction
	3.1 Physical Interface
	3.2 Electrical Connections and Signal Flow
	3.3 Digital Model
	3.3.1 Signal Coloration
	3.3.2 Overall level
	3.3.3 The Speaker Drum System
	3.3.4 Fine Tuning


	 4. Conclusions
	 5. References

	smc2018_paper_256
	4. Musical phrasing and learning to improvise in serial
	5. Performing the system
	6. Conclusion
	7. REFERENCES

	Keynote
	Texte-Keynote-Claude-Cadoz-SMC-Chypre_2018-180620
	Session 1
	smc2018_paper_182
	smc2018_paper_90
	1. INTRODUCTION
	2. Related work
	3. PROBLEMS OF PREVIOUS TIME-SPAN TREE MANUAL EDITOR
	4. TIME-SPAN TREE GENERATION TOOL
	4.1 Display staff notation on tablet
	4.2 Handles for tree operation
	4.3 Tree generation in bottom-up manner
	4.4 Cadential retention

	5. GTTM Database
	5.1 XML-based data structure
	5.2 Score data
	5.3 Analysis data

	6. Experimental Results
	6.1 Construction of time-span trees from the starting state
	6.2 Editing the output of the time-span tree analyzer

	7. CONCLUSION
	8. REFERENCES
	9. AppenDIX

	smc2018_paper_186
	smc2018_paper_79
	smc2018_paper_112
	Session 1
	smc2018_paper_234
	smc2018_paper_260
	smc2018_paper_213
	smc2018_paper_188
	Session 1
	smc2018_paper_88
	smc2018_paper_87
	 1. Introduction
	 2. Sonoids Design
	2.1 Boids
	2.2 Sonoids
	2.2.1 Signaling Mechanism
	2.2.2 Perceptual Mechanism
	2.2.3 Cognitive Mechanism

	2.3 Combined use in a musical context

	 3. Simulation Implementation
	3.1 Controlling the Duration of Generated Sound
	3.2 Controlling the Pitch and Volume of Generated Sound
	3.3 Controlling the Amplitude of Sonoids' Signals

	 4. Conclusions
	 5. References

	smc2018_paper_249
	 1. Introduction
	1.1 Related Work
	1.2 Limits

	 2. Audio processing steps / elements
	2.1 FIR filters
	2.1.1 FIR filtering in the time domain
	2.1.2 FIR filtering in the frequency domain

	2.2 Room simulation
	2.2.1 Room models
	2.2.2 Image source model
	2.2.3 Ray tracing

	2.3 Spatialization
	2.3.1 Wave field synthesis
	2.3.2 Binaural synthesis


	 3. Flexible Audio Processing
	3.1 Processing chain
	3.2 Real time constraints and flexible management

	 4. A Framework for Flexible Audio Processing
	4.1 Flex protocol
	4.2 Plugins
	4.3 Application: Flexible Mixer

	 5. Conclusion and future work
	 6. References

	smc2018_paper_142
	 1. Introduction
	 2. The strummed chord
	 3. Description of the experiments
	3.1 Setup
	3.2 Participants and Excerpts

	 4. Results and Individual Discussion
	4.1 Breathe arrangement
	4.2 Guarania accompaniment pattern
	4.3 Introduction of Wonderwall

	 5. General discussion: microtiming, beat control and rhythmic expression
	5.1 Chords' microtiming
	5.2 Categorical performance / perception of rhythm
	5.3 Rhythmic expression

