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Chapter 1

Introduction

1.1 Motivations

Singing voice is one of the most essential elements of music. It provides impactful emotional
expressions through melody and lyrics and has the potential to move people’s hearts and
enrich their lives. The human perception and production of music, specifically in terms
of how people listen to vocal songs, have been subjects of extensive research from various
viewpoints such as physiology, acoustics, psychology, musicology, and sound engineering.
However, numerous aspects remain elusive and unexplored.

The expression, style, and personality of the singing voice are one of this unexplored
area. Fach vocalist possesses a distinctive vocal identity, and their expressions exhibit in-
dividuality. In essence, a singer’s personality is comprised of a complex interplay between
a foundational element rooted in their unique singer individuality and a superficial layer
realized through expressive nuances. This amalgamation of intrinsic and expressive factors
contributes to the diversity observed in music. Understanding the nuances of vocal per-
sonality holds significant importance in various forms of musical experiences, encompassing
listening and singing.

Specifically, we focus on singing techniques. In the context of standard Western musical
notation, which is commonly employed in the representation of many popular vocal songs,
the musical score delineates variations in pitch and volume over time, collectively referred to
as score information. In the performance of the actual musical piece, expressive nuances are
achieved not only through the information provided in the musical score but also through
meticulous modulation of elements such as pitch, timbre, volume, and timing. Such a series
of practical methodologies are commonly referred to as singing techniques. It characterizes
singing voices as a component of expressions in vocal performances. In particular, many
professional singers in popular music use singing techniques to make a performance more
expressive, each in a different manner.

Although “singing techniques” is an ambiguous concept and difficult to define strictly its
range, in this thesis, we adopt the following definition.

Singing techniques are defined as a methodology for concretizing three aspects: 1) the
expressive intent of the singer, including their motivations and messages, 2) the singing
style, and 3) the intentions derived by the singer from the sheet music and lyrics. This
definition is based on the framework of vocal expression control in singing synthesis systems
by Umbert et al [1], displayed in Figure 1.1. By practicing singing techniques, singers
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Figure 1.1: Diagrams of generic framework blocks for expression control of singing voices. The
diagrams are based on the concept of music expression control system [1, 2]. To embody the
singing voice as a sound, 1) Song information (i.e., musical score and lyrics) and intention (e.g.,
global singing style (In the case of human singing, it is sometimes affected by the singer identity.),
emotion) is given as input. the intention is sometimes derived from song information. 2) These
inputs are analyzed and aligned with some performance knowledge (e.g., reference performance,
rules, etc.), then, expression control is internally determined. 3) Along with the expression control,
actual singing voices are embodied as a sound. The singing voice is sometimes used as feedback to
adjust the performance.

manifest these aspects as observable acoustic signals. This manifestation primarily occurs
through the control of voice characteristics (i.e., vocal tract resonance characteristics and
vocal fold source characteristics) and singing style in the singing voice.

Voice characteristics and singing style in singing voices are significant elements that char-
acterize the individuality and similarity of singers [4]. Therefore, singing technique analysis
as a refined control of both aspects can contribute to understanding the individuality and
diversity of singers. Furthermore, elucidating the characteristics of singing techniques and
their computational modeling has a wide range of potential applications, including singing
ability assessment [5, 6], vocal training support system [5, 7], singing voice conversion and
editing [6, 8, 9], retrieval system [5, 10], and singing voice synthesis [5, 11, 12, 13, 6].

Specifically, automation of singing technique analysis has the potential to accelerate the
aforementioned applications. Music information retrieval (MIR) [14, 15] is a research field
that aims at developing computational methodology such as algorithms, modeling, frame-
works, tools, etc. to process music-related data. As a primary achievement in MIR, the
novel applications such as automatic playlist generation in music streaming services [16],
singing voice synthesis [17, 18], user interfaces for music listening and discovery [19, 20],
etc. Such achievements have transformed various aspects of musical experiences, including
music listening, playing, and creation into more fascinating ones. MIR continues to evolve
and develop as a research field, expanding how people enjoy and explore music, as well
as enhancing the breadth of creative and expressive possibilities. Singing voice is also the
main target of MIR, since singing voice is an essential part of music [21]. The works on
processing of singers (e.g., singer identification [22, 23, 24, 25, 26], query-by-singer [27, 28]),
songs (e.g., singing transcription [29, 30], vocal melody extraction [31], lyric transcription
[32]), and impression of singing voices (i.e., singing skill evaluation [33, 34, 35], singing voice
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Figure 1.2: The overview of the thesis.

tagging [36, 37]), etc. have been explored and utilized for many applications. Therefore,
automation of singing techniques analysis may bring benefits to vocal-related applications
including analysis, pedagogy, discovery, creation, etc. on vocal music. However, due to the
absence of datasets that enable the processing nor a well-matured computational method-
ology, computational analysis of singing techniques is still less developed.

1.2 Aim of the thesis

In this thesis, we aim to establish a computational foundation of analysis and detection of
singing techniques for vocal songs within the scope of MIR. This foundation includes 1)
data with annotation and 2) computational methodology that can automate the annota-
tion process. It has the potential that leverage wide-ranging applications not only a good
understanding of singing techniques.

To this end, 1) we review a wide range of singing techniques to explore the target candi-
dates and analyze the actual sung performance, in terms of how much, which, and where the
singing techniques are used. 2) we develop the singing technique identification methods, in-
cluding two aspects; a) classification, the discrimination among different singing techniques
as a starting point of establishing the automation methodology, and b) detection, and lo-
calization of singing techniques from real-world sung performances (i.e., singing voices with
background music, that are released as pieces in commercial CD).

The overview of the thesis is shown in Figure 1.2.

1.3 Structure of the thesis

The thesis begins with a literature review. Subsequently, the methodology is divided into
two integral parts: the first delves into the data, encompassing a summarization of singing



techniques and an analysis of the occurrence and acoustic characteristics of singing tech-
niques, while the second is dedicated to computation, creation of a new dataset, and iden-
tification methods. The thesis culminates with a conclusion.

1.3.1 Chapter 2: Literature review

This chapter summarizes and reviews the background of the thesis. it starts with the
summarization of work that relates to the analysis of singing expressions. Since one of
the aims of the thesis is to establish automation methods given a singing voice, the MIR
methods that relate to singing voice and musical playing techniques are reviewed.

1.3.2 Part 1: Data exploration

Chapter 3: Exploration of Singing Techniques for Dataset Creation

This chapter describes the exploration of singing techniques, with the purpose of selecting
the target candidates. We make a summary of existing singing techniques by categorizing
them by many aspects of music and voice. Finally, we also discuss which singing techniques
can be in the scope and how to model in the computational way (i.e., the strategy of
annotation. ).

Chapter 4: Musicological Analysis of Singing Techniques with Correspondence to
Musical Score on Imitative Singing

This chapter describes the musicological fact-finding analysis of singing techniques, with
annotation for sung performances. The aim is a better understanding of the characteristics
of singing techniques in actual performances. In the analysis, we typically feed type and
time-region annotation to singing voices and analyze the relationship between singer iden-
tities and songs. Specifically, we focus on occurrence count and the relationship between
various musical components (e.g., melody pitch, pitch differences, vowel, phrase position,
etc.). The data target is AIST-SIDB, owned by AIST. This dataset consists of imitative
singing voices performed by professional singers emulating the styles of renowned J-POP
singers. These voices effectively capture the perceptible and reproducible characteristics of
the original singers. We aggregate the label counts and their co-occurrence of singer identity
and musical components. Furthermore, we investigated the relationship between acoustic
parameters of vibrato, which is the most well-studied technique with parameterization, and
singer identity and musical components. Such fact-finding analysis brings the overview of
how singing techniques are utilized in actual sung performances and it can serve as a clue for
the modeling of the identification. Additionally, this chapter also has a meaning that shows
the utility of adopting region-label annotation throughout the analysis and its findings.

1.3.3 Part 2: Computation

Chapter 5: Singing Technique Classification Considering Feature Extraction and
Imbalance-aware Learning

This chapter explores the computational models for singing technique classification, which
is one of the most fundamental subtasks of automatic analysis of singing techniques, using
VocalSet [38], a dataset that contains a capella singing sung in ten singing techniques. We



first start with the investigation of feature extraction, which is the most essential part of
singing technique classification. It includes the comparison of various input feature repre-
sentations both on hand-crafted features and convolutional neural network (CNN) based
features. Next, we develop a new model that addresses the further modified feature extrac-
tion based on deformable convolution [39] and imbalance-aware learning, another problem

in singing technique classification.

Chapter 6: Singing Technique Detection from Real-world Popular Music

This chapter presents the study of automatic detection of singing techniques on real-world
vocal song tracks. It starts with building a dataset named COSIAN, with annotation of
temporarily appearing singing techniques, that enables the model training and evaluation
of singing technique detection. It also provides the descriptive statistics of the built dataset,
to comprehend the characteristics of singing techniques that appear in real-world tracks.
We further develop nine-way automatic singing technique detection models, which take the
singing voice as input and estimate the type and temporal region of singing techniques.
Specifically, we explore deep learning models with various inductive biases that consider the
characteristics of the data, similar to Chapter 5.

1.3.4 Chapter 7: Conclusion

It is the final chapter of the thesis and summarises the contributions and future directions.

Ch. 2: Literature Review; +— Contribution
Nature of singing techniques, Case studies for analysis, Audio processing, and MIR studies Future
<+ contribution
.
s
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singing techniques and singing technique Eatimated
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Figure 1.3: The relationship between each chapter.

1.3.5 Relationship between each chapter

Figure 1.3 illustrates a diagram of the relationship of each chapter. Chapter 3 plays a pivotal
role in this thesis by establishing the annotation strategy for the datasets featured in Chapter
4 (AIST-SIDB) and Chapter 6 (COSIAN). In Chapter 4, valuable insights are provided into
how singers employ singing techniques in actual songs, shedding light on their tendencies
of occurrence. The chapter also offers key clues for the modeling process, including aspects

such as occurrence duration and count. In terms of the Computation part, Chapter 5



commences with the simplest setting (classification) and progressively explores the model.
Finally, the chapter provides the effectiveness of deep neural network (DNN) models with
characteristics-aware modeling. Such a key concept of the DNN with characteristics-aware
modeling is also applied to the detection model in Chapter 6. Additionally, there is a
potential for the model developed in Chapter 6 to augment data for fact-finding analysis,
similar to the analysis conducted in Chapter 4 in the future.



Chapter 2

Literature Review

This chapter reviews conventional related works that include acoustic analysis, dataset cre-
ation, and MIR methods (i.e., acoustic feature extraction, parameterization, classification,
detection, etc.) of singing techniques.

2.1 Singing Technique Analysis

Singing techniques have been paid attention to in many fields as a research target. In this
section, we first review the work that clarifies the characteristics of singing techniques.

2.1.1 Nature of singing techniques

Analyzing the acoustic patterns of singing techniques has been a long-standing research
topic. Thus, many works analyze the acoustic parameter of singing techniques, and their
relation with other attributes (e.g., emotion, goodness, style, etc.)

Acoustic parameter analysis

One of the most explored singing techniques is vibrato. Research on vibrato dates to the
1930s [40]. Later, computer-based methods allowed a more quantitative analysis of vibrato
parameters [41, 42]. In addition to vibrato, other singing techniques, such as rough vocal
effects such as growling, vocal fry, and distortion, etc. [43], portamento [44], voice registers
[45, 46], and extreme vocal effects [47], intonation [48, 49] has also been investigated. More
information on each case will be provided in Chapter 3, the research works raised above
focus on the acoustic parameters that are modeled based on the unique characteristics of
each technique. For instance, the pitch contour of vibrato displays a quasi-sinusoidal shape,
therefore, the analysis focuses on such characteristics by modeling its modulation amplitude
(i.e., depth or extent) and its modulation frequency (i.e., speed or rate) [41, 50, 42, 51, 44].

Singing techniques are also referred to as the leftover of the performance. Pollastri [52]
listed up four types of pitch deviation (i.e., spike, false spike, ascending/descending intervals,
and vibrato) as the considerations for singing voice processing. Ohishi et al. [53, 54]
used probabilistic generative models to decompose the pitch contour of sung performance
into note components, expressive components, and their residuals. Saitou et al.[55, 56]
investigated the naturalness of synthesized singing voice, and found that real singers produce



overshoot, preparation, and fine fluctuation, which are caused by the physical constraints
of the vocal folds.

Correspondence with reference melody

There exists research that analyzes singing techniques and singing styles within the context
of musical scores of melody. Nichols et al. [57] correlated lyric information with musical score
information, analyzing the relationship between linguistic features such as stress positions
and differences between vowels and consonants, and musical features such as position within
a measure and duration. Additionally, Arai et al. [48] focused on the "sense of groove' in
vocal performance, presenting distributions of timing discrepancies in the onset of vowel and
consonant pronunciation. Nakazato [58] examined intentional deviations from standard
pitches in J-POP, particularly focusing on vocal techniques such as growls and vibrato,
discussing their occurrences and types in relation to their positions on the musical score.

Relationships with humans’ perception

In addition to analyses of acoustic parameters, several works explored the relationships
between singing techniques and humans’ perception of music. Pfleiderer investigated the
relationship between perceived emotion by listener survey [59]. Dromey et al. investigated
the relationship between acoustic parameters and the emotional content of songs [60]. They
conclude that singing an emotional passage influences the acoustic parameters of vibrato
compared to neutral passages or just sustained vowels. Jieying et al. also analyzed vi-
brato variability in the emotional singing style [61]. They grouped the 24 emotions into
three groups (Neutral, Positive, and Negative), and investigated the relationship with seven
vibrato parameters and they showed that the delay time of vibrato onset and extent of
vibrato are important parameters of emotional contents of sung performances. Schubert
et al. summarized the research works about the emotional effects caused by the slide of
continuous pitch (portamento) [62] and claimed the importance of the emotional effect of
portamento based on several case studies (children’s song [63] and rock music [64]). Nakano
et al. investigated the reference melody-independent singing skill evaluation of the vocal
[51]. The research revealed that the presence of vibrato is a crucial aspect influencing the
perception of goodness in vocal performances.

2.1.2 Singing Technique Datasets

There are a handful of datasets that focus on the analysis of singing techniques. Table
2.1 shows the overview of the existing dataset that relates to singing techniques. The
Phonation Mode dataset consisted of four vocal modes (neutral, pressed, breathy, and flow)
of sustained sung vowels from four singers [65]. Although the dataset includes a wide range
of pitches, they are discrete and thus lack a melodic context. VocalSet [38] handles the
issue by having voices sung in contexts of scales, arpeggios, long tones, and excerpts. In
addition, it covers a broader range of singing techniques, such as vibrato, trill, vocal fry, and
inhaled singing. Because audio samples in the two datasets were newly recorded, they were
collected under controlled conditions. Therefore, their characteristics of singing techniques
might be different from those that appear in songs.



However, several datasets have been annotated for real-world vocal music. The KVT
dataset was originally built for vocal-related music-tagging tasks in K-POP music [37]. It
contains 70 vocal tags, of which six are related to the singing technique (whisper/quiet, vi-
brato, shouty, falsetto, speech-like, and non-breathy). The annotation was conducted using
crowdsourcing. The MVD dataset was built to analyze screams in heavy metal music and
has four different types of screams (high fry, mid fry, low fry, and layered) [66]. The regions
and types of screams in the audio files were manually annotated. Xu et al. collected 4000
classical vocal solo segments with 420 seconds from YouTube and annotated para-linguistic
information (i.e., chest resonance, head resonance, front placement, back placement, open
throat, roughness, good vibrato, and bad vibrato.) for each audio segment by annotator
who learned music and classical singing for upper than three years [67]. The work of singing
technique conversion conducted by Su et al. [68] provides the newly built dataset that con-
tains vocal performances in four singing techniques (i.e., chest, falsetto, whistle, and raspy).
Each song is sung in Mandarin and four singers (two male singers and two female singers)
were requested to sing the song by the instructed techniques. Wang et al. [69] focused on
phonation modes that temporarily appeared in a vocal performance unlike Proutskova et al.
[65]. Their PMD-Singing dataset contains singing voices annotated with three phonation
modes (i.e., modal, pressed, and breathy). The songs are picked up from NUS sung and
spoken lyrics corpus [70], which contains the pair data of spoken and sung recordings of
some English songs.

Similar to these studies, we are interested in versatile singing techniques in real-world
music and thus we chose commercial music to build the dataset.



066 ¢ U0110919p dpout uorjeuoyJ /s3uos [eorsse[d pue sguos remdod ysidug o o o o [69] Sutsuts-qNd

(soqnunur ¢¢) ¥ uo1s10AT00 anbrutyoey Sutduts / dod-osoury)) o o [89] nrr7-8ueyH-ng

000% L UOIROYISSR[D 9jnqLIjge SUIguls/dIsse|) o o [29] ALDAS

)G ¢ UO119919D UIRdING /eIl AAROT] o o o [99] 10se1R(@ QAN

ot T ) SurdSey ooroa Swisurg /JOJ-M d o d [Lg] 1esereq IAM

09¢c¢e 01 UOI1ROYISSB[O onbrurpo) 108ulg /snorres d 0 [8¢] 198TRO0A

€9), i% UOTIROYISSL[O OPOUT UOIIRUOYJ /OISSR[) o (9] sepojNuorRUOYy J
SSUIpI0o%91 Jo IoqUINU  SPUIY asodand /oauo8 oruoydouowr  duwrejsowriy  Suos [eax  orqnd 7 joseje(q

"UOIIPUO0D oY) soysijes Afrerpred soyeorpul [0 oy ur ,d, "senbruyde) SUISUIS 0} paje[dl S19SRIRD SUIPSIXS JO MIIAIDAO AT, :1'G 9[qR],

')

10



Raw waveform STFT Log magnitude spectrogram

0 1000 2000 3000 4000 5000 6000 7000

Figure 2.1: Raw audio waveform and STFT spectrogram.

