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Abstract

We can not not communicate, humans use body language and facial expressions to com-
municate verbally and non-verbally with others. Humans are experts at deciphering and
understanding facial expressions. Thus, synthesizing them on a virtual face becomes a very
challenging task. Realistic facial animations have various applications like movies, games or
affective interfaces. Often motion capture recordings of real humans are used to provide the
virtual face with realistic motion. Animation controls need to be established to transfer the
captured motion onto the virtual face. To mimic the full essence of the captured motion,
these animation controls need to be carefully planned beforehand which is accompanied with
high effort in terms of spent time and money. The presented thesis would like to offer an al-
ternative approach to the common performance-driven facial animation techniques. Instead
of using motion capture to drive a pre-defined blend-shape rig, this thesis projects motion
capture directly onto a facial mesh. Throughout the proposed pipeline, different methods
for retargeting, rigging and skinning are evaluated. Special attention is given to the fact
that the origin of motion capture and the appearance of the virtual face does not need to
be identical. A constraint for this approach to work is clean motion capture data. For
that, this thesis offers an automatic way to clean facial motion trajectories and establishes
stable and coherent motion curves. To not just give insights about the capability of the
proposed pipeline but also to provide valuable results in the field of perception of virtual
avatars, perceptual experiments are conducted. These experiments reveal the functionality
of the pipeline and show that it is possible to re-use motion capture on different virtual
faces. Additionally, the proposed pipeline is used as a tool to investigate into the perception
of non-verbal communication for virtual avatars.



Zusammenfassung

Man kann nicht nicht kommunizieren, Menschen nutzen Korpersprache und Gesichtsaus-
driicke, um untereinander zu kommunizieren. Dabei werden nicht nur verbal Informationen
ausgetauscht, sondern auch nonverbal. Da wir im Alltag stdndig mit den verschiedensten
Gesichtsausdriicken konfrontiert werden, haben wir notwendigerweise, im Laufe der Evolu-
tion, gelernt, diese zu deuten und zu verstehen, um uns optimal verstiandigen zu kénnen.
Aus diesem Grund muss Gesichtsausdriicken eine gesonderte Beachtung zukommen, wenn
sie synthetisch hergestellt werden sollen. Realistische Gesichtsanimationen spielen in der
Unterhaltungsindustrie und im Forschungsfeld von virtuellen Agenten eine grofie Rolle. Um
realistische Gesichtsausdriicke auf virtuellen Gesichtern zu erzeugen, wird die Technik des
Motion Capturings genutzt - dabei werden Bewegungskurven von echten Menschen dreidi-
mensional aufgezeichnet. Die Bewegungen werden dann mit Hilfe von Kontrolleinheiten auf
ein virtuelles Gesicht iibertragen. Diese Kontrolleinheiten miissen ausgiebig im Voraus ge-
plant werden, um die aufgezeichneten Bewegungen moglichst echt and préazise nachahmen
zu kénnen. Dies kostet oft sehr viel Zeit und Geld. Diese Doktorarbeit méchte eine effizien-
tere Alternative anbieten, indem sie das Motion Capture direkt auf das virtuelle Gesicht
projeziert. Das Besondere dieser Methode liegt in der Tatsache, dass der Ursprung des
Motion Captures und des virtuellen Gesichts nicht identisch sein miissen. Weiterhin unter-
sucht die Arbeit, welche Methode sich am Besten eignet, um die Motion Capture Marker
an das virtuelle Gesicht zu binden. Damit die vorgeschlagene Methode korrekt funktion-
iert, muss das Motion Capture fehlerfrei sein und auch konsistent benannt werden. Im
Zuge dessen bietet diese Arbeit eine Post-Processing Methode speziell fiir Gesichts-Motion-
Capture-Daten an. Um nicht nur die Fahigkeit der vorgestellten Pipeline zu testen, sondern
auch Einblicke in die menschliche Wahrnehmung von virtuellen Agenten zu bekommen, wer-
den wahrnehmungspsychologische Experimente durchgefiihrt. Es hat sich herausgestellt,
dass die erbrachte Animationspipeline in den Experimenten vielversprechende Ergebnisse
geliefert hat und die Moglichkeit der Wiederverwendbarkeit des Motion Captures bewiesen
wurde. Weiterhin kann bestétigt werden, dass die erbrachte Pipeline ein umfangreiches Tool
flir weitere Forschung in diesem Bereich bietet.
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Introduction