	 6. Final Remarks
	 7. References


	Contents 30082018.pdf
	KeynoteConcepts and Technologies for Multisensory and Interactive Simulation of Physical  p.18Objects - Application to Helios, a musical and visual artwork for the Helicanthe Platform of the ACROEClaude Cadoz
	Perception of Mechanical Sounds Inherent to Expressive Gestures of a NAO Robot -  p.43Implications for Movement Sonification of Humanoids. Emma Frid, Roberto Bresin, Simon Alexandersson
	Stream Segregation: Utilizing Harmonic Variance in Auditory Graphs.  p.52Joe Fitzpatrick, Flaithri Neff
	CrestMusePEDB 2nd EDITION: MUSIC PERFORMANCE DATABASE WITH PHRASE  p.60INFORMATION. Mitsuyo Hashida, Eita Nakamura, Haruhiro Katayose
	Crossing Phrase Boundaries in Music. p.66Zuzana Cenkerova, Martin Hartmann, Petri Toiviainen
	Perceiving Agent Collaborative Sonic Exploration in Interactive Reinforcement  p.72Learning.Hugo Scurto, Frédéric Bevilacqua, Baptiste Caramiaux
	Evidence of Lateralization Cues in Grand and Upright Piano Sounds. p.80Federico Fontana, Federico Avanzini, Stefano Papetti
	Virtual Reality Exploration with Different Head-Related Transfer Functions.  p.85Erik Sikström, Michele Geronazzo, Jari Kleimola, Federico Avanzini, Amalia de Götzen, Stefania Serafin
	A system for spacial audio using synchronized mobile devices.  p.93Jan-Torsten Milde
	Time lapse video sonification; watching and listening to events unfolding.  p.97Xenofon Karakonstantis, Konstantinos Bakogiannis, George Cambourakis, Anastasia Georgaki
	Evoking Places from Spaces: The application of Multimodal Narrative Techniques in the p.103 Creation of “U - Modified”. Gareth W. Young, Siobhán Mannion, Sara Wentworth
	Towards Creating an Augmented Handpan using Leap Motion.  p.108Christine Steinmeier, Dominic Becking
	Inside the intimate zone: The case of aural micro-space in multichannel compositional  p.113practice.Nikos Stavropoulos
	Teaching Programming in Secondary Education through Sound.  p.118Theofani Sklirou, Areti Andreopoulou, Anastasia Georgaki
	NordicSMC: a Nordic University Hub on Sound and Music Computing.  p.124Stefania Serafin, Sofia Dahl, Roberto Bresin Alexander Refsum Jensenius, Runar Unnthorsson, Vesa Valimaki
	Electroacoustic music composition in the Music School of Nicosia.  p.129Nasia Therapontos, Dimitrios Savva
	Microphone-based Electronic Wind Instrument by Feature Extraction From Breath  p.134Signals. Francesco Bigoni, Pelle Juul Christensen, Rasmus Eklund, Javier Molina Garcia, Cumhur Erkut
	From my Pen to your Ears: Automatic Production of Radio Plays from Unstructured  p.142Story Text. Emmanouil Theofanis Chourdakis, Joshua D. Reiss
	Improving the Instrumental Learning Experience through Complexity Management.  p.150Laurel Pardue, Andrew McPherson, Dan Overholt
	Fiddl: Evaluation of a Smartphone Based Application Designed for a Music Workshop  p.158for Children.Gergely Csapo, Jonas Holfelt , Peter Bruun, Stefania Serafin
	A Portable Impulse Response Measurement System.  p.166Elliot K. Canfield-Dafilou, Eoin Callery, Christopher Jette
	Acquisition of Violin Instrumental Gestures Using an Infrared Depth. Camera. p.171Zacharias Vamvakousis, Alfonso Perez Carrillo, Rafael Ramirez
	Simulating the Acoustic Environment of Two Historical Viennese Theaters.  p.177Brandon Westergaard, Timothy Hsu
	A new implementation of Spat in Max.  p.184Thibaut Carpentier
	Navigate as a Bat. Real-Time Echolocation System in Virtual Reality. p.192Anastassia Andreasen, Jelisaveta Zovnercuka, Kristians Konovalovs, Michele Geronazzo, Stefania Serafin, Razvan Paisa
	Interactive Exploration of Musical Space with Parametric t-SNE.  p.200Matteo Lionello, Hendrik Purwins, Luca Pietrogrande, Mohamed Abou-Zleikha
	You Are Here: Sonic Crossings and Time Indeterminacy within the Buffer Zone. p.208Oswaldo Emiddio Vasquez Hadjilyra
	An Xception Residual Recurrent Neural Network for Audio Event Detection and  p.210Tagging.Tomas Gajarsky, Hendrik Purwins
	#nowplaying-RS: A New Benchmark Dataset for Building Context-Aware Music  p.217Recommender Systems. Asmita Poddar, Eva Zangerle, Yi-Hsuan Yang
	Toward a Web of Audio Things.  p.225Benjamin Matuszewski, Frédéric Bevilacqua
	Analyzing and Classifying Guitarists from Rock Guitar Solo Tablature.  p.232Orchisama Das, Blair Kaneshiro, Tom Collins
	Recreating an instrument inspired by the glass harmonica using fabrication techniques  p.239and physical models. Razvan Paiza, Stefania Serafin
	Encoding Byzantine Music Notation (Ca. 1600-1814). p.243Nick Bouris, Achilleas Chaldaeakes, Anastasia Georgaki
	Makam Recognition Using Extended Pitch Distribution Features and Multi-Layer  p.249Perceptrons.Furkan Yesiler, Baris Bozkurt, Xavier Serra
	Formalizing Schoenberg’s Fundamentals of Musical Composition through Petri Nets. p.254Adriano Baratè, Davide Andrea Mauro, Goffredo Haus, Luca Andrea Ludovico
	A Heuristic Algorithm for DJ Cue Point Estimation. p.259Diemo Schwarz, Daniel Schindler, Severino Spadavecchia
	A Simple Fusion of Deep and Shallow Learning for Acoustic Scene Classification.  p.265Eduardo Fonseca, Rong Gong, Xavier Serra
	Relative DTW Embedding for Binary Classification of Audio Data.  p.273Marcelo Queiroz, Guilherme Jun Yoshimura
	Training Deep Convolutional Networks with Unlimited Synthesis of Musical Examples  p.281for Multiple Instrument Recognition. Rameel Sethi, Noah Weninger, Abram Hindle, Vadim Bulitko, Michael Frishkopf
	Soundscape Emotion Recognition via Deep Learning.  p.289Jianyu Fan, Fred Tung, William Li, Philippe Pasquier
	Quantitative Analysis of the Impact of Mixing on Perceived Emotion of Soundscape  p.295Recordings.Jianyu Fan, Miles Thorogood, Kıvanç Tatar, Philippe Pasquier
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