2.2 Computational methodologies

The singing voice is treated as a musical audio signal in the computer. We review the
existing approach to singing/playing technique identification, and other tasks related to
singing/playing techniques.

2.2.1 Audio Modeling

The computational modeling of a musical audio signal begins with the audio representation.
The input signal is represented as the temporal sequence of a raw audio waveform. In the era
of deep learning, although there is some methodology that directly utilizes a raw waveform
as an input of the deep neural network (e.g., [71]), many studies both on traditional methods
and the deep learning-based method convert to human-engineered feature vectors including
spectrogram and hand-crafted feature.

2.2.2 Hand-crafted features

Hand-crafted feature stands for the engineered representation based on expert knowledge
of the target. Specifically, MFCCs are among the most popular hand-crafted features for
timbre, containing information regarding the spectral envelopes. MFCCs are used in many
singing voice-related MIR tasks such as singer identification [72], sung language identifica-
tion [73], and gender identification of the singer [74]. MFCCs have also been used in com-
bination with other acoustic features to classify singing-technique-related aspects. Stoller
et al. [75] investigated a variety of acoustic features in relation to a 4-class phonation mode
(i.e., normal, breathy, pressed, flow) classification performance. The authors indicated that
the combination of 80-dimensional MFCCs, cepstral peak prominence, and temporal flat-
ness is the best feature set for phonation mode classification with an accuracy of 78%. In
addition, Kroher et al. [25] combined 13-dimensional MFCCs with vibrato features and
statistics (e.g., the register of the singer and number of occurrences of various singing ex-
pressions) as features for singer identification. As a result, the performance reached 83.1%,
which was 23.1% higher than that of MFCCs alone. Recent studies in the area of instrument
playing technique identification have explored representations other than MFCCs to exploit
more detailed time-frequency information. There are many studies on instrument playing
technique identification that use representations other than MFCCs, namely, a guitar play-
ing technique using sparse coding [76], Hartley transform [77], a violin playing technique
[78], piano sustain pedal detection using Mel-spectrograms [79], playing technique classifi-
cation of Chinese bamboo flutes using a wavelet scattering transform [80, 81], and guqin
techniques using a constant-Q transform, pitch salience, and pitch contour [82]. Finally,
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Figure 2.2: The process of convolutional neural network.

Lostanlen et al. [83] used a wavelet scattering transform to classify instrumental play-
ing techniques of multiple instruments simultaneously. Using these representations, which
are rich in time-frequency information for singing technique identification seems promising
because they capture the time-frequency details better than MFCCs.

2.2.3 DNN-based modeling

There has been a rapid emergence of audio modeling incorporating deep neural networks.
Notably, Convolutional Neural Networks (CNNs), which have demonstrated success in image
processing [84], are extensively employed for the extraction of audio features [85]. The
prevailing approach involves utilizing a log magnitude spectrogram, referred to simply as a
spectrogram, as the input. A spectrogram is a temporal-frequency representation obtained
through the Short-Time Fourier Transform (STFT). This representation is two-dimensional,
where the x-axis corresponds to time, and the y-axis signifies frequency. Each time step
encompasses both the phase and magnitude of a specific frequency within each frequency
bin. Frequently, the phase information is disregarded, and only the magnitude is utilized for
identification purposes. The spectrogram depicted on the right side of Figure 2.1 illustrates
this concept. The spectrogram offers the advantage of providing clear visibility of time-
varying energy at each frequency band. Specifically, log-mel spectrograms are the most
successful spectrogram for many audio models [85]. To generate a log-mel spectrogram,
the process involves applying a Mel-filter bank, which consists of triangular filters evenly
distributed along a log-scale frequency, to the spectrogram.

Such spectrograms are used as an input of CNNs similar to images. Figure 2.2 shows
a brief illustration of the process of CNN for audio identification. The operation of CNN
mainly consists of convolution and pooling. Convolution is based on the sum-product op-
eration between the input feature and a tiny matrix called "kernel'. In the convolution
stage, cropped regions smaller than the input features and applying convolutional opera-
tions to kernels with the same size as those regions are employed. This region, also known
as the receptive field (corresponding to the receptive field in biological visual processing),
is a critical operation for obtaining local features of interest. Pooling is the operation that
down-samples the output feature of convolution by aggregating the local regions. It is
important to acquire the invariance to time shifts and frequency transpositions.

There is also a work that investigates the effectiveness of CNN for musical playing tech-
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niques. Abefler et al. [86] investigated the efficiency of CNN-based feature extraction for
pitch contour classification. The results of solving four different tasks show that a CNN
with a simple structure can achieve the same discriminative performance as hand-crafted
features.

Our exploration encompasses determining which audio modeling is well-suited for singing
techniques. There is ample room for investigation into the modeling itself and its potential
modifications.

2.2.4 Singing/Playing Technique Identification on MIR research

Since singing/playing techniques are a long-run research field in MIR, studies have been con-
ducted on the automatic identification of singing techniques beyond computational analysis.
In this subsection, we focus on conventional work on singing technique identification. For
playing technique identification in musical instruments, previous work [87] summarized the
conventional works '. There are two scenarios for identifying singing techniques. One is
classifying sung vocal audio into singing techniques. Several studies have conducted singing
technique classification on VocalSet [88] and phonation modes [89, 75]. These works iden-
tify singing techniques but do not provide time-related information, such as start time and
duration. The other method is to detect the singing technique in time. Miryala et al. [90]
identified the singing expressions of raga, classical music in India. They created 35 record-
ings in eight ragas sung by six singers and showed a classification accuracy of 84.7% using a
rule-based classifier. Yang et al. [44] proposed AVA, an interface for analyzing vibrato and
portamento based on the filter diagonalization method (FDM) and hidden Markov model
(HMM), respectively. They also provided a case study of the analysis of vibrato and porta-
mento in the Beijing opera. Ikemiya et al. [9] provided rule-based parameterization of four
singing expressions (vibrato, kobushi, gliss-up, gliss-down), extracted them from recorded
vocal tracks to transfer to other vocal tracks, and demonstrated them on two sung excerpts.
Kalbag et al. [66] provided scream detection for heavy metal music. They also built the
MVD dataset and demonstrated classification, including non-scream singing and non-vocal
music. Since singing techniques appear locally on sung vocals, we adapted these temporal
detection strategies for identification.

2.2.5 Other computational methods related to singing techniques

The components of performed singing are entangled in actual observed performance. There-
fore, several works utilize the technique-related feature for another task.

Revealing the contextual influence of musical score information on vocal expression is
applicable not only to vocal synthesis utilizing contextual information but also has been
a subject of research in the context of vocal synthesis. Studies explicitly considering the
relationship between musical score information and vocal techniques in the context of vocal
synthesis include the following. Yamada et al. proposed a vocal synthesis using a Hid-
den Markov Model (HMM) that considers vibrato and context (such as position within a
measure) explicitly [91]. Additionally, Bonada et al. proposed a model for estimating pa-
rameters such as vibrato and pitch transitions from note sequences [92], while Hono et al.

lits supplementary material summarizes the conventional works of playing technique identification. https:
//ieeexplore.ieee.org/ielx7/6570655/9657755/9729446/suppl-3156785. pdf Parnumber=9729446
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modeled vibrato parameters and explicit time deviations from the musical score in vocal
synthesis [93, 18].

As for the works that utilize technique information for another task, Nishikimi et al.
[94, 95] provides vocal transcription based on Bayesian probabilistic models. Since the
actual pitches of vocals are highly fluctuated, they consider the pitch deviation in their
model. Nwe et al. [96] and Kroher et al. [25] conducted singer-identification with features
of vibrato (i.e., extent and rate) Panda et al. [97] provide music emotion recognition using
technique-related features related to glissando and vibrato.

TENT [98] is the method of guitar note transcription via playing technique detection as
an auxiliary task. Although it is not for singing voice, one of the important conventional
papers, showed that identification of playing techniques is beneficial for transcription tasks,
explicitly. Such joint modeling of techniques and note transcription is becoming an effective
way [99, 100, 101, 102].
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Chapter 3

Exploration of Singing Techniques
for Dataset Creation

In this chapter, we discuss what should be targeted techniques, how to model computation-
ally, and how to annotate techniques. Such exploration and discussion are essential for the
problem definition and creation of datasets.

This chapter includes the following published work.

e Yuya Yamamoto, Establishing foundations for automatic singing technique detection
(HAFEXR A bV IHIET 7 = 7 O HEIRIENZ AT 7B R OREEE)  Master thesis,
University of Tsukuba. 2021 (in Japanese) [103]

3.1 Category of singing techniques

We summarize the category of singing techniques by which components fluctuate.

3.2 Pitch techniques

3.2.1 Vocal oscillation

Vocal oscillation [104] is a category of singing technique that modulates the pitch and volume
of vocalizations. Broadly classified, vocal oscillation includes vibrato, trill, and tremolo.

Vibrato

Among vocal oscillation techniques, one of the most extensively studied and widely prac-
ticed is the singing technique known as vibrato. Vibrato involves finely modulating sustained
tones during vocalization. Applying a short-time Fourier transform to the audio waveform
of vocal performances exhibiting vibrato and converting it into a time-frequency representa-
tion (hereafter referred to as a spectrogram) reveals modulation in the frequency direction
corresponding to pitch. While vibrato is conceptually associated with pitch modulation, in
reality, it induces concurrent oscillations in timbre and volume, contributing to the pleasant
resonance and richness in the vocal sound.

In the perceptual evaluation of vocal impressions, the presence or absence of vibrato
significantly influences descriptors such as “lively,” “lustrous”, and “resonant”. Controlling
parameters for vibrato include speed (rate) and depth (extent), representing the frequency
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Figure 3.1: The sketch of vocal oscillation techniques. The vertical axis represents pitch, and the
horizontal axis represents time. The gray squares indicate the target musical note, while the red
line represents the actual pitch contour when each singing technique is employed.

modulation rate and modulation amplitude of the vibrato, respectively [105]. Literature
suggests that an ideal vibrato should consist of six cycles per second [106], although there is
a lack of quantitative definition regarding the characteristics of vibrato [107]. Particularly
in popular singing, vibrato is employed with various speeds and depths, as indicated by
research findings [108].

Trill and Trillo

Trill and trillo are distinctive examples of vocal oscillation [104]. Trill, similar to vibrato,
involves oscillating pitch, but the frequency modulation in trill is limited to occurring be-
tween two notes belonging to the same musical scale. Trillo, on the other hand, is a singing
technique reminiscent of the tremolo technique in string instrument performance, applying
fluctuations in amplitude. The key distinction between vibrato and trillo lies in the for-
mer involving frequency modulation (FM), while the latter involves amplitude modulation
(AM).

The vocal rendition of the aforementioned vocal oscillation techniques is illustrated in
Figure 3.1.

3.2.2 Portamento Techniques

Portamento [109] is a deliberate musical expression involving intentional deviation in pitch
transitions by continuous pitch evolution. In the classification of portamento in singing,
there exist three main types: ascending one, descending one, and hiccup. While various
terms may be used for the first two, in this context, we will use “scooping” and “drop”.

Scooping is a portamento technique that raises the pitch. It involves singing a lower pitch
than the target pitch during the attack phase, gradually approaching the intended pitch.

Drop is a singing technique where the pitch is continuously lowered from the target pitch.

Hiccup, also known as a sob, is a singing technique where the sound is abruptly squeezed or
tightened during the attack or release of a note. Artists such as Michael Jackson and Buddy
Holly have utilized this technique in their performances [110]. Hiccup can be observed as
a momentary upward pitch jump when sung, and commercial karaoke systems often utilize
pitch deviation values for assessment based on these characteristics [111].
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3.2.3 Pitch Bend Techniques

Pitch bend is a distinct musical expression from portamento, involving continuous deviation
in pitch both upward and downward from the target pitch. While portamento primarily
occurs at the endpoints of notes, pitch bend occurs mainly within the notes.

Melisma is a singing technique where multiple notes are assigned to a single syllable,
rapidly transitioning between them [112]. This technique is commonly found in Rhythm
and Blues singing, particularly in phrases where notes are held [113, 114].

In Japanese singing, similar techniques to melisma include the “kobushi” in enka, the
“furi” and “atari” in nagauta [115], and the “guin” in Amami folk songs [116]. These
techniques exhibit U-shaped pitch deviations.

The “kobushi” technique is also used in the evaluation of singing techniques in commercial
karaoke systems, the so-called “kobushi in karaoke” commonly referring to the version used
in these systems [111]. Renowned singers such as Ken Hirai and Keisuke Kuwata frequently
employ this technique [117].

Figure 3.2 illustrates the pitch deviation characteristics of singing techniques belonging
to the portamento and pitch bend categories.

"

Scooping Drop Bend
(ascending pitch evolution) (descending pitch evolution) (Upper, inverse U-shaped)
/‘ '
/ i
Melisma Hiccup Bend

(Lower, U-shaped)

Figure 3.2: Singing techniques in the portamento and pitch bend categories. The vertical axis
represents pitch, and the horizontal axis represents time. The gray squares indicate the target
pitch, while the red line represents the actual pitch when the singing technique is employed.

3.2.4 Pitch dynamic characteristics

There are several pitch dynamic characteristics that affect the perception of singing voices;
overshoot, preparation, and fine-fluctuation [55]. Overshoot is the instantaneous upswing
of pitch value after the target musical note transition [118, 119]. Preparation is deflection in
the opposite direction of the next target note, which occurs before the note transition [55].
Both of them affect the perception of singing voices, especially in terms of naturalness and
goodness. Saitou et al. found that overshoot and preparation appear in vocal performances
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by professional singers [55] and indicated that even in amateur singers, overshoot and prepa-
ration can be observed after vocal lessons from professional singers [56]. Fine-fluctuation is
an irregular fluctuation of both frequency and amplitude and also affects the naturalness
of singing voices. Akagi and Kitakaze reported that fine-fluctuations in sung performances
have up to 20 Hz of modulation frequency and 20 to 100 cent (i.e., one-fifth- and half-tone
musical scales, respectively.) of modulation amplitude [120].

3.3 Timbre techniques

3.3.1 Vocal register

According to [121], The definition of the vocal register is as follows: A vocal register is totally
a laryngeal event; it consists of a series or range of consecutive voice frequencies which can
be produced with nearly identical phonatory quality. The definition is now generally accepted.

Registers are categorized as fry, modal, falsetto, and whistle, based on the pitch range.
Particularly, between modal and falsetto, there exists a transition point known as the pas-
sagio.

In both male and female voices, the passaggio is typically observed in the pitch range
of C4 to E4 (261.6 to 329.6 Hz) [122]. When singing crosses the passaggio, a sudden
change in fundamental frequency (pitch jump) occurs, leading to a perceptibly unstable
vocal performance.

In Japanese popular music, especially in male voices, songs that include pitches around the
mixed voice have become more prevalent [45], resulting in frequent observations of falsetto.
Additionally, trained singers can produce voice in an additional register between modal and
falsetto, called mixed register [46]. The mixed register is often called “mix-voice” in the
Japanese singer community, and is mentioned as an important singing technique when the
melody to sing is high [123].

Furthermore, the singing technique known as “edge voice” involves incorporating fry
quality into the singing. Edge voice is commonly observed in English singing, particularly
in phrases starting with low, short vowels [124].

Within ethnic music, one encounters various singing techniques. Examples include yo-
deling, characterized by swift transitions between modal and falsetto [125], Khoomei, a
Mongolian throat singing style [126], and specific techniques observed in nagauta music
[115].

3.3.2 Phonation modes

Sundberg et al. [127] classified vocal phonation modes based on subglottal pressure and
glottal airflow, using these two axes. They categorized four types of phonation: neutral,
breathy (involving exhalation), pressed (indicating the so-called pressed voice or constriction
of the vocal folds), and flow, depending on the strength of subglottal pressure and airflow.

Since phonation modes characterize singing voices, there are several research works.
Proutskova et al. [65] subsequently created a dataset incorporating recordings of these
four types of phonation modes. Furthermore, Wang et al. [128] created a dataset whose au-
dio recordings are annotated with the temporal state of phonation mode, both for speaking
voice and singing voice.
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3.3.3 Extreme effects

As extreme singing techniques, there are singing methods that distort the vocal tone through
growling, such as the enka-style “unari”, gospel shouts, and death voices [47, 66] used in
extreme metal genres like death metal. These techniques involve producing a harsh and
growling sound. Some studies showed that such rough effects of singing techniques have
several variations [129] distinguished by gestures in supraglottic structure (i.e., Distortion,
Growl, Grunt, and Rattle). Collectively known as growling, these techniques are charac-
terized by their extreme vocalization, altering the timbre of the voice. Growling, or death
voice, is particularly prominent in genres like death metal. During growling, not only the
vocal folds but also other organs vibrate, resulting in a spectrum distribution distinct from

regular vocalization [43, 130].

3.4 Madiation with technology

In the realm of commercial music, the vocal component is frequently subjected to tech-
nological processing. One primary avenue of mediation involves the application of digital
effects, encompassing equalization (EQ), compression, reverb, delay, echo, distortion, and
pitch auto-tuning, among others [131]. Additionally, a prevalent technique in the construc-
tion of arranged vocal segments within commercial vocal compositions is the incorporation
of supplementary backing vocal elements [132]. This technique involves the superimposition
of identical recordings as the lead vocal part and distinct vocal segments. The overarching
objective of employing such technological mediation is to enhance the richness of the vocal
rendition within the musical composition.

3.5 Other Singing Techniques

Furthermore, numerous perspectives can be considered in the context of singing techniques.
Other singing techniques include variations in articulation, such as staccato and accent,
which modify the articulation of sounds [111]. Additionally, vocal warm-up techniques,
such as lip trills involving vibrating the lips while singing [38], and tongue trills, where the
“r” consonant is pronounced with a rolled tongue, can emerge as distinctive singing styles.
Other techniques also involve singing conversationally (referred to as “speak-singing” in
musical theatre [133], “sprechgesang” in expressionist music [134], etc.), similar to rap [135],
or singing while inhaling [136]. Furthermore, there are techniques that intentionally alter
the pronunciation of phonemes throughout a song or instantaneously [137, 138], shift the
timing of vocalization away from the target timing [119, 139], exhale at the end of phrases,
ete.