“We can not not communicate” belongs to one of the five axioms defined by Watzlawick in
the field of communication theory [WBJ85]. It means that human communication happens
even when we do not actively intended to communicate. It happens subconsciously, thereby,
we also communicate without noticing it. Not just pure informational but also affective
content is communicated. Human beings use their bodies and their faces to communicate
their mood, feelings, attitudes, beliefs, intentions and state of health [Cah90] - even though
the face resembles the smaller part of both communication channels, it is the most significant.
The face offers different cues to communicate like eye-gaze, head motion, the voice and the
facial expression. There, the way of communication differs between verbal and non-verbal.
Previous work showed that 7% of affective meaning are transferred verbally, so with the
help of pure spoken text, however, 38% are transferred via non-verbal prosodic features
of the voice and even 55%, so the highest amount of affective meaning, with the help of
non-verbal facial expressions [Meh68]. From static faces we already derive after 100ms
important personality traits like competence or trustworthiness [WT06]. Facial motion,
however, confirms and sophisticates our first impression and thereby our judgment and
effect on others. Previous work [CW09] showed that dynamics are crucial for the correct
interpretation of facial expressions. As we see faces everyday from the earliest age on, we
are experts at deciphering them. Humans detect even the subtlest and smallest expressions
as well as small deviations in form and motion from natural faces. Hence, it is inevitable to
consider those non-verbal communication cues in virtual faces.

Animating a virtual face in a human-like and natural way is a highly challenging task [PWO08].
The biggest demand for realistic facial animation are movies, video games or affective inter-
faces. A common method in these fields is to capture an actor’s facial motion by tracking
it with markers in three spatial dimensions. The captured motion trajectories need to be
transferred to a virtual face to animate it in a human-like way. To do so, animation controls
need to be created, carefully placed, and manipulated over time. These steps are handled in
the rigging and skinning phase of the facial animation pipeline which count as limiting factor
in terms of time, money and naturalness of the animation [OBP*12]. Rather than providing
generic control of the face, the animation controls are often tailored to the specific 3D-model
and the precisely planned animations. If, during animation production, it becomes clear that
a character’s face should perform an expression that was not planned from the beginning,
the already existing animation controls need to be enhanced or changed. Without an adjust-
ment of the animation controls, the actual captured motion can either only be transferred
to the virtual face in a modified form or even not at all. Adjusting the animation controls
to produce unplanned expressions can be quite expensive. Additionally, to achieve the most
natural animation results, the source motion and the target 3D-face should come from the
same actor [OBP*12]. The more the virtual and real faces diverge the more difficult it is to
create realistic animation results.

This thesis suggests a solution to that problem in form of an alternative facial animation
pipeline. The main focus is on finding a cheaper and more precise way to map captured mo-
tion trajectories onto virtual faces. The facial animation pipeline proposes to directly project
motion capture onto the facial mesh. It offers a particular step for a retargeting of facial
features and motion which solves the problem of the origin of the appearance and motion
needing to be the same. Thus, it is able to project the motion from an actor onto a totally
different virtual face in terms of proportions, size and shape of facial features. Additionally,



the proposed facial animation pipeline offers different methods to bind the retargeted mark-
ers onto the facial mesh by using different scattered data interpolation methods to determine
different areas of influence for the markers. For the proposed facial animation pipeline to
work correctly, the used motion capture needs to be free from noise and the markers need to
be consistently labelled. This thesis offers a post-procession of motion capture data specif-
ically designed for faces, which is able to clean the data in spite of non-rigid movements of
the face and densely located facial markers.

