Orchestral Manoeuvres in the Light
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See Timbre Spaces and Formant Maps at https://muwiserver.synology.me/dynamic/timbremaps_e.htm
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difficult to interpret.

MFCCs are standard features when it comes to o~
calculating timbral similarity. | 2020: Update of the Formant Map:
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Formant Analysis in Common Signal Analysis Libraries? Via Plotly and P5, the collected values were

synchronized with the music and transferred
to an interactive dynamic formant map, so
that the behavior of instrumental formants in

Why are there almost no formant analysis functions in libraries for the signal
analysis of musical sounds?

Algorithms for formants are completely missing in the common libraries for the wild" in specific " territories” or areas can | Py

musical Sig nal analysis (e.g. in MIRToolbox (Lartillot, Toivianen 2007), Timbre Toolbox (Peeters et al. 2011), be visualized.

Essentia (Bogdanov et al. 2013), Yaafe (2013), Meyda (Rawlinson 2014), LibROSA (McFee et al. 2015), JS-Xtract (Jillings _ _ .

2016), Aubio (2017), MiningSuite (Lartillot 2019) etc.) Here, the arrangement of the instruments in f i
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Possible reasons:

* The research of Stumpf, Schumann etc. has not been translated into English,
the ideas of these authors were not present in English-language literature.

* Formants were discovered "too early", long before there was any idea of
predictable timbre features at all.

formant maps, becomes apparent. @

Similar results can be obtained with MFCCs.
For comparison, a visualization in two
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* Formant estimation via LPC is strongly dependent on the algorithms default created. —
settings.
* Formants tend to be attributed to phonetics (“vowels”), not to musical acoustics.
Current algorithms for formant calculation/estimation could easily be taken from » Although both MFCCs and formants for describing timbral properties have been
already existing phonetics libraries (a.g. Colea (Loizou 1998/9), Praat (Boersma, Weenink, ab 2001), adopted from phonetics into musical acoustics, so far only MFCCs exist as

Parselmouth (Jadoul et al. 2018), Formant Tracker (Kamath 2021), Formant Estimation (Rabiner et al. 2021)) timbre descriptors in common signal analysis libraries for music or timbre
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signal analysis libraries as well.
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