Beyond these, numerous singing techniques related to the singer’s style likely exist without
specific names assigned to them.
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3.6 What should be treated in the thesis?

3.6.1 The scope of singing techniques

In the previous sections, we enumerated and categorized singing techniques that could be the
target of analysis. We treat them as the vocabulary of tags for annotating the data that is
used for the following chapters. Naturally, not all of the aforementioned singing techniques
will appear in the collected data. While we do not specifically address such techniques as
the focus of this thesis, we emphasize that it does not mean they are meaningless to pay

attention to as a research topic.

3.6.2 Annotation strategy

We mainly adopt the region labels (i.e., types and time boundaries). There are various
alternatives for the format of how to represent the singing techniques, including a single
global tag label, musical-note-wise labels, numeric parameters, text descriptions, etc. First,
most singing techniques that ornament the vocal performance are local phenomena rather
than global ones. Therefore, the temporal region is better to represent them than the global
tag. Note-wise labels, which encode the information of what techniques are applied to each
note (e.g., tag label attached to notes [117, 140, 82, 141, 142] or note-encoded parameters
[143, 144]) are useful, especially for the analysis that involves the melodic aspects of the
song when the musical score is also available. However, its localizability is inferior to the
temporal region labels since the singing techniques may not always span the entire duration
of a note. Additionally, if note information is not supplied for the dataset, the additional
annotation, which also needs musical expertise and laborious efforts, is necessary. Another
choice of representation is numeric parameters such as vibrato parameters [40], pitch curve
fitting [145, 146, 147, 148, 8, 53], intra-note state [149, 150, 151], acoustic parameters
[152, 153, 154], topic (i.e., discrete acoustic characteristics) [155], etc. It is useful to describe
the state of performance precisely yet sometimes difficult to interpret for non-technological
people. Text description is superior to describing a subtle nuanced and detailed state of
singing voice performance. In the fairly recent past, natural language-based MIR such as
music captioning (i.e., generating caption of input musical audio) [156, 157, 158] and music
Q&A (i.e., generating answer text of input musical audio and text query) [159, 160] has
emerged. However, the research between text-domain and music-domain is still in early-
stage and there is no established framework to apply to singing voice expression. Therefore,
text description-based processing is out of our focus.

The main advantages of the temporal region labels are faithfully representing the phe-
nomenon, intuitiveness, and no reliance on external information (i.e., notes, lyrics, etc.). In
fact, several conventional works on musical playing techniques in real-world performance
(e.g., [87, 161, 98] ) adopt temporal region labels to represent the appearance of the tech-
niques. Therefore, our annotation of singing techniques utilizes temporal region labels.
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Chapter 4

Musicological Analysis of Singing
Techniques with Correspondence
to Musical Score on Imitative
Singing

In this chapter, we conduct three analyses on the vocal performances in J-POP (Japanese
popular music produced and popularized in Japan) as a subgenre of popular music. We
conduct three analyses; 1) occurrence frequency, 2) vibrato parameter, and 3) occurence
position.

This chapter includes the following published work.

e Yuya Yamamoto, Tomoyasu Nakano, Masataka Goto, Hiroko Terasawa. Singing tech-

nique analysis with correspondence to musical score on imitative singing of popular
music. (HAFEZA ML RE 27 —FZROBMHIEBICB T 2T 7 =y 70k
LEEEIEH & DX BATF)  IPSJ Journal Vol. 64, No.10 (in Japanese) [162]

4.1 Introduction

As the introduction of the thesis described, the fact-finding analysis of singing techniques
that appeared in sung performances is important for the clarification of the characteristics
of singer identities and the diversity of singing voices. Certain singing techniques such as
vibrato have been subject to feature analysis (e.g., [127, 40, 41, 50]), parameterization stud-
ies, and research on their applications (e.g., [55, 33, 163, 8, 146, 164]) ). In contrast, this
paper aims to extensively investigate singing techniques employed in popular music. The
objective is to increase the number of analyzed techniques, focusing on those encompassed
within available vocal databases. Moreover, the analytical approach goes beyond conven-
tional parameterization of acoustics features by associating these techniques with musical
score information. This expanded analysis aims to discern where these techniques occur and
how frequently they are utilized, facilitating a nuanced understanding of contextual trends
in singing techniques. The insights gained from this analysis may also help the application
of vocal information processing systems.

Specifically, the analyses focus on vocal performances within the genre of J-POP (popular
music produced and popularized in Japan). The analyses include the following;
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» Occerence of singing technique frequency and types We aggregated the usage of
singing techniques in each song to understand to what extent various singing techniques
are employed. We also examined the prevalent trends in singing technique usage among
different artists.

e Occurrence locations of singing techniques using musical score information
We analyzed the co-occurrence of singing techniques and music notation informa-
tion (pitch, pitch range, note duration, vowel phonemes, and relative position within
phrases) based on transcribed pitch sequences from vocal performances. This allowed
us to explore the relationship between singing techniques and musical notation.

e Analysis of vibrato parameters by singers and their relationship with oc-
currence locations Focusing on vibrato, a commonly used and important singing
technique in popular music, we conducted a parameter analysis for each singer. Addi-
tionally, we performed a correlation analysis to examine the relationship between the
use of vibrato and the musical context.

To reflect the characteristics of J-POP, we used imitation vocals performed by professional
singers who mimic the vocal styles of well-known commercial music artists for academic
purposes. Commercial music typically involves accompanied vocal performances, and even
after source separation, residual noise from vocal effects and overlapping backup chorus
parts can make it challenging to analyze acoustic features. Therefore, we did not directly
analyze commercial music.

Using imitation vocals by professional singers offers the advantage of potentially reflecting
the characteristics of vocal styles employed by commercial music professionals. It also
provides an opportunity to explore how a singer’s individuality may be perceived in relation
to singing techniques and how different artists can generate it.

Such an approach utilizing imitation vocals is a valuable endeavor for understanding
human vocal perception and generation, particularly in the context of studying vocal char-
acteristics.

4.2 Data preparation

In this section, we describe the dataset that consists of imitation voice and singing techniques
that are annotated for the data.

4.2.1 Singing voices

We use singing voices that are sung in Japanese from the AIST Singing Imitation Database
(AIST-SIDB). AIST-SIDB is a private dataset that is built by National Institute of Ad-
vanced Industrial Science and Technology (AIST), and its imitative singing voices were
recorded for academic purposes. The selection of singers of AIST-SIDB was made to ensure
their expertise and singing styles matched the target songs.

The research aims are to analyze observable singing techniques in J-POP. Therefore, we
used AIST-SIDB, even though it consists of imitation vocals, under the assumption that the
voices of professionally active singers would likely reflect the characteristics of vocal styles
used by commercial music professionals.
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Table 4.1: List of singers for AIST-SIDB. The (-1) following F02 for YUKI’s motto indicates the
key control for a semitone lower. M and F indicate male and female, respectively. The abbreviation
IS indicates imitation singer.

Target singer Song name Gender 1IS1 1S 2
Koji Tamaki (R#&i5_) Deai (Hi3EWY) M MO03 MO04
Kazumasa Oda (/NHFIIE) Kirakira (¥ 7 % 7) M MO02 MO6
GACKT Arittake no ai de (H D o721} DET) M MO1 MO05
Keisuke Kuwata (ZMHEH) Katte ni sinbad (BFFIZ> > RNy 1) M MO06 MOo7
Yusuke Chiba (F320 2 7) Kanariya naku sora (7Y ¥#g < 2¢) M MO05 MoO1
Takanori Nishikawa (P8)I1E#) Heat Capacity M MO05 MO1
hyde Lies and Truth M MO03 M04
Ken Hirai ((FHEX) Hitomi wo tojite (BE%EA L T) M Mo1 MO05
Masaharu Fukuyama (f&ILAER) Sakurazaka (#3) M MO04 MO03
Noriyuki Makihara (K42 ) Momo (#) M Mo04 MO03
Naotaro Moriyama (£fILEAH) Sakura (< & (HE) ) M MO02 MO6
Masayoshi Yamazaki (IR ¥ X kL) Mikansei (RFEK) M MO06 MO7
aiko Boyfriend(h—4 7 L~ F) F Fo1 F06
Ayaka (1) Mikaduki (= HH) F FO5  FO02
Hikaru Utada (FZHE A1) Can You Keep A Secret? F F03 F04
Chihiro Onitsuka (BH5 5) Gekko (A}) F F04 F07
Kumi Koda (FEHZER) Yume no uta (80 5 7z) F F06 F01
Yuki Koyanagi (/Mii ) Aijou (M) F FO4 FO7
chara Taisetsu wo kizukumono (KY]Z £3< $D) F F02 F05
Ayumi Hamasaki (JRIR D1 A) seasons F F06 Fo1
Yo Hitoto (—&%) Hanamizuki (N7 I X %) F F05 F02
Ayaka Hirahara (FJRES) Ashita (BHH) F F03 Fo4
Aya Matsuura (FAJHHEIT) Momoiro kataomoi ( © Bkt B ©) F F01 F06
YUKI motto F F02(-1) FO05

The subjects for imitation were 24 singers, as shown in Table 4.1 As depicted, two different
professional singers imitated each singer (song), resulting in a total of 48 vocal performances.
The key of each song was adjusted to match the singer’s vocal range, and only the first verse
was recorded as a capella. For the sake of convenience, in the following text, we will refer to
the songs under study as “original songs”, the professional singers who originally performed
them as “original singers”, and the singers who recorded the imitated vocals for AIST-
SIDB as “imitation singers.” In cases where it is necessary to distinguish between the two
imitation singers, we will use “imitation singer 1” in the text and “singer name No.” in
figures (e.g., aiko 01).

The imitation singers in AIST-SIDB consist of 14 professionals (7 males and 7 females)
whose native language is Japanese. One of them recorded two or four songs, with the selec-
tion made to match the imitation singers’ expertise with the target songs. The recordings
were made using a NEUMANN US87 Ai microphone, AMEK System 9098 Dual Mic Ampli-
fier for the head amp, and TUBE-TECH CL 1B for compression. The microphone-to-singer
distance was maintained at a minimum of 60 mm (measured from the pop filter to the
microphone), and the recordings were done in a studio optimized for recording.

4.2.2 Musical Score

In order to analyze the relationship between singing techniques and the melody, we focused
on musical elements such as pitch, pitch range, note duration, vowel phonemes,
and position within phrases. To achieve this, we made note annotations of the melody
by a professional musician. The transcription process includes making the musical score
information of the melody, such as pitch, onset time, and note duration, as well as the
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lyrics, into the MusicXML format.

Subsequently, among the musical elements, pitch, pitch range, and note duration were
obtained from the musical score information, while vowel phonemes were derived from the
lyrics. In addition, we defined a musical phrase as a segment of the musical score that
corresponds to a unit of vocal performance, divided by sections where rests longer than
16th notes occurred.

The transcription was synchronized with the tempo variations of the music, especially
when dealing with songs that involve live accompaniment where the tempo may fluctuate
or intentionally deviate from a metronome click during recording. The transcription was
carried out in the original key without transposition. Additionally, when dealing with
features like shuffle beats, which were not converted into eighth or sixteenth notes but were
represented as continuous notes, we refrained from transcribing pitch changes resulting from
singing techniques, style, or idiosyncrasies. However, if removing such notes would lead to
the melody sounding like a different song or when these notes were evidently integral to the
melodic structure, they were included in the transcription.

4.2.3 Annotation of singing techniques

The singing techniques under analysis were initially selected through an extensive review
of existing singing literature conducted in the previous chapter, with the aim of covering as
many singing techniques commonly used in popular music as possible. This review resulted
in the identification of distinct techniques, classified into three categories: those based on
pitch control (e.g., vibrato), those based on timbre and voice quality control (e.g., whisper
voice), and others (e.g., shout).

Subsequently, these techniques were used to label the aforementioned vocal data (details
to be described later). For this paper, we focused on the 13 singing techniques that were
observed within the dataset.

The practical examples and definitions of the selected singing techniques, determined as
described, are provided in Figure 4.1 and Table 4.1, respectively. !

As a result of the literature review, ten of these techniques were found to be referred to
by different names. In Table 4.3, the confirmed names for these techniques are presented
in the fourth column. Henceforth, the first column name is used to uniquely refer to each
technique.

The annotations of singing techniques were made by the author Yuya Yamamoto (who has
experience as a vocalist in a band for nine years, and a chorus singer for six years). Sonic
Visualiser [165] was utilized for the annotation task, and the annotation was performed
while visualizing the spectrogram of the vocal performance and its peaks (corresponding to
F0 information). An example of these labels is illustrated in Figure 4.1.

11t should be noted that the inclusion of “melisma” as a singing technique is due to instances in the literature
[112], although melisma may be considered as an embellishment or the allocation of notes as phrases and may, in
some cases, be distinct from the concept of “singing techniques” (not explicitly represented in the musical score).
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Vibrato

| 1 1l | i
Vocal fry Falsetto Whisper Breathy Tongue trill Shout Spoken

Figure 4.1: Spectrograms of singing techniques. Annotated regions are surrounded by red bounding
boxes.
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M : Vibrato ¥ : Bend B : Drop M : Hiccup === : Pitch height of Notes

A

Frequency

Time

Figure 4.2: The example of annotation (time stamps and types).

Table 4.3: The occurrence frequency of each technique. The total duration of vocal parts, which
is calculated by the note information, is 3167.44 seconds.

Techniques ~ Number of labels  Total duration [s] Average duration [s]

Vibrato 717 448.57 0.63
Scooping 528 118.40 0.24
Bend 144 33.14 0.23
Drop 140 31.25 0.23
Hiccup 126 20.35 0.16
Melisma 38 16.36 0.44
Whisper 11 54.5 4.95
Falsetto 86 96.16 1.14
Breathy 52 41.57 1.03
Vocal fry 82 21.73 0.28
Tongue trill 1 0.36 0.23
Shout 2 1.16 0.39
Spoken 4 13.71 1.98

4.3 Analyses

By aggregating the occurrence frequency of each singing technique for each imitation singer,
it is possible to treat these techniques as an occurrence distribution. This allows for the ex-
amination of the global vocal characteristics of singers roughly. Furthermore, as in previous
studies, calculating the acoustic parameters of singing techniques enables a more detailed
analysis of individual characteristics.

Finally, by associating the frequency and parameters with musical notation, it becomes
feasible to analyze the influence of context on singing techniques.
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4.3.1 Analysis 1: Occurrence

The frequency and average duration of each singing technique label across all 48 perfor-
mances are presented in Table 4.3. Additionally, the distribution of the duration of each
singing technique is shown in Figure 4.3. These characteristics provide insights into the du-
ration of singing techniques in J-POP. It is observed that the majority of singing technique
labels have durations concentrated between 0.1 second and 1 second. However, techniques
based on timbre control, such as ‘whisper’ and ‘breathy’ or ‘spoken’, may have longer du-
rations, exceeding 1 second. These techniques with longer durations might be selected
intentionally or unintentionally, influenced by factors like the singer’s individual vocal char-
acteristics, vocal range, and the characteristics of the song itself. Regarding ‘falsetto’, the
duration distribution is wider, as it may be used for localized leaps within the melody or
continuously throughout a phrase.

On the other hand, for the analysis of imitation singers’ characteristics, the frequency
distribution of singing techniques across all 48 performances is presented in Figure 4.5,
while the cosine similarity between frequency distributions is shown in Figure 4.4. From
Figure 4.4, it is apparent that many pairs of imitation singer 1 and imitation singer 2 exhibit
high similarity, with 54.17% (13/24) having a similarity of 0.9 or above, 75% (18/24) having
a similarity of 0.8 or above, and 91.7% (22/24) having a similarity of 0.7 or above. The
lowest similarity above 0.7 was observed for the original singer Takanori Nishikawa with
a similarity of 0.71, while the lowest similarity above 0.7 was found for the original singer
Kazumasa Oda with a similarity of 0.5. Figure 4.4 illustrates that differences exist in
‘vocal fry’ for the former case and in ‘breathy’, ‘spoken’, and ‘vibrato’ for the latter. The
average similarity in frequency distribution between performances that imitate different
original singers is 0.70, while the average similarity between performances imitating the
same original singer is 0.83. Therefore, it can be stated that in terms of cosine similarity,
reflecting broad trends in normalized absolute counts, the frequency distributions between
performances imitating the same original singer tend to be relatively more similar in the
current dataset.

Furthermore, we observed that even for original singers who are similar in vocal style, the
cosine similarity between their frequency distributions tends to be high. For example, both
Hirai Ken and Yo Hitoto consistently yielded cosine similarities exceeding 0.9 between any
pair of imitation singers. These two artists are known to have vocal similarities achieved
through pitch shifts of 2 or +3 semitones, and this has been partially verified from an
acoustic feature perspective as well [155]. However, these results have not yet excluded the
influence of song-specific elements, and further validation will be necessary by increasing
the number of songs associated with each original singer.

4.3.2 Analysis 2: Acoustic parameters

In this section, we focus on vibrato, the most frequently occurring singing technique as shown
in Table 4.3, and report the results of the analysis of its parameters, specifically depth and
rate. We place particular emphasis on pitch modulation and analyze it by estimating the
fundamental frequency (F0). For FO estimation, we employ CREPE [1] and transform the
obtained values (fu,) into a logarithmic scale unit, cent (feent), for analysis. In the equal
temperament of Western music, each semitone corresponds to 100 cents. Assuming the cent
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Figure 4.3: The distribution of duration of each singing technique. The vertical axis is seconds in
log scale. The number in the black bonding box indicates the median value of the duration length

of each corresponding technique.

value for the frequency of C4 (f. = 440 x 2151 = 261.62 Hz) as 4800 cents, the calculation

is as follows.

feent = 1200 10g, (f;l) 14800 (4.1)

C

We set 10 ms for the temporal resolution of FO sequence.

Vibrato parameter

We calculate the vibrato parameters (i.e., extent and rate), based on Nakano’s method
[166].