As the facial animation pipeline is based on modules and designed to handle input flexibly,
it can be used to investigate into the perception of virtual avatars. Different aspects of
non-verbal facial communication can be analysed. In a series of experiments it is evaluated
how the appearance and motion influence the emotion categorization and the perceived
naturalness, intensity and typicality of facial expression on virtual avatars. With this, not
just the capability of the facial animation pipeline is evaluated but also valuable information
for the perception of virtual avatars can be derived.



1 Structure of the Thesis

Following the Introduction, the thesis is divided into three main parts:

e Part II: gives a comprehensive overview about state of the art body- and facial anima-
tion pipelines. For each step of the pipeline, explanations about different approaches
are made. The author discusses different techniques and their advantages and disad-
vantages.

e Part III: builds on the discussion of Background Part II and constructively phrases
requirements for a flexible and modular facial animation pipeline. This part is split
into two different chapters: 1) explaining a post-processing technique for facial mo-
tion capture to guarantee coherent and stable motion trajectories and consistently la-
belled motion markers. 2) explaining the proposed facial animation pipeline to directly
project motion capture onto a virtual face, without any extra previously established
mesh requirements such as blend-shapes or modification of the actual motion signal
such as optimizing blend-shapes weights to mimic motion capture input.

e Part IV: evaluates the presented methods extensively with the help of six experiments,
validating the proposed pipeline and giving insights into the possibility of reusing mo-
tion capture for various virtual heads and providing valuable results for the perception
of virtual avatars.

Lastly, the author gives a general Conclusion of the work and ideas for future projects.

2 Academical Work and Contributions

2.1 Publications

Throughout my six years as academical worker and PhD student, I published three papers
as leading author and was contributing to three publications. Each publication as leading
author followed a talk or poster presentation at the associated conference. Additionally, I
was invited to give three talks.
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Leading Author:

e Multimodal affect: Perceptually evaluating an affective talking head, ACM Transac-
tions on Applied Perception, September 2015, Article No.: 17. Following a talk at the
conference “Symposium on Applied Perception” in Tiibingen in 2015.

e AgeRegression: Rejuvenating 3D-Facial Scans, WSCG 2018, Plzen, Czech Republic,
May 28-June 1, 2018. Following a talk at the “International Conference in Central
Europe on Computer Graphics, Visualization and Computer Vision 2018” in Plzen.

e Evaluating the Effect of Clothing and Environment on the Perceived Personality of
Virtual Avatars, IVA ’19: Proceedings of the 19th ACM International Conference on
Intelligent Virtual Agents, July 2019, Pages 206-208. Following a poster presentation
at the “International Conference on Intelligent Virtual Agents 2019” in Paris.

Contributing Author:

e The semantic space for motion-captured facial expressions, Susana Castillo, Katharina
Legde, Douglas W. Cunningham, Computer Animated Virtual Worlds. 2018.

e Personality Analysis of Embodied Conversational Agents, Susana Castillo, Philipp
Hahn, Katharina Legde and Douglas W. Cunningham, IVA ’18: Proceedings of the
18th International Conference on Intelligent Virtual Agents, November 2018 Pages
227-232.

e Integration and evaluation of emotion in an articulatory speech synthesis system, Mar-
tin Schorradt, Susana Castillo, Katharina Legde and Douglas W. Cunningham, SAP
’15: Proceedings of the ACM SIGGRAPH Symposium on Applied Perception, Septem-
ber 2015 Pages 137.

Additional Talks In addition to the presentations given, corresponding to the papers where
I was listed as leading author, I was also invited to give three talks:

e Multimodal Affect: A perceptual test-bed for multimodal communication, at the Hi-
Graphics Workshop in Hirschegg-Kleinwalsertal in 2015.

e AgeRegression: Rejuventation of 3D- Facial Scans, at the HiGraphics Workshop in
Hirschegg-Kleinwalsertal in 2018.

e Humanness of Virtual Avatars, at the Computer Graphics department at the Technische
Universitat Braunschweig in 2018.
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2.2 Teaching Assistance

During my time as academical personnel, I got the chance to collect teaching experience. I
was teaching assistant for 10 Semesters in total, for following four subjects:

e Modellierung, Bearbeitung und Visualisierung von 3D-Objekten (Exercise)
e Grundlagen der Computergrafik (Exercise)
o Text-to-Speech Systems (Seminar)

e Facial Animation (Seminar)

2.3 Supervised Theses

Between 2014 and 2020 I had the honor to advice and co-advice following Bachelor- and
Mastertheses:

Sophie Baschinski (2014) - Semi-automatische Vernetzung eines Gesichtsmodells mit
einem beliebigen Modell eines menschlichen Korpers - Bachelorarbeit im Studiengang
Informations- und Medientechnik

Daniel Schrader (2014) - Entwurf einer Blend-Shape-Pipeline fiir Gesichtsanimationen
- Bachelorarbeit im Studiengang Informations-und Medientechnik

Martin Schorradt (2014) - Integration und Evaluation verschiedener Emotionen in
einem artikulatorischen Sprachsynthese-System - Bachelorarbeit im Studiengang In-
formatik

Martin Buschack (2014) - Anbindung eines Digital Signal Processors an ein Text-To-
Speech System - Bachelorarbeit im Studiengang Informations- und Medientechnik

Martin Karras (2014) - Semi-automatische Methode zur Skeletonisierung von 3D-
Objekten - Bachelorarbeit im Studiengang Informations- und Medientechnik

Elisabeth Vogel (2015) - Age Regression: Transformation von 3D-Kopfmodellen von
Erwachsenen zu Kindern - Bachelorarbeit im Studiengang Informatik

Salmah Ahmad (2016) - Analyse von Mimiken und Gesten von virtuellen Agenten im
Hinblick auf multimodale Kommunikation - Bachelorarbeit im Studiengang Informatik

Bennet Kaluza (2017) - Verfahren zur Erstellung von Weight Maps fur virtuelle Gesichter
- Bachelorarbeit im Studiengang Informatik

Martin Kloss (2017) - Erstellung einer Schnittstelle zwischen konkatenativer und ar-
tikulatorischer Sprachsynthese - Bachelorarbeit im Studiengang Informatik

Steven Richter (2018) - Evaluierung von Personlichkeitseigenschaften eines virtuellen
Avatars im Zusammenhang mit Umgebung und Kleidung - Bachelorarbeit im Studi-
engang Informations- und Medientechnik
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e Viktoria Kohler (2018) - Semi-automatische Manipulation von altersrelevanten Details
in 2D-Bildern - Bachelorarbeit im Studiengang Informatik

e Wei Lu (2016) - Eine analyse-basierte Synthese zur Gewinnung von menschlichen 3D
Bewegungen aus echten und animierten 2D Video Sequenzen - Masterarbeit im Studi-
engang Informations- und Medientechnik

e Daniel Schrader (2017) - Lippensynchronisation mit Hilfe eines dreidimensionalen ar-
tikulatorischen Modells - Masterarbeit im Studiengang Informations- und Medientech-
nik

e Baogiang Yang (2018) - Implementierung und Evaluation einer semi-automatischen

Korrespondenzmethode zwischen Motion-Capture-Daten und Mesh - Masterarbeit im
Studiengang Informations- und Medientechnik
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The last decades brought huge advances in creating artificial representations of real human
beings in fields such as in movies, games, medicine or virtual reality. The development
of technologies such as 3D-scans or photogrammetry help to capture highly detailed static
appearances. 3D-models such as Digital Emily or Digital Ira show that we are close to achieve
photo-realism when it comes to static renderings of virtual humans [USC19a, USC19b]. A
dynamic animation of virtual humans, however, remains a difficult task [PW08, CW09]. As
people see other people everyday and are used to the way they and others move, they are
highly sensitive to abnormalities and thereby are experts at detecting when the movement is
“off” [TP88, Hah88|. Additionally, real motion is highly complex. Human articulations can
have up to six degrees of freedom which need to be carefully modelled and animated over
time to create a realistic and natural motion [TP88, Hah88]. To ease the animation process,
tracking human motion with technologies such as motion capture can help to capture not
just real human body movements but also human facial expressions and transfer them to a
virtual 3D-model.