_ 3 E L _1 3 R 4.2
extemt—ﬁ-nzzj1 s ﬁ—ﬁ-; n (4.2)

The average extent and rate of vibrato for all 48 performances were 181.3 cents and 6.53
Hz, respectively. Furthermore, the distribution of extent and rate for each imitating singer
is shown in Figure 4.6. The figure reveals that the median values for both parameters differ
when the original singer is different.

For extent, the median values for each imitating singer vary. For instance, the imitators of
GACKT, i.e., M01 with 363.4 cents and M05 with 329.8 cents, and the imitator of Takanori
Nishikawa (T.M.Revolution), i.e., M05 with 298.2 cents, had predominantly deep vibratos.
Conversely, the imitator of Ayaka Hiarahara, i.e., FO3 with 100.4 cents, and F04 with 104.5
cents, and the imitator of Naotaro Moriyama, i.e., M02 with 43.7 cents, predominantly had

vibratos with low extent.
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Figure 4.4: Frequency of singing techniques by imitation singers, sorted by original songs. The
displayed singer names consist of original singer, and imitation singer number, respectively. For
instance, “aiko 01”7 denotes that the original singer is “aiko” (singing “boy friend”), the first
imitation singer of two. The value in each cell and tint of color indicates frequency counts.

In the case of rate, the median values also differed. Imitators like hyde, M03 with 7.68
Hz, Keisuke Kuwata, M06 with 7.62 Hz, and M07 with 7.18 Hz, and Masayoshi Yamazaki,
MO7 with 8.65 Hz, predominantly used faster vibrato. In contrast, imitators like aiko, FO1
with 5.47 Hz, FO6 with 5.65 Hz, Yuki Koyanagi, F04 with 5.64 Hz, FO7 with 5.11 Hz, and
Chihiro Onitsuka, F03 with 5.53 Hz, F04 with 5.21 Hz, used less vibrato speed, mostly
below 6 Hz.

Additionally, to analyze whether the same singer imitates differently when singing for
different original artists, 2D distributions of extent and rate were visualized using kernel
density estimation (KDE) for male and female singers in Figure 4.8.

From these analyses, for example, when considering the original artist as GACKT, both
imitators (M01 and M05) had high and wide extent values, suggesting that vibrato param-
eters were differentiated. Saitou et al. [55, 56] reported that amateur singers have difficulty
changing the rate, but this trend might not apply to professional singers. However, it is
essential to note that the data used in this study included only one song per original artist,
and the influence of the song choice was not removed.

In future analyses, quantitative investigations should determine whether imitators who
replicate the singing style of the same original artist exhibit similar vibrato parameters. It
should also explore whether vibrato parameter distributions differ when a singer imitates
a different singing style. This may involve assessing the degree of imitation for each per-
formance through auditory experiments, analyzing original artists, and examining various
songs performed by the original artists.
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Figure 4.5: The cosine similarities of singing-technique occurrence frequencies in imitation singing.
The value in each cell and hue indicates the similarity score.

4.3.3 Analysis 3: Occurrence location

In the previous analysis, we presented the frequency distributions of all 13 singing techniques
and further illustrated the distribution of their parameters, with a specific focus on vibrato.
In this analysis, we analyze the relationship between melodic music elements, including
phonemes (vowels) of the lyrics, pitch, pitch difference, note duration, phrase position, and
the occurrence of singing techniques, using the information from the melody of the songs.

Relationship between vowel of lyrics

For each singing technique, we show the distribution of the phonemes (vowels) used when
the technique is employed in Figure 4.9. We primarily focus on the distribution of vowel
phonemes, which includes /a, e, i, o, u, Q (glottal stop), N (nasal sound), others (English,
etc.), and multiple phonemes/. Here, “multiple phonemes” indicate cases where multiple
phoneme types are present within a technique label interval.

In addition, we normalize the distribution of the number of vowels present in all notes
using sheet music information and include it in the figure. Since singing technique labels
are assigned to the acoustic signal, we need to associate the timing information of the
labels with the onsets of the musical notes. Specifically, we assign notes that fall within
the intervals of singing technique labels, and if a note is partially within a label interval,
we determine the assignment based on whether more than half of the note duration is
covered by the label. From Figure 4.9, it can be observed that singing techniques like
‘vibrato’, ‘drop’, ‘scooping’, and ‘bend’, which involve pitch control, have a high probability
of occurring with single phonemes. The distribution of phonemes for each technique may
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Figure 4.6: An FO sequence of vibrato and a sequence of peaks (local maxima and minima) to
calculate vibrato parameters of extent (depth) and rate (speed).

exhibit similarities with the frequency distribution of all phonemes in all notes, but the
aggregation method used in this analysis is influenced by the original number of phonemes.
For instance, if the lyrics contain more instances of /a/, then /a/ is more likely to occur
with various techniques. Moreover, the distribution differences among techniques might be
influenced by factors such as note pitch and duration.

For certain techniques, like ‘melisma’, which involve multiple phonemes and pitch vari-
ations, result in a single label spanning multiple phonemes. Additionally, voice quality
control-based techniques like ‘whisper’, ‘falsetto’, ‘breathy’, and ‘shout’ also tend to involve
multiple phonemes. The phoneme distribution for these techniques is relatively diverse, and
further analysis is required to better understand their distribution characteristics, consid-
ering factors such as note pitch and duration.

In conclusion, the phoneme distribution for each singing technique is influenced by several
factors, including the original phoneme composition in the lyrics and note-level character-
istics, which makes it challenging to derive entirely independent distributions that are not
influenced by phoneme frequency.

Relationship between note pitch heights

In order to analyze the relationship between each singing technique and note pitch heights,
we have aggregated the distribution of MIDI note numbers from the sheet music corre-
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Figure 4.7: The distribution of vibrato parameters. This shows only median for chara’s imitation
since the vibrato is observed once. As for YUKI’s imitation, only the result of the imitation singer
1 (extent of 301.0 cent and rate of 6.9 Hz) is shown since the imitation singer 2 does not use
vibrato.

sponding to each technique label. We show this distribution in Figure 4.10. In Figure 4.10,
we visualize this data by separating it based on the gender of the original artist to properly
evaluate the vocal range. However, in Figure 4.11, we provide a distribution of normalized
pitch aggregated across different artists to remove the influence of the song’s range and key
changes.

Here, each note’s normalized pitch, denoted as Z, is calculated as follows:

_ T — Tmin
Tr =

(4.3)

Tmaz — Tmin

where x represents the original pitch of the note, x4, is the highest pitch in the song, and
Tmin 1s the lowest pitch in the song, respectively. This normalization allows us to examine
the pitch distribution without the influence of the song’s range and key changes.

From these distributions, we can observe that ‘falsetto’ and ‘shout’ techniques tend to be
associated with higher pitch levels (Figure 4.10). In addition, the average pitch distribution
of the ‘scooping’ is relatively higher. Subjectively, when labeling, the impression was that
this technique is often used when singing at higher pitch levels.
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Figure 4.9: The distribution of vowels on each singing technique. “All” denotes the cumulation of
all phonemes of all notes. The occurrence distribution of each singing technique is affected by the
distribution of phonemes since it is normalized.

Relationship between pitch differences before and after

In connection with the previous section, the pitch analysis was conducted by examining the
pitch differences between consecutive notes. These differences are illustrated in Figure 4.12
and Figure 4.13.
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Figure 4.11: The frequency distribution of pitch (MIDI note number) for each singing technique,
normalized by the highest and lowest notes.

In this analysis, it is evident that ‘falsetto’ and ‘vibrato’ tend to have higher pitches

in comparison to the preceding and subsequent notes. Additionally, ‘drop’ is observed to
transition to lower pitches in the following note, suggesting that ‘drop’ is often employed to
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Figure 4.12: The frequency distribution of intervals with the preceding note for each singing
technique.

smoothly transition to a lower note. This characteristic accurately represents the nature of
these techniques. The correct alignment of labels with notes is also suggested.

Moreover, ‘vibrato’ exhibits a wide distribution, but on average, it is generated when
there is little or no pitch difference between the preceding and subsequent notes.

Relationship between note duration

The distribution of note durations is presented in Figure 4.14. ‘melisma’, ‘whisper’, and
‘spoken’ techniques tend to occur on longer notes, followed by techniques like ‘falsetto’,
‘vibrato’, and ‘drop’. This distribution aligns with the actual durations presented in Figure
4.3. On the other hand, techniques such as ‘bend’; ‘drop’, ‘hiccup’, and ‘vocal fry’ are more
prevalent on shorter notes. These techniques are characterized by shorter durations and are
commonly utilized in shorter note durations, which is suggested by the analysis.

Relationship between note phrase position

In order to analyze the likelihood of each technique occurring at the beginning or end of a
phrase, we aggregated whether they occurred at the initial or final note of a phrase or other
notes. The distribution is illustrated in Figure 4.15. As mentioned earlier, phrases were
automatically segmented at points where rests exceeded a sixteenth note. Since technique
labels are based on acoustic signals and may span multiple notes, the total count of the
three distributions differs from the actual number of notes. From the figure, it is evident
that ‘vibrato’ often occurs in the middle or at the end of a phrase, while ‘vocal fry’ tends to
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Figure 4.13: The frequency distribution of intervals with the following note for each singing tech-
nique.

occur in the middle or at the beginning of a phrase. This observation may be attributed to
the usage of ‘vibrato’ in long tones and ‘vocal fry’ during the attack phase of a sound (also
known as “Edge Voice” in this context). Additionally, ‘bend’ was less likely to occur at the

beginning of a phrase.
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Figure 4.14: The frequency distribution of note length for each singing technique.

Table 4.4: Correlation analysis between pitch height (F0), vibrato duration, and vibrato parameters
(rate and extent). (** denotes a correlation at a significance level of 0.01.)

Pitch heights (female singers) Pitch heights (Male singers) Normalized pitch ~ Vibrato label duration
extent -0.424%* -0.336** -0.31%* -0.127%*
rate 0.225%* 0.169** 0.025 -0.268**

4.3.4 Relationship between vibrato parameters and location

Regarding the correlation analysis of vibrato parameters with pitch and vibrato label length,
Pearson’s product-moment correlation coefficients for four items—extent and rate with pitch
(female singers), pitch (male singers), normalized pitch (both genders), and vibrato length
—are shown in Table 4.4.

It’s observed that extent exhibits a negative correlation with all the listed items. This
implies that as vibrato length increases, or as pitch gets higher, the extent tends to be
shallower. In the case of rate, it shows a positive correlation with pitch (both genders), and
a negative correlation with vibrato length. It indicates that higher pitches are associated
with faster rates and longer vibrato lengths are linked to slower rates. However, there was
no significant correlation found between normalized pitch and rate. It indicates that higher
pitches result in faster rates, but the same singer doesn’t change the rate significantly based
on pitch differences.

Next, we will examine the trends specific to each singer. We present case examples for
imitation singers of both Hikawa Kiyoshi and Yuki Koyanagi, as shown in Figure 4.16 for
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Figure 4.15: The frequency distribution of singing techniques at musical notes of phrase positions
(head, tail, and middle). The vertical axis is in the logarithmic scale.

the extent-pitch relationship, Figure 4.17 for extent-vibrato length, and Figure 4.18 for
rate-vibrato length.

For each singer, we can observe a negative correlation between extent and pitch, as well
as between rate and vibrato length. Similar trends were identified in other singers as well.
However, in the case of extent-vibrato length, as illustrated in Figure 4.17 (leftmost plot),
we observed a weak positive correlation for the two imitation singers of Ken Hirai. The
overall correlation value of -0.127 suggests that this pattern was not consistently observed
across all singers.

Furthermore, an example of the rate-pitch relationship is presented in Figure 4.19. While
a positive correlation can be observed for imitation singer 1 of Yuki Koyanagi, there is no
prominent correlation in the imitation singers of other artists. After examining examples
for other singers, it becomes evident that this correlation varies depending on the singer,
and there is no common trend observable across all singers.
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Figure 4.16: Scatter plot of pitch and extent with its regression line (left: Ken Hirai’s imitations,
right: Yuki Koyanagi’s imitations).
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Figure 4.17: Scatter plot of vibrato duration and extent with its regression line (left: Ken Hirai’s
imitations, right: Yuki Koyanagi’s imitations).

4.4 Conclusion

In this chapter, we conducted an analysis of singing techniques, their frequency, acoustic pa-
rameters, and occurrence locations using the imitated singing voices of professional singers,
which were aimed at academic purposes, to mimic the singing styles of existing J-POP
artists. We analyzed multiple techniques and, by associating them with musical notation
information, were able to partially reveal their characteristics. Additionally, concerning the
imitation of singing styles, we performed an analysis of its validity through the frequency
distribution of techniques and the distribution of vibrato parameters.

For future work, we aim to improve the precision of each analysis by addressing fac-
tors such as eliminating influences from the original songs (e.g., by increasing the number
of imitating singers, using data from the singing of the same song in different imitation
styles) and enhancing the accuracy of associating singing technique annotations with musi-
cal notation. Another challenge is annotating the global musical structure, such as sections
(e.g., verses, choruses). Furthermore, our study did not analyze the original songs (singing
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Figure 4.18: Scatter plot of vibrato duration and rate with its regression line (left: Ken Hirai’s
imitations, right: Yuki Koyanagi’s imitations).
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Figure 4.19: Scatter plot of pitch and rate with its regression line (left: Ken Hirai’s imitations,
right: Yuki Koyanagi’s imitations).

with accompaniment), however, it could become possible with the emergence of technology
that allows accurate source separation, particularly for monophonic vocal recordings with-
out background vocals, reverb, and other effects. Such an analysis would offer intriguing
insights into the comparison between original and imitated singing styles.
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Chapter 5

Singing Technique Classification
considering Feature Extraction
and Imbalance-aware Learning

In this chapter, we explore automatic singing technique classification methods. We first
investigated the input feature representation, including hand-crafted audio features and
CNN-based feature learning with various audio representations. We further consider the
utility of the characteristics-aware modeling that is from the nature of singing techniques for
CNN-based feature learning. Experimental results on 10-way singing technique classification
show that CNN-based feature learning with characteristics-aware modeling is superior to
other methods.
This chapter includes the following published works.

e Yuya Yamamoto, Juhan Nam, Hiroko Terasawa, Yuzuru Hiraga. Investigating Time-
Frequency Representations for Audio Feature Extraction in Singing Technique Clas-
sification, In Proceedings of the 2021 Asia Pacific Signal and Information Processing
Association Annual Summit and Conference (APSIPA ASC 2021) [88]

¢ Yuya Yamamoto, Juhan Nam, Hiroko Terasawa. Deformable CNN and Imbalance-
aware Feature Learning for Singing Technique Classification. In Proceedings of the
23rd Annual Conference of the International Speech Communication Association (IN-
TERSPEECH 2022) [167]

5.1 Introduction

As we demonstrated in previous consecutive chapters, singers often fluctuate the pitch, loud-
ness, and timbre of their voices to embody their singing expression as singing techniques. At
the signal level, singing techniques are observed in time—frequency representations as heavy
temporal modulations of harmonic frequencies such as vibrato or highly noisy components
over broad frequency bands such as a whisper voice.

Singing technique classification, an automatic classification of singing techniques is an
emerging research topic in singing voice analysis [10] as the first step of computational
modeling of expression in singing voice. Figure 5.1 shows the problem setting of singing
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Figure 5.1: The overview of singing technique classification, which this chapter treats.

technique classification. Given a sung audio clip as input, the model estimates which tech-
nique appears in the input. It is a challenging task because dynamic changes in multiple
factors such as pitch, loudness, and timbre occur simultaneously.

Well-designed feature representations of a singing technique will enable automatic dis-
crimination among the patterns of spectro-temporal fluctuations in vocal performance. In
the field of music information retrieval (MIR), hand-crafted features, which are designed
based on expert knowledge, have been successful. Several hand-crafted features have been
proposed to capture the characteristics of timbre and modulation. A data-driven approach
based on deep neural networks (DNNs) recently outperformed conventional methods based
on hand-crafted features in other MIR tasks, and we anticipate that a similar approach can
also be effective in singing technique classification. In particular, we want to focus on con-
volutional neural networks (CNNs) as feature extractors because of their invariance to time
shifts and frequency transpositions. A variety of acoustic feature representations, such as
raw waveforms, time-frequency representations (e.g., STFT), or time-frequency representa-
tions using log-scaled filter banks (e.g., a Mel-spectrogram), have been employed as inputs
to a CNN. However, the most suitable input representation differs depending on the type
of MIR task [85]. Because of the temporal and noisy nature of singing techniques, suitable
representations for singing technique classification should better capture the time-frequency
properties of the audio signal than those for the other MIR tasks.

Another critical problem in singing technique classification is data imbalance. The cause
of data imbalance of singing technique data mainly attributed to the nature of voice pro-
duction and musical usage. Data imbalance is a common issue in classification tasks since it
badly affects the performance of the model; The model tends to perform better on majority
classes, but worse on minority classes [168, 169].

Throughout this chapter, we describe the following things;

1. Comparison of feature representation: We begin with the comparison of various
feature representations that are used in conventional audio classification problems,
with the purpose of finding an effective representation for singing technique classifica-
tion. It also includes the comparison of hand-crafted audio features and CNN-based
feature learning. The experimental results showed that 2D-CNN with spectrogram
input achieves the best classification performance.

2. Investigation on the architecture of CNN: Since there are several choices of
customization we further investigated the CNN architecture. We especially focus on
the shape of the kernel of convolution.

45



3. On the effectiveness of deformable convolution: Deformable convolution [39,
170], originally proposed in the image processing domain, allows the kernel of convolu-
tion to have a flexible shape. It extends the capability of a CNN by modeling geometric
transformation, which can be beneficial in capturing dynamic time-frequency features
in singing techniques. We investigate the effectiveness of deformable convolution by
replacing the normal convolution on the CNN.

4. Decouple training for imbalance-aware learning: We deal with the data imbal-
ance problem by adopting decouple training of feature extractor and classifier [171].
Specifically, we adopt classifier-retraining (cRT) of DNN, which was reported as a sim-
ple yet powerful treatment for data imbalance problems. We explore the comparison
with normal training (i.e., jointly training the entire part of the DNN) and how to
apply the cRT.

5.2 Comparison on Feature Extraction

First, we investigated the time-frequency representations for singing technique classification.
Traditional hand-crafted features such as Mel-frequency cepstral coefficients (MFCCs) and
other representations rich in time-frequency information plugged into CNNs are compared
in terms of their efficiency in the automatic classification of singing techniques.

Well-designed feature representations of a singing technique will enable an automatic
discrimination among the patterns of spectro-temporal fluctuations in vocal performance.
In the field of music information retrieval (MIR), hand-crafted features, which are designed
based on expert knowledge, have been successful. Several hand-crafted features have been
proposed to capture the characteristics of timbre and modulation. A data-driven approach
based on deep neural networks (DNNs) recently outperformed conventional methods based
on hand-crafted features in other MIR tasks, and we anticipate that a similar approach
can also be effective in singing technique classification. In particular, we want to focus
on convolutional neural networks (CNNs) as feature extractors because of their invariance
to time shifts and frequency transpositions. A variety of acoustic feature representations,
such as raw waveforms, time-frequency representations (e.g., STFT), or time-frequency
representations using log-scaled filter banks (e.g., a Mel-spectrogram), have been employed
as inputs to a CNN. However, the most suitable input representation differs depending on
the type of MIR task [85]. Because of the temporal and noisy nature of singing techniques,
suitable representations for singing technique classification should better capture the time-
frequency properties of the audio signal than those for the other MIR tasks.

5.2.1 Method of model comparison

To compare the hand-crafted features and other feature representations, we employ the
method shown in Figure 5.2. Multiple feature representations are combined with a common
classifier, and the classification results with each feature representation are compared. Since
our focus is on feature learning, we use a single classification algorithm for all experiments
(random forest [172]). This classifier was used successfully in combination with learned
features in several audio classification works [173, 174, 175].
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Figure 5.3: Details of feature extractor learning.

We trained each feature extractor (CNN) using the feature representations calculated from
the training set data. In feature extractor learning, each extractor uses the relevant time-
frequency representations as input and their class labels of singing techniques as targets.
The details of feature extractor learning are shown in Figure 5.3. The output of each
extractor is denoted by a feature vector. Next, we trained random forest classifier models
with 50 trees using feature vectors. Finally, we evaluated the classification performance of
the test set. For the evaluation, we computed multiple accuracy metrics, as described in
Section 5.2.4.

5.2.2 Hand-crafted Features

We employ a 20-dimensional MFCC and two vibrato features (vibrato extension and vibrato
rate) for the hand-crafted feature set. We used Librosa [176] for the MFCC calculations.
For vibrato, the pitch contour was computed using CREPE [177] and input into Essentia
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[178] to calculate the vibrato features. To capture various pitch modulation, the ranges of
vibrato thresholds are set to 2-10 [Hz] for the vibrato rate, and 10-200 [cents] for vibrato
extent (i.e., vibrato depth). Each feature was averaged over all time lengths of an audio
clip. A total of 22 dimensions of the hand-crafted features (20 for MFCCs and 2 for vibrato)
were used. We denote this setting of features as Hand-crafted.

5.2.3 Learning Features

Although hand-crafted features do not require a learning process, the other representations
require feature extractor learning (i.e., automatic extraction of feature vectors using neural
networks). Figure 5.3 illustrates our supervised method for feature extractor learning, which
was inspired by AbeBer et al. [86]. We compared four different types of settings: a raw
waveform, STFTs, Mel-spectrograms, and a wavelet-scattering transform.

Raw waveforms

Under this condition, we feed a raw audio waveform to the network directly. Wilkins et al.
[38] used a CNN model that inputs raw waveforms for singing technique classification. We
use a 1D-CNN, which has three 1D-convolution blocks. We denote this setting as a Wave.

STFT magnitude spectrograms

Spectrograms using STEF'T are the most basic time-frequency representation. We calculated
the magnitude spectrograms by applying an STFT with a Hann window with a length of
2048 and a hop size of 512. As a result, each spectrogram had 1024 frequency bins and 259
timeframes.

Takahashi et al. solved musical instrument classification using magnitude spectrograms
as input for a CNN [179]. We modified their model for our spectrogram-based feature
extractor to accommodate a longer signal duplication, as shown in Table 5.1. We denote
this setting as STF'T.

In addition, we investigated multi-resolution spectrograms [180] to capture time-frequency
modulation patterns more accurately. By differentiating the window size of STFT, the
resolution of time and frequency are changed. Figure 5.4 shows the spectrograms of examples
from vocal fry and vibrato. As the figure shows, the narrow window has a high time
resolution that captures the fine temporal modulation while the wide window has a high-
frequency resolution that captures the fine spectral structure. We obtain a multi-resolution
spectrogram by stacking three spectrograms with different time-frequency resolutions along
the channel dimension. To maintain the same size for all spectrograms with different time-
frequency resolutions, we applied zero padding while fixing the hop size. We have two
conditions in this category, which we denote as Multi-1, having window sizes of (2048, 1024,
512), and Multi-2, with window sizes of (2048, 512, 128).

Wavelet scattering transform

Under this condition, a wavelet scattering transform replaces the steps of “conversion into
a representation” and “convolutional layers” in Figure 5.3. A wavelet scattering transform
is a cascade of wavelet filter banks, applying a non-linearity operation (i.e., taking absolute
values) after each convolution. The structure of the wavelet scattering transform is similar
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Figure 5.4: Spectrograms of same recordings created by varying the window size in Short-Time
Fourier Transform (STFT). The upper row is a sample from vocal fry, and The lower row is a
sample from vibrato.

Table 5.1: Configuration of STFT-based CNN (used for both STFT spectrogram CNN and multi-
resolution spectrogram CNN.) Each convolutional layer includes a batch normalization, ReLU
activation, and dropout (0.3).

Layer ‘ Configuration
Convl Convolution (1 x 4), MaxPool (4 x 4)
Conv2 Convolution (1 x 16), MaxPool (4 x 4)
Conv3 Convolution (4 x 1), MaxPool (3 x 3)
Conv4 Convolution (16 x 1), MaxPool (2 x 2)
Flatten
FC 512
FC (Feature) 22
FC (Softmax) 10

to that of a CNN. However, their weights are hand-crafted to encode prior knowledge of the
task at hand.

We use Kymatio [181] for computing the wavelet scattering transform. We use first-
and second-order scattering coefficients, which are the outputs of the wavelet scattering
transform, as input feature representations for the FC layer. We denote this setting as
Scattering. For a wavelet scattering transform only, an input signal must be a power of 2.
Therefore, we set the input length to 7 = 2!7, which corresponds to approximately 2.97 s,
which is roughly similar to 3 s for the other conditions.
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5.2.4 Experiment on singing technique classification

Table 5.2: Selected samples from VocalSet.

Label name \ Type Samples #
straight None 1241
belt Timbre 423
breathy Timbre 455
vocal fry Timbre, Modulation 587
vibrato Modulation 1034
trill Modulation 323
trillo Modulation 242
lip trill Modulation 376
inhaled Other 151
spoken Other 73

Dataset

We use VocalSet which includes singing techniques the only publicly available database for
studies. VocalSet is a large-scale dataset that contains singing voices by 20 different profes-
sional singers (9 female and 11 male), performing 17 different singing techniques in various
contexts such as arpeggio, scale, and long tones. We selected the samples corresponding
to 10 different singing techniques (belt, breathy, inhaled singing, lip trill, spoken excerpt,
straight tone, trill, trillo, vibrato, and vocal fry) by all singers from VocalSet, which resulted
in 915 files ranging in length from 1.7 to 21.5 s. We then split the audio signals in each file
into 3-s audio clips and non-overlapping chunks at a sample rate of 44.1 kHz, resulting in
4905 samples. The details of these samples are listed in Table 5.2.

Evaluation Metrics

We evaluated each model using four metrics: balanced accuracy, accuracy, top-2 accuracy,
and top-3 accuracy. The number of samples in each class of VocalSet was imbalanced, as
shown in Table 5.2. Therefore, in addition to the normal accuracy, an evaluation using
a balanced accuracy [182] was conducted. We also evaluated the class-wise F1-score to
investigate the characteristics of each method.

For each condition, we repeat the experiment 5 times with different data splits, and
calculated the mean and standard error of the above metrics. The accuracy values reported
in the next section are the means of repeated measurement.

5.2.5 Experiments and Results

Experiment 1: A comparison of feature representations with fixed dimensions

First, we compared the performances of all feature representation settings under the fixed
dimension size, i.e., using the feature vector of length 22. The results of Experiment 1
are shown in Table 5.3 and Figure 5.6. STFT-based models (STFT, Multi-1, and Multi-2)

outperformed the other models. These STFT-based models performed particularly well in
breathiness-related techniques such as breathing and vocal fry.
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Table 5.3: Results of classification accuracy.

Methods \ Balanced Accuracy Top-2 Top-3
Hand-crafted | 0.525 0.669 0.796  0.885
MelSpec 0.636 0.728 0.893  0.953
Scattering 0.668 0.754 0.894  0.947
STFT 0.713 0.770 0.920 0.946
Multi-1 0.719 0.770 0.922 0.964
Multi-2 0.727 0.778 0.917 0.966
Wave 0.589 0.684 0.849  0.927

Table 5.4: Class-wise F1-scores.(clip-wise split)

Methods Belt  Breathy Inhaled Lip trill Straight  Trill  Trillo Spoken Vibrato Vocal fry (mac(r)c\),i;?iage)
Hand-Crafted | 0.674 0.568 0.346 0.798 0.716 0.378  0.440  0.290 0.760 0.648 0.669
MelSpec 0.664 0.604 0.510 0.884 0.746 0.652 0.628  0.478 0.826 0.682 0.728
Scattering 0.713  0.718 0.645 0.963 0.748  0.675 0.615  0.275 0.813 0.743 0.754
STFT 0.686 0.754 0.762 0.972 0.768 0.648 0.602  0.610 0.826 0.756 0.770
Multi-1 0.672 0.760 0.680 0.974 0.766 0.638  0.594  0.700 0.834 0.770 0.770
Multi-2 0.700  0.766 0.740 0.972 0.788  0.606 0.564 0.728  0.834 0.772 0.778
Wave 0.663 0.528 0.548 0.938 0.698 0.548 0.420  0.403 0.773 0.680 0.684

In addition, we visualized the feature vectors obtained by the hand-crafted feature and
STFT-based methods (STFT and Multi-2). The number of dimensions of the feature vectors
was compressed from 22 to 2 using t-distributed stochastic neighbor embedding (t-SNE)
[183], and the 10 classes were visualized by highlighting them with color. Feature vectors
obtained using STFT-based methods of the same class are mapped more closely to each
other than those of the hand-crafted condition.

Experiment 2: Ablation study

We further investigated the combination of feature representation and different types of
CNNs to determine the critical factors in the classification performance. To conduct this
ablation study, there are two factors: the CNN architecture and time-frequency represen-
tation.

The best-performing STFT-based models have a unique architecture that differs from
the standard CNN. The convolutional layers of our model are oblong, that is, the kernel
length for one axis (e.g., time) is longer than that for another axis (e.g., frequency). By
contrast, under the MelSpec condition, we used kernels with a square shape (3 x 3), which
is the standard architecture for CNN-based image processing. We therefore compare all
combinations of the selected input feature representations (MelSpec, STFT, and Multi-2)
and CNNs. For the sake of simplicity, we denote two different types of CNN as follows:
square (a CNN model in which all convolutional layers have square kernels) and oblong
(a CNN model in which each convolutional layer has a length along only one axis). The
configurations of these kernel shapes are listed in Table 5.5. The results of Experiment 2
are shown in Table 5.6 and Figure 5.8.
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Table 5.5: Shape of convolutional kernel under each condition. The four convolutional layers are
numbered in ascending order (Conv 1 to 4) from the input layer.
\ Conv1l Conv2 Conv3d Convi4

Square | (3x3) (3x3) (3x3) (3x3)
Oblong | (1x4) (1x16) (4x1) (16x1)

Table 5.6: Results of Experiment 2.
Kernel shape \ Feature  Balanced Accuracy

Multi-2  0.624 0.733
Square STFT 0.589 0.696
MelSpec 0.636 0.728
Multi-2  0.727 0.778
Oblong STFT 0.713 0.770
MelSpec  0.589 0.702

Experiment 3: Changing the feature vector dimension

We further investigated the performance by increasing the dimensions of the feature vectors
by changing the output size of the FC layer. We examined four types of dimension sizes
(i.e., 22, 44, 83, and 200) under the Multi-2 condition, which performed best in Experiment
1. The results are shown in Table 5.7. Increasing the size of the features does not improve
the score, but instead slightly lowers the accuracy.

Table 5.7: Accuracy metrics when the dimension size of the feature vectors varies.
Dimension size \ Balanced Accuracy

22 0.727 0.778
44 0.713 0.770
88 0.711 0.771
200 0.716 0.773

5.2.6 Discussion

In Experiment 1, we confirmed that STFT-based methods performed well, particularly in
classifying breathiness-related singing techniques. In mel-filterbank-based representations,
the contrast between the harmonic components and other noisy components becomes un-
clear, and the pitch contour becomes ambiguous owing to the low resolution within the
frequency domain. Meanwhile, STFT-based representations maintain a clear contrast be-
tween the spectral peaks and noisy components, enabling the detection of noisy parts and
a fine-scale pitch modulation. We assume that this is the reason why STFT-based repre-
sentations outperformed the Mel-based representations.

In Experiment 2, we demonstrated the effectiveness of the CNN model with a convolution
kernel with oblong shapes. There are many potential combinations of convolutional kernel
shapes for each layer of a CNN. In fact, there are some cases in which the performance is
improved by changing the shape of the kernel [184] for automatic music tagging tasks. The
shape of the kernel needs to be further studied.

52



5.3 Characterictics-aware Modeling for Improved Singing
Technique Classification

In the previous section, we investigated the effectiveness of convolutional network-based
feature extraction. We also found the possibility that considering the nature of targets (i.e.,
acoustic property of singing techniques) improves the performance of singing technique
classification. In this section, we further dive into the investigation of the characteristics-
aware modeling for singing technique classification.

5.3.1 CNN-based feature extractor

One of the main problems in singing technique classification is extracting features from
highly dynamic time—frequency textures of singing techniques. CNNs have been recently
used as effective methods to capture audio features for singing technique classification.
We have shown that customizing the kernel shape improves the classification performance
compared to square-shaped kernels, e.g., 3 X 3 and 5 X 5. The above findings suggest that
more customized kernels may further improve the performance. However, a brute-force
search toward the best kernel shape will be burdensome, and thus, a systemic approach is
required.

To alleviate the above problem, we adopt deformable convolution. Deformable convolu-
tion was introduced for image processing to enhance the transformation modeling capability
of a CNN [39, 170]. It allows CNN models to only focus on what they are interested in and
makes the output feature maps more representative. It enables to extend the capability of a
CNN by modeling geometric transformation, which can be beneficial in capturing dynamic
time—frequency features in singing techniques.

Operation of normal convolution

The conventional convolution operation used in Convolutional Neural Networks (CNNs)
involves computing the output feature map through element-wise multiplications and sum-
mations of a filter with smaller dimensions, typically 2D (or 3D when considering the channel
dimension), applied to a 2D input feature map.

In the case of a 3x3 convolution, a region of the same size as the filter (3x3) is extracted
from the input features. Convolution is performed by sliding this kernel-sized region over
the input features, computing the element-wise product, and accumulating the results.
Specifically, if we denote the region extracted by weights of a kernel w as R, for a 3x3
convolution, R is defined as follows:

R ={(~1,-1),(=1,0), ..., (0,1),(1,1)}

Each pixel pg in the output feature map y is computed using the following equation:

y(Po) = > w(pn)-x(Po + Pn) (5.1)
PrER

Where p,, denotes the coordinates of each pixel within the region R.
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Operation of deformable convolution

Deformable convolution facilitates trainable offset parameters of each kernel to deform the
convolutional kernel grid.
Deformable convolution consists of the following steps:

1. Obtain the offset field
2. Output deformable feature maps by the offsets
3. Perform regular convolution on the deformable feature maps

We show the diagram of deformable convolution in Figure 5.9.

In deformable convolution, an additional set of parameters, referred to as “offsets”, is
introduced to determine the displacements of the sampled regions within R. Denoting
these offset values as {Ap,n = 1,..., N} (where N = |R|), the convolution operation can
be expressed as:

y(pO) = Z W(pn) ’ X(pO +Pn + Apn) (52)
PrER

The second term in the above equation is called “offset field” in [39]. The convolution is
performed at the offset field. These offset values, denoted as Ap,,, are computed using the
conventional convolution operation, resulting in decimal values.

To implement this operation computationally, bilinear interpolation is employed. The
fractional pixel values generated by the offset values are approximated using the interpolated
values of the neighboring four points.

The offset field is obtained by applying an additional convolutional layer (offset convolu-
tion) over the input feature. The channel dimension of the offset field is 2/V.

5.3.2 Data-imbalance aware learning

Another critical problem in singing technique classification is data imbalance, which is
mainly attributed to the nature of voice production and musical usage. For example, “vocal
fry” and “trillo” are difficult to produce for a long time, and thus, the lengths of such audio
samples tend to be relatively short. In addition, “belting” is obtained in only certain musical
contexts. Thus, collecting well-balanced samples is problematic.

We adopted classifier re-training (cRT) using a class-weighted loss. Data imbalance is a
common issue in classification tasks. There are two well-known approaches for solving this
problem: sampling and cost-sensitive learning [169].

Sampling manipulates the class representations in an original dataset by either over-
sampling the minority classes (over-sampling) or under-sampling the majority classes (under-
sampling). In the context of deep learning, over-sampling nor under-sampling is inefficient;
over-sampling decelerates the training and may cause overfit, whereas under-sampling may
discard informative majority examples [185].