The following chapters will explain fundamentals in the field of virtual character animation.
First, a general animation pipeline is described, which will be used as a guideline to explain
how virtual bodies and faces of human-like virtual characters can be animated. A detailed
explanation, as well as important techniques for each phase of the pipeline are described.
Due to the flexibility of the face and its non-rigid movement, certain steps in the facial
animation pipeline differ from the body animation pipeline. In the following, this thesis will
differentiate between a body and face animation and explain them separately.

3 Animation Pipeline

The general pipeline for an animation consists of the following five steps [OBP 112, Ker04]:
concept design, modeling, rigging, animation and rendering, see Figure 3.1.

The concept design step covers the planning phase of the animation. It belongs to the pre-
production phase and mainly defines the content of the animation and the appearance of the
animated characters and the environments in terms of shape and style [MMO06]. According to
the previously defined requirements, the geometry of the 3D-model and its deformability is
adjusted in the modeling phase. Also the models, materials and textures are created and UV-
mapped to give the model a better and more detailed look [MMO06]. To allow an animation a
control rig, which resembles the 3D-model’s skeleton, needs to be designed [OBP*12]. The
rig, often is a very abstract, low detailed version of the character’s model and represents
a steering control for the character’s movement. To define how the rig is connected with
the actual model, a separate skinning step is needed. This step is often included in the
rigging phase of the pipeline but for the presented thesis it is of higher importance, it is
listed as separate phase of the animation process. The overall quality of the animation is
highly depending on the quality of the rigging and skinning process. Setting up an easy rig
and skinning it can be done by an expert in a few hours. Rigs used in movies or games
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Figure 3.1: General Animation Pipeline for 3D-characters [Ker04, OBPT12].

are more complex and allow a more lifelike and natural movement. Creating them can take
hours up to days [PWO08]. If the model and the rig are set up and meet the pre-defined
requirements, the character is ready for animation. The animation can be done in different
ways, movement can be manually defined or can come from real human [OBP*12]. In case
of the latter, the general animation pipeline needs to be extended with a retargeting step.
The morphology of the actor, and the driven mesh and rig almost always differentiate in
properties like size or proportions [HRZ'13]. Still, the motion from the actor needs to be
transferred to the virtual character [Gle98, VYCL18]|. Not just certain body parts of the
actor need to be mapped onto the body parts of the virtual character but also the range of
motion needs to be adapted. After the animation is created, it is rendered to a video, so
light changes, material and textural properties are calculate.
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4 Animating Bodies

The human body consists of a skeleton, muscles and skin. The skeleton has 210 bones
which are connected via joints [SLHO7]. Physiologists differentiate between three groups:
immovable, slightly movable and freely movable joints [Gra78], totalling up to 360 joints.
Additionally, the human body has approximately about 650 muscles [Gra78], each of them
ending in tendons, which connect not just the muscle to the bone but also hold bones and
joints together [SLHO7]. A movement is the result of the complex interaction of certain
muscles, which cause a joint to change its angle. A bone, the connected muscles and skin
move rigidly and change their position depending on the angle of the joint [GraT78].

Modeling the complex interaction between bones, muscles and skin for a virtual body is for
most applications too much detail and too computationally expensive. Virtual bodies often
modulate the original structure of the human body down to only two layers: the skeleton and
the skin [TP88]. The skeleton, which is called the rig, abstracts the actual human body to
only bones and joints. The skin, which is called the mesh, represents just the visual surface
of the human body.

4.1 Modeling

After the style, appearance and motion of the character has been defined in the concept
design, the virtual characters can be either modelled manually, scanned from real human
bodies or created out of existing body models [XGL*17].

When a model is created manually, it is modelled by an artist with the help of a modeling soft-
ware like Maya, 3D-Studio Max or Blender. If a 3D-model should resemble a human as close
as possible, 3D-data-acquisition-techniques such as laser scans, photogrammetric methods,
depth cameras or video input can be used [XGL117]. Laser Scanning is the most widely
applied technique because of its high precision, see Figure 4.1. There, unorganized point
cloud data is collected by a laser scanner from real human bodies. After a noise-reduction
via filtering techniques, features of the point cloud such as the armpits are extracted to
build a mesh which resembles the human surface with high topological fidelity [WCY03]. To
create new human-like models, the scanning process does not need to be repeated all over
again. Because human bodies have similar shapes, it is also possible to create existing mod-
els out of pre-captured databases like CAESAR [PWH'17], FAUST [BRLB14] or SCAPE
[ASKT05].

Independent of the modeling technique, the output of the modeling process is always a
3D-model which is a surface representation of the human body. It is a mesh consisting of
vertices, edges and polygons, which topologically allows an animation [PW08|. Obtaining a
high-quality model, which is complex and has a high level of detail determines the quality
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4 Animating Bodies

Figure 4.1: Sample 3D-scan of a male human body, f.l.t.r 3D-mesh, displacement map, 3D
mesh with applied displacement maps, render with material properties and tex-
ture applied [Tenl9].

of the animation noticeably and has a huge impact on the perception of its human-likeness
and its perceived naturalness [XGL117, TP8S].

4.2 Rigging

A rig represents a group of controls which move a 3D-mesh [OBP*12]. To describe the
workings of a rig, Orvalho et al. use the analogy of a marionette [OBP*12]. There, the
puppet resembles the 3D-mesh of a virtual character. In reality, the puppet is controlled by
strings which are attached to limbs. Conceptually, this describes how a rig of a 3D virtual
character works. The rigging of a character often relies on careful planning in the design
phase. Before creating the rig, it needs to be specified which motions the character should
be able to perform and also how the movements should look like in terms of style.

In terms of virtual bodies a rig represents a low level and abstract representation of the
body itself. Based on real human bodies, an articulated structure representing a skeleton is
established to steer the virtual bodies [OBP*12]. Skeleton-rigs are convincing control units,
which are very easy to use and to understand. Such skeleton-rigs can be seen as industrial
standard for body animation. Just like in reality, the bones are connected via joints and
obey an hierarchical structure, for that child bones inherit position, rotation and scale of its
connected parent bone. To estimate a position of the bone the concept of either forward or
inverse kinematics is used. Both methods differ in their input. With forward kinematics the
position, rotation and scale of each bone in the hierarchical structure need to be defined from
parent to child bone to reach a specific pose of the end-effector bone. With inverse kinematics
only a target-position of the end-effector bones is specified and with the help of a kinematics
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4.2 Rigging

solver the remaining bones adapt their position considering anatomical constraints [KOL15].
In general, bone rigs are capable to deform a model in a short amount of time and thereby
enable an animation of a character in a very simple way [OBP12].

It is quite common in areas such as movies or games to create such skeletal rigs manually,
however, it consumes a lot of time and needs to be done by an experienced artist [PYXT09].
A manual construction of the rig gives very accurate results[PYX*09, OBP*12|. Since the
effort for creating such rigs is very high, there has been a lot of research in the field to
automatise the rigging process. To find the skeleton of an object, skeletonization methods
such as thinning, distance-transformation or Voronoi-based methods can be used [PFS13].
All of these methods work on the object’s silhouette either in a 2D-Cartesian coordinate
system or pixel-coordinates in image space.

Thinning summarizes methods which repeatedly removes points of an object’s boundary
until there is only a skeleton-like structure left. These methods preserve the topology of
the body well and work best with low-level, noise reduced boundaries [PFS13]. Distance-
transformations often work use binary images as input. There, the object is resembled by
white pixels (pixel value of 0) and the background is shown in black pixels (pixel value of 1),
see Figure 4.2 (b). Based on these pictures, distance-maps are created where the minimum
distance for each white pixel to the background is calculated. The distances metrics can
be Euclidean-distances, city-block-distances or chessboard-distances [PFS13]. The highest
distances in the distance-maps define the medial axis resembling the skeleton of the character
[PFS13]. Voronoi-based methods find the medial axis of an object, by sampling its outer
boundary and using those sampling points as input to a Voronoi-triangulation, see Figure
4.2(c). The Voronoi-edges and their corresponding set of Voronoi-points which fully lay
inside a polygon resemble the medial axis [Lee82]. The approximation of the medial axis is
correlated with the density of the sampling of the boundary and the level of detail of the
boundary [Lee82].