In contrast, Cost-sensitive learning, another way of treating data imbalance, is a type
of learning that considers the misclassification costs. A simple approach to cost-sensitive
learning is reweighting the loss function using inverse class frequency values [186]. How-
ever, this strategy may perform poorly when applied to real-world and large-scale datasets.
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Comparatively, “smoothed” weighting (e.g., square root of the class frequency values [187]
and heuristically determined exponent values [188]) is known to be more effective.

Therefore, We apply a smoothed weighting to the cross-entropy loss function during
training, to deal with the data imbalance problem.

exp(Zn,y,)

L(z,y) = —W log — )
(z,9) chC:1 po——

(5.3)
where x is the input, y is the target, and W is the weight of the loss function. We determine
the loss weight of each class w. by the power of the inverse frequency of the training sample

as follows: ]

(1)

where n. is the number of training samples in class ¢, and « is the smoothing factor,

We =

(5.4)

controlling smoothing of the loss weights. Note that @ = 0 corresponds to the value of 1
(i.e., no weighting) and o = 1 corresponds to a reciprocal number (i.e., weighting by the
inverse class frequency).

We also adopted decouple training [171] to further address the data imbalance. Data
imbalance was recently addressed in a study by decoupling the feature extractor and the
classifier during the training of deep neural networks. Its empirical experiments showed
that the data imbalance problem affects learning classifier decision boundaries, instead of
learning feature representations.

We choose to employ classifier retraining (cRT), which was reported in [171] as a simple
but effective training strategy for an imbalanced dataset. First, the layers of the model
are divided into two parts—the feature extractor and the classifier—between the first and
second fully connected layers. In the training stage, first the model is trained regularly and
subsequently the classifier is re-trained after freezing all weights of the feature extractor
part. Figure 5.10 illustrates the training strategy of cRT.

5.4 Experiments

5.4.1 Dataset

Similarily to the previous section, we use VocalSet [38], which is the only publicly available
dataset for studies on singing techniques.

During the learning process, we split the dataset into a training set of 15 singers and a
test set of 5 singers !. Subsequently, we segment the audio signals in each file into 3-second
audio clips and nonoverlapping parts at a sample rate of 44.1 kHz. We evaluate each model
using five metrics: macro-F1 score (F1), balanced accuracy (B-Acc.), accuracy (Acc.), top-2
accuracy, and top-3 accuracy.

5.4.2 Model

We modify the CNN-based singing technique classification model along with these char-
acteristics. We chose a four-oblong-shaped convolution layer CNN with a multi-resolution

1 After the experiments in the previous section, the train and test split was officially launched. Refer to the file,
“train_ singers technique.txt” in Version 1.2
https://zenodo.org/record/1442513#.YjjqlJrP3a4
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Table 5.8: Configuration of the model. The Four DC conditions differ in the arrangement of DC
application. The check mark represents DC application to the corresponding layer.
Deformable Convolution

Layer Configuration Ch Al Farly Late Last
Conv(4 x 1), MP(4 x 4) | 32 0]
O

(
Conv(16 x 1), MP(4 x 4) | 64
(

[cNeolole;

Conv(l x 4), MP(3 x 3) | 128 (@)
Conv(1 x 16), MP(2 x 2) | 128 O O
Global AP 128 -

FC (Feature) 30 -

FC (Softmax) 10 -

spectrogram input, which was the best-performing model in the previous section, for the
base architecture. Each convolution block consists of a convolution layer (Conv), a batch
normalization layer, a Rectified Linear Unit (ReLU), a max pooling (MP) layer, and a
dropout of 0.3. They are followed by a global average pooling (Global AP) layer 2, and two
fully-connected layers (FC). Note that although its kernel shapes are unidirectional (i.e.,
(Vertical, Horizontal) = {(4 x 1), (16 x 1), (1 x 4),(1 x 16)} ), we consider both vertical
and horizontal offsets as same, similar to conventional studies [39, 170, 189], to preserve
flexibility. The model input is a multi-resolution spectrogram that is also used in the previ-
ous section. Similarly, we obtain them by short-time Fourier Transform (STFT), and each
spectrogram is obtained by the three window sizes of (2048, 1024, 512 samples) with the
same hop length 512 samples and the STFT length 2048 samples with zero-padding.

We set up four types of deformable convolution models (DC) with weighting and two
models without deformable convolution (w/o DC) with or without weighting. As a result,
we compare six conditions in total. For all of these six conditions, the model input and
structure are common as follows. We trained our model using the Adam optimizer with
a learning rate of le-4 and a batch size of 64. The four DC conditions are denoted as
All, Early, Late, and Last and their components are listed in Table 5.8. DC is applied to
different layers. All DC models are trained with the weighted loss function. For the non-DC
models, we considered two w/o DC conditions with or without weighting, they are referred
to as w/o DC weighted and w/o DC plain.

5.4.3 Experiment 1: Effect of Deformable Convolution

We investigate the effect of deformable convolution by replacing standard convolution layers
of the model with deformable convolution layers. We tested the six conditions as described
in Section 5.4.2. As baselines, we use one-dimensional CNN (1DCNN) [38] and oblong-CNN
feature learning with a random forest classifier (Oblong) [88]. We re-implement the models
to investigate the effect of weighting the loss function. For both IDCNN and Oblong, we
tested both weighted and plain (without weighting) conditions. The number of parameter
of each conditions are as follows; w/o DC: 337.5k, All: 463.3k, Early: 362.2k, Late: 438.7k,
and Last: 435.7k, respectively.

2In the model that is used in the previous section, a flatten layer was used in the top part of the feature extractor.
However, in singing technique classification, we confirmed that the global average pooling layer generally outperforms
the flatten layer.
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5.4.4 Experiment 2: Comparative Analysis of Training Strategy and
Smoothing Factor

We compare three training strategies with a set of smoothing factors a (0, 0.2, 0.5, and 1)
in Eq. 5.4 seeking the best DC setup.

e Joint training: without classifier retraining.

o« cRT-WFC: weights are applied during both feature representation training and
cRT phases.

o cRT-WC: weights are applied only during the cRT phase. (i.e., weights are not
applied in the feature representation training phase)

These training strategies were tested upon the Late model because it was the best model
in experiment 1 as described in Section 5.5.1. For reasonable comparison, the sum of the
number of training epochs is set equal in all conditions. We set 200 epochs for the entire
training time. For all cRT-based methods, we assign 100 epochs for the joint training of
the feature extractor and the classifier, and the remaining 100 epochs for the cRT.

5.5 Results and Discussions

5.5.1 Effect of Deformable Convolution

The results of experiment 1 are listed in Table 5.9. They show that DC models significantly
improve the classification performance compared to those without DC models. Among the
four DC setups, the Late model achieves the best. This agrees with the results from previous
works that applying DC to several late convolution layers is effective [170, 190]. Compared
to the Last model where DC is applied only to the last convolution layer, the accuracy of
the Late model becomes much higher. Class-wise accuracy may explain this gap: With the
Late model we observed large accuracy increments on the discrimination of “lip trill” and
“vocal fry,” which have fine temporal modulation in amplitude, frequency, and breathiness.

This indicates that the small kernel size of the 3rd DC layer plays an important role when
the dynamic offset adapts the fine modulation of singing voice. The baseline model with
Oblong kernel-shapes achieves higher accuracy than the model without DC, as it uses a
random forest classifier on a similar configuration of CNN feature extractor. However, the
Late model extracts the features more effectively with DC and outperforms the baseline
model.

5.5.2 Effect of cRT

Table 5.10 shows the results for the training strategies comparison, summarizing the output
with the smoothing factor & = 0.2 (as discussed in Section 5.5.3.) Both cRT methods
outperform the joint-training method. Between two cRT methods, cRT-WC significantly
improves the classification performance. This suggests that the weighting loss-function is
only effective in ¢RT and so it is better to apply the weighting only during the re-training
phase. A similar result was also reported in [171].
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Table 5.9: The results of experiment 1.

Models F1 Acc.  B-Acc. Top-2 Top-3
1DCNN [38] plain 0488 0.584 0.484 0.764 0.863
1DCNN [38] weighted | 0.306 0.439  0.352  0.643  0.753
Oblong [88] plain 0.540 0.600 0.597  0.757  0.838
Oblong [88] weighted | 0.548 0.590  0.613  0.759  0.852
w/o DC plain 0.404 0.492 0472 0.686 0.805
w/o DC weighted 0.513 0.554  0.575  0.743  0.858
All (1,2,3,4) 0.553  0.604 0.59 0.799 0.896
Early (1,2) 0.554 0.593 0.598 0.776  0.862
Late (3,4) 0.582 0.623 0.641 0.806 0.894
Last (4) 0.517 0.572  0.607 0.764 0.846

Table 5.10: The results of comparison between joint-training, cRT-WC and c¢cRT-WFC, under
a=0.2.

Methods \ F1 Acc.  B-Acc. Top-2 Top-3
Joint-training | 0.559  0.610 0.635 0.774 0.874
cRT-WFC 0.582 0.623 0.641 0.806 0.894
cRT-WC 0.620 0.656 0.655 0.815 0.887

5.5.3 Effect of Smoothing Factor «

We conducted experiment 2 with four different values of the smoothing factor «; 0, 0.2, 0.5,
and 1. Figure 5.11 plots Macro-F1 over the smoothing factor. The best-performing condition
is cRT-WC with an « value of 0.2. As « increases, the performance keeps decreasing in all
three conditions and reaches the worst accuracy at an « value of 1 (i.e., inverse-frequency
weight).

Increasing « has the expected effect of improving performance of minority classes while
hurting majority classes. However, when we vary « from 0.2 to 1. the class-wise F1 scores
decreased for both minority (e.g., “inhaled” 0.293 — 0.268, “trill” 0.544 — 0.495) and ma-
jority (e.g., “straight” 0.69 — 0.645, “vibrato” 0.648 — 0.623.) It corresponds to the result
of conventional works [187, 185] that inverse frequency weight decreased the performance
in large-scale long-tail classification problems.

This indicates that classification difficulty comes from not only data imbalance but also
similarity between class samples, e.g., “vibrato” (majority class) and “trill”; “trillo” (mi-
nority classes). These techniques exhibit both frequency and amplitude modulations, while
vibrato and trill mainly rely on frequency modulation and trillo on amplitude modulation.
However, close observation of trillo spectrogram also shows some frequency modulation [38].
Detecting these subtle balance of amplitude and frequency modulations was the difficulty
in this task.

5.6 Conclusion

In this section, we explore the automatic classification model for singing technique clas-
sification, which is a first step in automatically understanding the singer’s style of sung
performances. There are two main obstacles; feature extraction and data imbalance, there-

fore, our exploration lies on them.
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The first study provides an investigation into audio feature representations for singing
technique classification. We compared hand-crafted features and CNN-based feature learn-
ing methods applied to various time-frequency representations. Our findings show that
features learned from low-level representations, such as spectrograms, outperformed hand-
crafted features based on expert knowledge.

In the second study, we further modified the classification model by considering the
characteristics of the data. In particular, we proposed audio feature learning by deformable
convolution and imbalance-aware learning based on classifier decoupling and a weighted
inverse frequency loss, for singing technique classification. The experiments showed that
applying deformable convolution in the last two layers and cRT with smoothed inverse
frequency weights improves the classification performance.
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Chapter 6

Singing Technique Detection from
Real-world Popular Music

In this chapter, we present the development of an automated methodology for detecting
singing techniques that occur during sung performances of real-world music. As computa-
tional modeling of such process, we propose singing technique detection, an identification
task of estimating the types and occurrence intervals of singing techniques present during
singing. Due to the absence of available datasets that have annotation of singing technique
types and their temporal region of appearance for vocal recordings, we conducted annota-
tions for 168 popular J-POP singers’ commercial songs to create a dataset. To address the
varying elements, amounts, and forms of different singing techniques, we propose detection
models based on deep learning that take into account the characteristics of these techniques.
Figure 6.1 indicates the problem setting that we tackled in this chapter.
This chapter includes the following published works.

e Yuya Yamamoto, Juhan Nam, Hiroko Terasawa. Analysis and detection of singing
techniques in repertoires of J-POP solo singers, In Proceedings of the Proceedings
of the 23rd International Society for Music Information Retrieval Conference (ISMIR
2022) [3].

e Yuya Yamamoto, Juhan Nam, Hiroko Terasawa. PrimaDNN’:A Characteristics-aware
DNN Customization for Singing Technique Detection In Proceedings of the 31st Eu-
ropean Signal Processing Conference (EUSIPCO 2023) [191].

6.1 Introduction

The analysis of an existing singer’s vocal performance aims to understand how the singer
realized their vocal expression in actual song performances. One of the simple ways to
realize such a process is clarification of which types and where singing techniques are pre-
sented. Similarly, many educational materials explain which singing techniques appear in
each phrase of the song!. We consider the automation of such a process by computer since
it can be useful not only for the aid of such vocal pedagogy but also for many potential

le.g., YouTube videos about an explanation of how to sing songs from a professional vocal coach https://www.
youtube.com/@shira-sta/videos (Visited on 2023.11.27).
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Figure 6.1: The problem setting of singing technique detection in this chapter.

applications mentioned in Chapter 1 (i.e., musicological analysis, singing voice synthesis,
etc.).

Therefore, we propose a new task named singing technique detection, as an automa-
tion methodology of singing technique analysis. It is a multi-label problem since multiple
singing techniques can appear simultaneously. In addition, singing techniques appear locally
on sung vocals. Therefore, we adapted these temporal detection strategies for identification.

There are several challenges to realizing the singing technique detection in real-world
music tracks. The first problem is the absence of a suited dataset. Singing technique
classification, which is also tackled in Chapter 5 of the thesis, has been conducted by
several studies on VocalSet [38, 88, 167] and phonation modes dataset [65, 89, 75]. These
works identify singing techniques from given audio input but do not provide time-related
information, such as start time and duration. Another limitation of such datasets is that the
audio tracks are singing voices on simplified phrases such as long tones, arpeggios, scales,
etc. In order to reproduce the process mentioned above of singing technique analysis by
computer, it is better to use vocal performances that include melodic lines with lyrics, not
experimental ones.

Several conventional methods to detect the singing technique are not suited for various
types of singing techniques. A few conventional works addressed the temporal detection of
singing expression of North Indian classical music [90], vibrato and portamento on Beijing
opera [44], scream in heavy metal songs [66], and temporarily changing phonation modes
[128]. These methods have a limited scope of the target techniques such as only phonation
modes, scream, etc.

Above these regards, we build a new dataset by feeding temporal region label annotations
of various singing techniques on real-world singing voices. When using real-world singing
voices, especially if they are commercial vocal music, various interference such as accompa-
nies (i.e., sounds of musical instruments and background vocals) and digital vocal effects
(e.g., reverb, compression, etc.) become another issue. Although recent advancement of
vocal separation [192, 193, 194] enables to mitigate the effect of such interference, the qual-
ity of the separated singing voices by such methodology is still worse than the controlled
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ones (i.e., studio-quality a capella singing voices, such as VocalSet [38]). In addition, the
diversity of performance might make the task more difficult.

Thus, singing technique detection is a challenging task since we need to consider 1)
Temporarily appearing singing techniques, 2) The diversity of songs and singers, and 3)
The interference such as artifacts of vocal separation and digital vocal effect, in addition
to the challenges addressed in Chapter 5 (i.e., feature extraction and data imbalance). To
address these issues, we also explore the model of singing technique detection including a
deep learning-based model and characteristics-aware customization, which has been shown
effective for singing technique classification.

Throughout this chapter, we describe the following things;

1. Creation of a dataset: We first built a new dataset that enables the training of data-
driven methods and the evaluation of the singing technique detection, and annotated
region labels of 15 types of singing techniques. We also show the descriptive statistics
of the dataset about the number of labels of each singing technique.

2. Comparison of existing temporal audio identification models: As the pre-
liminary investigation of the difficulty of singing technique detection, we compared
conventional hand-crafted and DNN-based models that are used in other temporal
audio identification.

3. Proposal of PrimaDNN’: Finally, we propose PrimaDNN’, a DNN-based model
with characteristics-aware modeling that reflects the characteristics of the data. (i.e.,
diversity of sound quality and singing techniques, and label imbalance and scarcity)
This part includes the comparison with the conventional model, ablation study, and
qualitative analysis with the display of examples.

6.2 Dataset

We begin with the dataset creation that enables singing technique detection. In this section,
we describe the organization of our new dataset used for the analysis of this study.

6.2.1 Choice of target recordings

As the target songs, we adopt the repertoires sung by J-POP solo singers. Singing techniques
have been of keen interest, especially in J-POP, both among singers and music creators; the
singing style of J-POP singers has a wide variety, and their singing techniques are diverse.

Besides, many of the above-mentioned analyses treat a single technique despite Because
singing techniques in J-POP cover wide repertoires [195], such exploratory analysis is also
important for singing performance analysis.

In addition, singing techniques are one of the evaluation criteria in Japanese commercial
karaoke systems with scoring systems. Meanwhile, as for music creators, VOCALO songs,
whose singer’s voice are created by a singing voice synthesis software such as VOCALOID
[17], Synthesizer V [196], etc. have been established as a music genre in Japan. Many
creators manually manipulate the generated voice to make it more expressive, sometimes
while referring to how the actual singer produces the singing voice, like how singing tech-
niques are applied. Several related works analyze the singing techniques in J-POP. Migita
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Figure 6.2: An overview of annotation. (middle) an excerpt spectrogram with singing technique
(colored area) and vocal melody (orange curve).

et al. investigated the vibrato parameters of the imitated singing voices of J-POP vocalists
[197]. Nakazato et al. analyzed the usage of “kobushi” (i.e., pitch bend called in Japan) in
three famous male J-POP singers [117]. Shigeno et al. analyzed the relationship between
the impression of two J-POP songs and “shakuri” (i.e., upper portamento called in Japan)
techniques [140]. Kanno et al. investigated the use of mixed register at high tone in songs
[123].

Therefore, J-POP is an attractive research target for singing technique analysis and com-
putational singing technique analysis may bring benefits to real-world applications.

6.2.2 Song Selection

To cover a wide range of singing techniques, the dataset should include various types of
vocalists, considering gender, genre, tempo, and mood. We first listed 42 solo singers (21
males and 21 females), and four famous hit songs were selected from each singer to be
as different as possible. Each song was performed as solo performance in Japanese. We
collected audio tracks from commercial CD recordings of the J-POP songs. We trimmed
the collected audio tracks and annotated only the first consecutive section (i.e., verse-A,
verse-B and Chorus). Since we prioritized including various songs in our dataset rather
than fully annotating multiple verses in a single song, we could collect a diverse set of
singing styles.

6.2.3 Data Pre-processing

The dataset contains two types of annotations: vocal melody and singing techniques. We
illustrate the annotation result in Figure 6.2. All annotations were conducted on isolated
vocal tracks after vocal separation using Demucs v3 [194], which is a state-of-the-art model
for musical source separation. During the annotation process, we confirmed that there was
no dropout of vocal regions by comparing the original mixed track. Instead, we observed
that the separated vocals tend to retain the backing vocal or sometimes instrumental sounds
that are similar to the singer’s voice (e.g., electric guitar, synthesizer).

6.2.4 Singing Technique Annotation
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dotted lines are the boundary of each technique. (middle) Timbral techniques. We also show the

non-technique extracted from the same track. (lower) Miscellaneous techniques.

Table 6.1: The description of each singing technique appeared in the dataset.

| Technique | description | type |

vibrato a periodic oscillation of pitch. pitch

scooping an upper continuous pitch change pitch

drop a lower continuous picth change pitch
a short tremolo or U/inverted-U .

bend shaped pitch change pitch

. a short hiccuping .

hiccup on attack/release of note pitch
a musical arrangement

melisma in which several notes are pitch
applied to one syllable of a lyric.

. a continuous pitch change .

trill between two notes pitch

falsetto sung by falsetto register. timbre

breathy sung by breathy sound. timbre

whisper sung like whispering. timbre
sung by a creaky voice .

rasp with subharmonics. timbre

vocal fry sung by a cregky voree timbre
and pulse register phonation.
singing like rapping, sprechgesang?, .

spoken and some other styles like speaking. HSC.

shout shouting. misc.

tongue trill a rolling tongue, misc.
occurred on [r] consonant.
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We thoroughly surveyed singing techniques based on instructional books [195, 198] and
other conventional scientific research related to singing techniques [38, 37, 8, 112, 43, 58,
199, 114] and defined the labels for the major techniques that commonly appear in these
references. We manually annotated songs using these labels.

Although many other singing techniques still exist?, we considered the 15 singing tech-
niques shown in Table 6.1 in this study. The pitch contour sketches of these techniques and
spectrogram examples are illustrated in Figure 6.3.

We note that these label names are not unique in the real-world (e.g., scooping is also
called ‘portamento’; ‘glissando’, ‘gliss-up’, and ‘shakuri’ (in Japanese)). We made frame-
level annotations on the audio tracks collected based on the vocabulary. Singing techniques
were carefully annotated by an experienced vocalist (i.e., the author of the thesis) with the
help of sound playback and visualizing the spectrograms and pitchgrams. The annotation
process is conducted on Sonic Visualizer [165].

The actual presence of singing techniques is sometimes confusing. Therefore, we further
made guidelines about the difference between other techniques or non-technique regions for
each singing technique. Figure 6.4 and Figure 6.5 show the annotation guideline of pitch-
and timbre- techniques, respectively.

6.2.5 Melody Annotation

Since pitch is an essential component of singing technique analysis, we further annotated
melodic pitch using Tony [200], followed by manual correction such as removing the un-
voiced parts and reverberation tails. Note that it followed the procedure of manual melody
annotation on MedleyDB [201], whose audio tracks also contain reverb.

6.3 Descriptive Statistics

6.3.1 Song Statistics

Counts [#]

1970 1980 1990 2000 2010 2020
Released year

Figure 6.6: Distribution of song year of release.

The distribution of songs selected for the dataset based on the year of release is shown
in Figure 6.6. Songs can be collected from various eras, ranging from 1968 to 2021. The
distribution of the songs in the dataset is shown in Figure 6.7. The overall length was 4h
47m 39s, and the average length of a song track was 1m 43s. The ratio of technique regions
per song track was 22.8%. We further took the ratio of technique per pitched vocal region
and it was 38.1%.

2 Although discarded in the analysis, we also annotate ‘unknown’ labels if the region seems to represent a singing
technique but is difficult to classify them into any of the techniques above and found 24 unknown techniques in
total. In the techniques, there are some sounds akin to coughing and pig squeals, for example.
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6.3.2 Label Statistics

We present the statistics for the annotated labels as a histogram at the upper side of Figure
6.8. The most frequent technique is ‘scooping ~ . It is followed by ‘vibrato ', ‘bend ’ ,
and ‘drop ~ . This indicates that such techniques are relatively common in J-POP. These
techniques are also used in Japanese commercial karaoke systems for vocal assessment[111].
‘scooping ", ‘bend ’ , and ‘drop’ is portamento, whose frequent use is sometimes considered
undesirable in classical singing [198]. It can be said that this frequent use of portamento is
a characteristic of J-POP.

We show the distribution of techniques by each singer in Figure 6.9 and find that the
occurrence frequency of the techniques is different for each singer. We also confirmed that
scooping appears more than 29 times for every singer, whereas several singers tend to not
use vibrato frequently (e.g., ‘creephyp * , ‘aimyon ’ , and “yoasobi * ).

The lower side of Figure 6.8 and Figure 6.10 shows the total duration and distribution
of each technique using a boxenplot®, respectively. Figure 6.10 shows that most of the
techniques are relatively short (that is, the range between 0.1s and 1s.), especially for ‘drops’,
‘scooping’, ‘bend’; ‘hiccup’, and ‘vocal fry’. The average length of the singing techniques
was 0.4s.

6.4 Singing technique detection on baseline model

In this section, we describe the experiment on the singing technique detection. We conducted
experiments on a multi-class detection scenario, which handles classification and localization
simultaneously. The problem setting is common in several audio temporal identification
problems such as speech identification [202] and sound event detection [203]. Therefore, we
first compare the models that are used in such tasks.

Typically, both of the baseline models are based on recurrent neural networks (RNNs).
RNNS, especially modern architectures such as Long short-term memory (LSTM) [204] and
Gated recurrent unit (GRU) [205], exhibit superiority in terms of capturing the temporal
dependency across different time steps. In addition to extracting local features (i.e., hand-
crafted features or CNN-based features) we incorporate RNNs to capture the temporal
dependencies of singing techniques present in the songs.

Shttps://seaborn.pydata.org/generated /seaborn.boxenplot.html
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Figure 6.8: Statistics of the labels. upper: counts, lower: total duration.

6.4.1 Experimental conditions

We performed singer-wise seven-fold cross-validation during the experiment. We first split
the singers into seven groups. Then, in each run, one group is left out for the test set,
another group is for the validation set, and the rest are used for the training set. Owing to
the label imbalances of techniques between singers, we used the nine most common classes
(i.e., ‘bend,” ‘breathy,” ‘drop,” ‘falsetto,” ‘hiccup,” ‘rasp,” ‘scooping,’” ‘vibrato,” and ‘vocal
fry’), which appear on every fold*. We divided the singer fold to balance the amount of
each technique as much as possible®.

6.4.2 Data preprocessing

We segmented the vocal tracks, which are separated by Demucs v3 [194] in advance, into
10s audio clips and non-overlapping parts at a sample rate of 44.1 kHz. Therefore, they
were converted into 64-dimensional log-mel spectrograms. For experiments that involve the
computation of short-time Fourier transform (STFT), we used a Hann window with 2048
samples to compute the discrete Fourier transform (DFT). The hop size was set to 10 ms

in every experiment.

41t means that the rest omitted techniques, ‘melisma’, ‘trill’, ‘whisper’, ‘tongue trill’, ‘shout’, and ‘spoken’ are
insufficient to detect in seven-fold cross-validation since there are some folds that do not contain such techniques.

5The fold used in the experiments are described in the metadata that is available at the site of COSIAN https:
//yamathcy.github.io/ISMIR2022J-POP/.
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6.4.3 Training details

All models were trained using the RAdam optimizer [206] with a learning rate of le-3.
Training stopped if the value of the loss function on the validation set did not improve for
20 epochs. The model was optimized using the binary cross-entropy (BCE) loss. as follows:

Lyee(pe) = —((1 — pz) log(1 — pr) + ps log(pr)) (6.1)

where p; denotes the model s estimated probability for an input to be classified into class
t. BCE loss is used for the optimization of binary classification problems.
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6.4.4 Evaluation metrics

Our evaluation metrics included segment-based recall (R), precision (P), macro-F-measure
(Macro-F), and micro-F-measure (Micro-F) [207], as well as the F-measure for each
singing technique. We calculated these metrics using sed_eval®. The macro-F-measure
represents the class-wise average of the F-measure, while the micro-F-measure represents
the instance-wise average. These two metrics indicate a similar value when all labels ap-
pear equally, however, there is an imbalance between the number of labels in the dataset
as shown in Figure 6.8. Therefore, we focus more on Macro-F as a main evaluation metric,
since it reflects both the performance of major and minor techniques. We also use Micro-F,
which reflects more on the performance of majority labels, as a sub-evaluation metric. We
set the segment length to 50 ms for the evaluation.

6.4.5 Experiment 1: Comparison on conventional models

We first investigated two models from conventional works to investigate the difficulty of
the task. As baselines, we prepared two conventional models. 1) eGeMaps-LSTM [208]:
eGeMaps [209] is a feature set used in speech emotion recognition tasks. It consists of 25
low-level descriptors for each frame. In this model, we used eGeMaps as an input feature
and fed it to an LSTM model. 2) CRNN [210] A simple CRNN model whose input is a
64-dimensional Mel spectrogram and has three convolutional layers, one Bi-GRU layer and
one FC layer.

The experimental results are shown in Table 6.2. The result showed that CRNN achieved
higher performance than eGeMaps-LSTM in all evaluation metrics. It indicates that the
DNN-based feature extraction is also effective for singing technique detection not only for
singing technique classification described in Chapter 5, where the data are more complex
(i.e., the artifacts of vocal separation in the audio samples, more variety of singers, discrim-
ination of technique/non-technique regions, etc.).

Shttps://tut-arg.github.io/sed_eval/index.html
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Table 6.2: The results of singing technique detection on conventional works.

Macro-F Micro-F P R
eGeMaps LSTM 9.2% 6.3% 11.3%  1.6%
CRNN 37.7% 56.3% 42.2%  39.2%

6.4.6 Experiment 2: Auxiliary information for CRNN

In addition to running the simple setting for CRNN, we also investigated how the consid-
erations of the characteristics of the dataset improve the performance (i.e., label sparseness
and pitch information).

Thus, through the experiment, we attempted to answer the following research questions:
Can modification of the loss function treat the problem of label sparseness? and Can auzil-
tary pitch information help improve the detection performance?.

Label sparseness

As the distribution of the label duration, which is shown in Figure 6.10, most singing tech-
niques have a short duration (i.e., shorter than 1 s). This can cause a label imbalance
between non-technique frames, which can negatively affect detection performance. To alle-
viate the problem, we trained the model using Focal loss [211] instead of BCE loss. Focal
loss addresses this by focusing the training on hard examples (i.e., the frames where singing
techniques appear in this case) and down-weighting the loss assigned to easy examples. The
equation of Focal loss given the output activation p, is as follows:

Lp(pe) = —a(1 = pi)" log(pe) (6.2)
P label =1

= 6.3

be { 1—p otherwise (6-3)

a € [0,1] is a weighting factor for balancing the importance of positive and negative exam-
ples, and the term (1 — p;)? is a modulating factor, with - controlling the rate of dominant
examples. We set a = 0.2 and v = 2 for all conditions in the work that used focal loss.

Pitch information

We further investigated the effect of additional pitch input as auxiliary information. Pitch is
one of the most important components of singing voice. Some of the techniques are related
to pitch information (e.g., vibrato and scooping, have a pattern of the shape to a certain
extent, falsetto frequently appears on higher-pitched notes, etc.) Therefore, it is possible
that explicitly feeding the pitch helps in the detection.

Under this condition, we considered two ways of obtaining pitch in our experiment. One
is the ground-truth (GT) pitch annotation mentioned. However, when used in real-world
applications, it is difficult to obtain correct pitch annotation. Hence, we also used pitch
estimation predicted by CREPE [177] on a separate vocal track. As CREPE can compute
pitch confidence, we adopted the pitch value where the confidence value was higher than 0.5,
whose overall accuracy was 78.0% evaluated by mir eval [212]7. We converted the pitch

"The other metrics were following; 85.9% for voice recall, 29.9% for voicing false alarms, 94.5% for raw pitch
accuracy. The explanation of each metric is described in [213].

76



Table 6.3: The results of the experiment of the effectiveness of pitch information and Focal loss on
singing technique detection.

Macro-F Micro-F P R
BCE 37.7% 56.6% 40.2%  41.7%
Focal 39.6% 57.7% 40.3%  42.6%
BCE-GT 39.1% 57.1% 41.4%  42.8%
BCE-CREPE 39.1% 57.1% 40.2%  41.7%
Focal-GT 40.4% 58.3% 43.1% 42.2%
Focal-CREPE 40.3% 57.9% 42.7% 43.3%

contour to a mel-band pitchgram that has the same frequency dimensions as the input mel-
spectrogram, as in the work of singer identification [26]. Mel-band pitchgram is a 2D binary
representation of pitch contour, whose value is 1 if the corresponding cell is the frequency
band of pitch frequency, otherwise 0. It has the same frequency dimensions as the input
mel spectrograms and has one-hot where the pitch frequency exists. Therefore, we stacked
it on a mel-spectrogram along the channel axis.

Results

First, we show the results for the effect of focal loss in the middle part of Table 6.3. The
detection performance improved by 1.9% in Macro-F. We further studied the class-wise F-
measure, as shown in Figure 6.11, and confirmed that the performance of short techniques,
such as ‘bend’ (38.0% — 41.1%), ‘drop’ (35.7% — 39.3%), and ‘hiccup’ (35.1% — 41.2%)
are especially improved.

This indicates that focal loss can adapt to the sparsity of the label.

Next, we showed the results of the effect of the auxiliary pitch information in the middle
part of Table 6.3. A remarkable finding is that the F-measure of ‘falsetto’ was particularly
improved (51.3% — 56.5%). We also confirmed that the recall value of ‘falsetto’ is raised
more (64.7% — 74.1%) rather than the precision value (45.1% — 48.3%). This indicates that
pitch information hints at the relationship between the sung pitch value and the occurrence
of falsetto (i.e., falsetto can appear only at a higher pitch). We also confirmed that the
input of the CREPE pitch shows a similar tendency.

We further investigated the effects of combining these two types of auxiliary information.
As shown in the bottom part of Table 6.3, the combination of GT pitch and focal loss is
the best condition in terms of both macro- and micro-F values. We can confirm that both
effects of each auxiliary information occur under this condition (red and dark-red bars in
Figure 6.11). This indicates that the condition is robust to techniques that have a short
duration or some relationships with pitch.

6.5 Customization on DNN architecture

As the previous chapter implied, DNN that reflects the characteristics of singing techniques
is effective for the improvement of performance. In this section, followed by the previous
section, we further investigate the utility of characteristics-aware customization for the
detection model. We named the fully customized DNN model as PrimaDNN?’ (pronounced
prima-don-na), which is displayed in Figure 6.12.
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6.5.1 Modification for input feature

To overcome issues we use stacked multi-resolution mel spectrograms and 2D Mel band
pitchgram for the input feature.

Multi-resolution mel spectrograms (MMelSpecs) are made by stacking three mel
spectrograms which have different time-frequency resolutions with each other, to adapt wide
modulation patterns both on time and frequency bands of singing techniques [88]. We adopt
window sizes of (2048, 1024, and 512) for short-time Fourier Transform (STFT) with Hann-
window, maintaining the same size for all mel spectrograms by zero-padding and applying
fixed hop size. All of these mel spectrograms have a frequency dimension of 160 ® and each
frame length of 10 ms.

In addition, we stacked the mel-band pitchgram as in the previous section. Its frequency
dimensions are modified to 160 as same as MMelSpec. For the pitch to be converted, we
adopt a pitch that is automatically extracted by CREPE, since its performance is compa-
rable with the case that adopts a ground truth pitch.

8To maximize the benefits derived from multi-resolution processing, we increased the frequency dimension of the
mel spectrogram from 64 to 160.
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6.5.2 DNN architecture

We adopt Squeeze-and-Excitation (SENet) [214] and Instance normalization [215] for
customization of the convolution layers of the CRNN model. SENet is originally proposed
in the image domain, in order to enhance the representative power of a neural network by
feature re-calibration that emphasizes informative features and suppresses useless ones. As
the right side of Figure 6.12 shows, SENet squeezes the input feature maps by Global average
pooling, then reduces the channel dimension with a ratio of r on the first fully connected
(FC) layer. Finally, the second FC layer rescales the channel dimension and outputs the
importance of each feature map, which has a value range of [0,1]. In all of the conditions
that use SE, we empirically set r to 2 from the grid search on the range of [16, 8,4, 2].

For the normalization method, we use instance normalization (IN) instead of batch
normalization (BN) everywhere in the network to lead the model to focus on features related
to singing techniques. IN prevents instance-specific mean and covariance shift simplifying
the learning process. IN is mainly used in style transfer to disentangle the content and
style [216]. In the audio domain, it is used for speaker emotion recognition [217], speaker
conversion [218] to suppress the effect of non-target attributes (e.g., speaker information,
speech content, etc.) We expect that IN can get invariance of irrelevant attributes to singing
techniques (e.g., singer identity, vocal mixing style, quality of vocal separation, vocal note
density, etc.)

6.5.3 Loss function

The modification of hyperparameters of Focal loss (i.e., @ and «) has potential to the
improvement of the performance. Therefore, we conducted a grid search on the range of
a =10.1,0.13,0.15,0.2,0.25] and v = [1,1.33,1.66,2.0] and set a to 0.13 and 7 to 1.33 for
all conditions that used focal loss in the following parts.

6.5.4 Results

Comparison on different models

First, we compare our proposed model with baseline models. As baselines, we prepared
four conventional models. 1) eGeMaps LSTM[208]: eGeMaps [209] is a feature set used in
speech emotion recognition tasks. It consists of 25 low-level descriptors for each frame. In
this model, we used eGeMaps as an input feature and fed it to an LSTM model. 2) CRNN
[210] A simple CRNN model whose input is a 64-dimensional Mel spectrogram and has three
convolutional layers, one Bi-GRU layer and one FC layer. 3) CNN Self-Attention [210, 219]
Instead of Bi-GRU layer, multi-head attention is applied. This model achieved the best
performance on sound event detection with data imbalance situation [210]. In addition,
we also compared with CRNN+PitchFocal, a CRNN that is fed the Mel-band pitchgram
whose pitch is derived by CREPE and applied Focal loss (i.e., Focal-CREPE in the previous
Section with modified hyperparameters of Focal loss.). All models were trained using the
RAdam optimizer [206] with a learning rate of 1e-3. Training stopped if the value of the
loss function on the validation set did not improve for 20 epochs.

We used binary cross entropy (BCE) as the loss function forCRNN, CNN Self-Attention
and Focal loss [211] for CRNN+PitchFocal as in the original work.
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Table 6.4: The results of the experiment of comparison on conventional singing technique detection
methods with PrimaDNN’.

Macro-F Micro-F P R
CRNN 37.7% 56.3% 42.2%  39.2%
CRNN+PitchFocal [3] 40.2% 55.1% 37.7%  48.0%
CNN Self-Attention [219] 42.0% 59.3% 43.4%  47.7%
PrimaDNN’ [191] 44.9% 60.6% 43.8% 48.3%

Table 6.4 displays the results of the experiment. PrimaDNN’ achieved 44.9% at Macro-F,
60.6 % at Micro-F, 43.8% at Precision and 48.3% at Recall, respectively, as shown in the
bottom of the table. These results indicate that PrimaDNN’ outperformed the conventional
models in all of the metrics.

Ablation study

In order to understand the contribution of each component in PrimaDNN’, we conducted
an ablation study by comparing our full model with several modified versions, as outlined
below:

» Single resolution: Uses only a single resolution mel spectrogram that was processed
by STFT with a window length of 2048.

o No SE: Remove the SE blocks from each convolution layer.
« BN: Replace IN with Batch Normalization (BN).
o No pitch: Removes mel band pitchgram from input.

e 3x3: Adopt 3x3 for the kernel size of all convolution layer. (i.e., instead of 5x5 for the
first and the second convolution layer.)

The experiments showed that the full model outperformed all the modified versions in terms
of both Macro-F and Micro-F.

We examine the class-wise F-measure and compare it with the CRNN+PitchFocal model.
As shown in Figure 6.13, our model outperforms the previous one in most techniques. The
main difference between our model and the previous one is the frequency dimension of the
input feature, where we adopted a higher resolution of 160. This improvement led to better
performance in detecting pitchy techniques such as vibrato’, bend’, drop’, and scooping’,
indicating that higher frequency resolution better represents fine pitch fluctuation.

We also found that the multi-resolution spectrogram improved the detection of vocal fry’
compared to using a single resolution (i.e., with a window length of 2048 only). Vocal
fry’ has a pulsive modulation pattern as shown at the bottom of Figure 4.1. Combining
spectrograms with fine temporal resolution helps capture its characteristics. Additionally,
instance normalization helped with the detection of ‘falsetto’.

The 3x3 condition performed similarly to the full model. However, it showed better
performance on techniques with shorter duration (e.g., drop’ and vocal fry’), but worse per-
formance on techniques with longer duration (e.g., falsetto’, rasp’, and ‘vibrato’), compared
to the full model. This indicates that the size of the receptive fields affects the detection
performance of different techniques.
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Table 6.5: Ablation study on the PrimaDNN’.

Macro-F Micro-F P R
PrimaDNN’(Full) 44.9% 60.6% 43.8%  48.3%
No pitch 39.0% 54.8% 36.6%  47.3%
Single resolution 42.9% 60.2% 441%  46.6%
No SE 43.8% 60.3% 43.0%  48.1%
BN 43.9% 59.6% 44.6% 48.1%
3x3 44.3% 60.0% 43.2%  48.8%

90

80

70

F-measure [%]
w B a [=2]
o o o o

N
o

-
o

Bend Breathy Drop Falsetto  Hiccup Rasp  Scooping Vibrato Vocalfry F-macro
(Overall)

o

mFull = Single resolution =No SE BN mNo Pitch m3x3 mCRNN+PitchFocal
Figure 6.13: The technique-wise F-measures for each method in ablation study.

6.5.5 Detection examples

To investigate the detailed detection performance, we present examples of detections made
by CRNN+PitchFocal and PrimaDNN’ with reference annotations in Figure 6.14. The
example on the left side of the figure depicts a song with many fine fluctuations and note
changes. CRNN+PitchFocal detected many false positives in the vibrato category at the
positions of note transition, whereas PrimaDNN’ was able to suppress such false positives.
The example on the right side of the figure depicts a song with a slow tempo and mellow
mood sung by a female singer. As the figure shows, the section displayed has no falsetto’,
but CRNN-+PitchFocal detected them as false positives. In contrast, PrimaDNN’ did not
detect any ‘falsetto’ sections as per the reference annotations, indicating that it may be more
powerful and robust than CRNN+PitchFocal. More examples are available on the demo
site https://yamathcy.github.io/eusipco23primadnn/ presented at the EUSIPCO 2023
conference.
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"Hotel Pacific” by Southern All Stars. “Hanamizuki" by Yo Hitoto

CRNN+PitchFocal CRNN-+PitchFocal

Figure 6.14: Detection examples. From above, spectrogram, reference annotation, estimation of
CRNN+PitchFocal[3], and estimation of PrimaDNN’ in each row. (Left) Comparison on “Hotel
Pacific” by Southern All Stars. (Right) Comparison on “Hanamizuki” by Yo Hitoto.

6.6 Discussion

As a limitation, the ambiguity of annotation remains. One of them is the singer’s identity.
It can affect the performance of the timbral techniques. We labeled timbral techniques
when the sung voice transformed from the ordinary voice of the singer, and it confused. For
example, the ‘rasp’ from a singer who has a clean voice and the ordinary voice from a singer
who has a raspy voice can be confusing. Therefore, there is still an issue of disentangling
singers’ identity and singing techniques.

Another limitation is the amount of the dataset. Owing to the lack of data, the detection
capability is currently limited to addressing nine singing techniques within the confines of
a supervised learning framework. To boost the detection performance of nine techniques,
additional learning schemes such as semi-supervised learning, transfer learning, data aug-
mentation, etc. might be helpful. There are successful cases in the task of vocal identifica-
tion or playing technique detection of instruments for each of them (e.g., semi-supervised
learning [220, 221, 222|, transfer learning [223, 102], and data augmentation [224]). As
for the other techniques, while naively augmenting the dataset is important for alleviating
this constraint, it is conceivable that an alternative framework may be requisite to effec-
tively address this issue. For example, few-shot learning [225], utilizing coarse-label with
low-granularity categorization [226], etc. are possible frameworks.

We didn’t adopt deformable convolution, which is adopted in Chapter 5, at the feature
extraction part of the DNN model since RNNs have the role of capturing broad temporal
context. However, there is a possibility that capturing geometric patterns on a spectrogram
by deformable convolution further improves the performance. When utilizing deformable
convolution, it may become crucial to focus on appropriately training offset parameters,
particularly in scenarios with limited training data, as in this case.

82



6.7 Conclusion

This chapter presented a study of the detection of temporally appearing singing techniques
in real-world J-POP vocal songs. In addition, we built a new dataset consisting of 168
J-POP songs with annotation of singing techniques. We showed the DNN-based singing
technique detection model and showed a better detection performance than that of the
hand-crafted feature-based model.

We also introduce PrimaDNN’ a DNN architecture that takes into account the specific
characteristics of singing techniques. It employs multi-resolution mel spectrograms and
Mel-band pitchgram for input features, Squeeze-and-Excitation network, and Instance nor-
malization for convolutional layers. The proposed model further improves the detection
performance. Furthermore, it demonstrates an ability to reduce false negatives for diffi-
cult patterns such as those between fast passages and vibrato and non-falsetto singing at
higher-pitch notes and falsetto.

From Chapter 4, we showed that there are certain correlations between the appearance
of singing techniques and musical context (e.g., note pitch and duration, phoneme of lyrics,
the position of phrase, singer, etc.). Therefore, for future work, it is proposed to combine
features related to other musical components such as musical notes, lyrics, and singer in-
formation. This could be done through the use of pre-trained features (e.g., Wav2Vec2.0
[227], ECAPA-TDNN speaker embedding [228]) or multi-task learning.
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Chapter 7

Conclusion

7.1 Summary and Key Contributions

In this thesis, we explored the computational- and technical foundations of analysis and
detection of singing techniques from sung vocal recordings with the purpose of the following;
1) To extend the musicological analysis of singing expression, which is useful for clarification
of singing style yet time-consuming and laborious, by automated workflow. 2) we adopt the
annotations expressed by kind and its temporal region to analyze the singing style.

In part I, we explore the observed singing techniques in real-world sung performances
and analyze the characteristics of singing techniques with correspondence of musical score,
using imitative singing voices. In Chapter 3, we first explored what can be targeted from the
literature including conventional research works and musical teaching books. Our summa-
rization categorized a wide variety of existing singing techniques in terms of pitch, timbre,
voice register, loudness, articulation, pronunciation, and even non-human produced. In
Chapter 4, we found various singing techniques used in the actual vocal performances. We
annotated region labels of singing techniques based on what is described in Chapter 3 as
vocabulary. AIST-SIDB, which is a collection of imitative singing voices of famous J-POP
singers is used for the target. We analyzed the relationships between occurrences of each
singing technique and other musical components such as the identity of the singer and
various musical components (i.e., pitch, pitch range, note duration, vowel phonemes, and
relative position within phrases) and indicated the tendency of co-occurrence relationships.

In part II, we investigate the classification and detection of singing techniques from a
given audio track, especially based on deep learning with inductive biases such as mod-
ulation of components, short duration, diversity of individuality, etc. In Chapter 5, as a
starting point of the identification methodology, we explored the singing technique classi-
fication with the investigations of input feature representation, and the architecture of the
convolutional network. We also investigated the utility of deformable convolution [39] and
imbalance-aware training (i.e., decouple training [171]). We found that 1) multi-resolution
spectrogram performed the best among various feature representations, by its capacity to
capture a wide type of fluctuations. 2) oblong-shaped kernel, which considers the charac-
teristics of the spectrogram (i.e., the vertical axis represents frequency structure and the
horizontal axis represents its temporal change) 3) deformable convolution, which explic-
itly models the geometric transformation can boost its performance, 4) two-stage decouple
training that the inverse-frequency weighted loss is applied only on the classifier retrain-
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ing phase achieved the best performance and is especially effective for minority classes. In
Chapter 6, we tackled singing technique detection on real-world J-POP vocal tracks, whose
problem setting is closer to the real-world singing technique analysis. We first built a new
dataset that enables the training of data-driven methods and the evaluation of the singing
technique detection, annotated region labels of 15 types of singing techniques. We also pro-
posed PrimaDNN’, a novel DNN-based model that reflects the characteristics of the data
for singing technique detection. The experimental results of nine-way singing technique
detection, PrimaDNN’ achieved the best performance with 44.9% for Macro-F, compared
to the hand-crafted feature-based model, the convolutional-recurrent neural network that
is widely used in other audio identification problems, and the state-of-the-art model.
Throughout the thesis, our contribution lies in the following.

e« A summary of singing techniques by category of musical components
« The datasets annotated temporarily appearing singing techniques in songs

« New discoveries about the usage of singing techniques in vocal perfor-

mances

« The DNN-based method of singing technique classification that considers
the characteristics of singing technique data

« The DNN-based method of singing technique detection that takes audio
recordings of real-world vocal repertoires as inputs

« Expansion of detectable singing techniques

7.2 Future works

Finally, we summarize the future perspectives. Since singing expression and singing tech-
niques are ambiguous concepts and difficult to define precisely, there are still an enormous
number of leftovers.

7.2.1 Validity of annotations

The annotation strategy presented in the thesis remains the problem of validity. First, the
problem of region labels, which is adopted in the thesis, is the subjectivity lies both in the
label name and its boundary. While we provide the annotation criteria for AIST-SIDB (Ta-
ble 4.3) and COSIAN (Figure 6.4 and Figure 6.5), there are instances where deciding which
label to assign proves challenging. Similarly, the time boundary of the labels is also am-
biguous in several cases. For instance, in cases where vibrato gradually deepens, annotating
a clear starting point for the label becomes challenging. Since the annotation process on
AIST-SIDB and COSTAN has been done by a single annotator, the subjectivity issue specifi-
cally persists. Although achieving complete elimination of subjectivity in annotating singing
techniques is highly challenging, as the definition and scope of the singing technique itself
lack strict determinations, there are several ways to alleviate these issues such as assign-
ing multiple annotators and taking agreement among these annotators [229, 230, 231, 232],
assigning a verifier who judges the acceptance of the annotation [233, 234], and additional
confidence score [235], etc.
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Another concern lies in the annotation strategy; treating singing techniques that are
difficult to represent by region labels. For example, dynamics is realized by continuous
control of loudness or timbre quality and should be described as the value at every moment
in the performance. Additionally, as shown in Chapter 4, associating region labels with
other information such as acoustic parameters and note information, contributes to a more
comprehensive understanding. The integration of diverse label representations, including
numeric parameters, note-wise labels, and text descriptions in the analysis can provide
greater insights into the nature of singing techniques and the expressive nuances of singers.

7.2.2 Cross cultural and genre singing techniques

In the thesis, we mainly focused on singing techniques that appeared in J-POP. It is quite
possible that popular music in other countries shapes the different occurrence situations (i.e.,
the usage of singing techniques or the taxonomy of singing techniques itself), therefore,
further analysis of such music and cross-cultural comparison can be a future work. The
difference in genres is another problem. Many conventional studies mentioned that there is
a certain relationship between genre and singing style [131]. There is a possibility that the
occurrence and parametric analysis of singing techniques clarify such differences in singing
style between genres. Such the expansion of the target is one of the future work.

7.2.3 Pushing the limit of singing technique detection

There are some limitations to singing technique detection. One challenge involves singing
techniques that are difficult to detect due to the insufficient number of samples, making
it challenging to address using a supervised learning approach. The handling of singing
techniques that never or rarely appear in the dataset, remains a subject open to substantial
debate. Such singing techniques also appeared in COSIAN, which is the dataset to use
singing technique detection. They are anticipated to be uncommon overall, and the initial
point of contention is whether to consider them at all. If consideration is deemed necessary,
methods such as activity detection [236], anomaly detection [222], or approaches suitable
for situations with extremely limited labels, such as Zero/One/Few-shot learning [237], are
considered appropriate.

Another challenge involves the improvement of singing technique classification and de-
tection. Since deep learning methods are evolving rapidly, there are several techniques
to further improve the modeling. For example, the Attention mechanism [238] has be-
come defacto-standard for feature extraction instead of CNN in image domain (e.g., vision
transformer (ViT) [239]), and even in audio domain [240]. Attempts to utilize attention
mechanism for feature extraction of music are now growing area [241, 242, 243]. In addi-
tion, as we adopted Deformable convolution in Chapter 5, there is Deformable attention
[244, 245], which is applied the deformable mechanism on attention mechanism, as the term
indicates. An interesting future work includes the exploration of attention mechanism on
feature extraction. Another direction is utilizing transfer learning. There are constraints
associated with the manual augmentation of data for singing techniques. To address this
limitation, employing a pre-trained model and leveraging transfer learning can serve as a
viable solution. In recent, audio model [246, 247], speech model [227, 248, 249], and musical
audio model [250, 251, 252] have been developed to utilize its powerful representation for
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transfer learning to related downstream tasks. Such models have succeeded both in singing
voice processing [253, 254, 255, 256, 257, 223] and playing technique identification [102],
in terms of that they outperformed each state-of-the-art model many of that is based on
supervised learning. We are now undertaking this problem as a preliminary study [223],
and found that it has the potential to leverage for singing technique identification'. Thus,
the exploration of pre-trained models and the way of transfer learning can be a solution for
further improvement of singing technique detection.

7.2.4 On the usefulness of singing technique classification/detection for
other singing voice tasks

In terms of the application for singing voice processing research, our future work includes
how singing technique classification/detection helps other types of singing voice process-
ing. For example, singing techniques can be a noise for singing note transcription. Its
performance might be improved if singing technique information can be derived as auxiliary
information for singing note transcription. The potential methodologies are explicit mod-
eling of singing techniques as drifts [94, 95], using singing technique-related audio feature
as input [25, 258], and multi-task learning [259, 260, 261] with singing technique classifica-
tion/detection.

For another potential application, we would like to mention singing voice synthesis and
conversion [262, 263, 264, 8, 265, 68]. Detected singing techniques can be utilized as some
parts for manipulation of synthesized singing voices.

7.2.5 Application of automatic singing technique analysis and detection

The ultimate goal is to leverage the research works described in the thesis for singers, listen-
ers, and creators. Singing technique detection enables the visualization of the presence of
singing techniques. Such visualization has the potential for the use of pedagogy for amateur
singers [266]. Furthermore, the representation of singing techniques that are derived from
the singing technique detection model can be used for the vocal track discovery system [267]
for those who are eager to find songs that have good compatibility with them.

I'We discard the content of [223] from the thesis because it is still in the premature stage.
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