Distance

transfonm

(1) (a)

Figure 4.2: (a): Distance-transformation [GOB09] (b): Voronoi-based methods [ZSC*14] as
skeletonization-techniques

These methods were designed to find the medial axis of an object in 2D, but their concepts
can also be applied to 3D. Unfortunately, instead of producing a medial axis they will produce
a medial surface [PCYQ18]. Additional thinning methods are needed to create the actual
medial axis of the object.
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4 Animating Bodies

There are a few skeletonization methods which work directly on 3D-objects and lead to pre-
cise results such as Pan et al.’s 3D-Silhouette [PYXT09]. This technique basically extracts
the silhouette of an object in two different 2D-projections combining the information into
one medial axis. Instead of extracting a skeleton, Baran et al. see skeletonization as an op-
timization problem and propose a skeleton embedding technique. They use a given skeleton,
analyse the structure of the given 3D-body and resize the generic skeleton to fit inside the
3D-body by minimizing a penalty function [BPOT].

After the rigging process is done, the model is actually ready for an animation. However, it
is common that during the animation stage of the production the animator needs to ask the
rigger to create new controls because the character needs to perform unplanned movements.
Thus, a character rig is never really done and still evolves during the animation process
[OBP*12].

4.3 Skinning

After the virtual character rig or skeleton is created, it needs to be bound to the surface of
the virtual character [LCF00, PWO08]. Hence, it is defined which bone moves which regions
of the surface of the virtual body and how the area should deform. In more detail, each bone
gets assigned a certain area of influence on the mesh. These areas can be seen as clusters and
contain a finite set of vertices of the mesh. The deformation a bone causes can be different
among the vertices belonging to one cluster. This value of deformation or influence is often
called weight and is stored in weight-maps [PCYQ18, PWO08].

Lewis et al. [LCFO00] were the first to describe the concept of how a skinned surface is moved
mathematically by a rig. A position of a vertex p on a deforming surface of a moving object
is the result of a weighted sum of all rigid transformations applied. The number of bones N
influence the transformation applied to the vertex. The following equation illustrates this
(comparable to Lewis et al.[LCF00]).

=N
P = Z wi - Li g - Pr—1 (4.1)
i

A point’s position p* in a current frame k is calculated from the sum of a weighted combi-
nation of all rigid deformations L per bone ¢ on a point p in a previous frame. The weight
of the bone w; resembles the influence that a bone ¢ has on a point p. Which is derived
from the distance between the vertex and the bone. The smaller the distance is, the higher
the influence of the bone gets. Equation 4.1 also shows that several bones can influence
and thereby move one point. To assure a correct deformation different coordinate-system
transformations need to be considered. The skeleton and the surface are defined in their
local coordinate system and need to be converted into world coordinates. That is why L; ;.
does not just hold the rigid transformation LY, but also the transformation B of a bone i
in the initial frame k£ = 0 from the Skeletal—si)ace (or pose-space) to the world-space and
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4.3 Skinning

the transformation M of point p from the surface’s local coordinate system to the world
coordinate system in the initial frame k& = 0 [LCF00].

Liy = Li} - Bijk=0 - M=o (4.2)

This process is also often called skeleton-subspace-deformation or Linear Blend Skinning
[LCF00, BP07]. State of the Art modeling and animation software often fully automatise
the process of transferring the motion of a bone onto the surface and give overwhelming
results for bodies. The automatic creation of the weight-maps, however, leaves the user
quite often with unsatisfying results.

Early implementations of weight-maps in the skinning process were simply distributing the
weights based on the proximity of the bone [LCF00, BP07]. The closer the bone is to the
vertex, the higher the weight and thereby the influence of the bones deformation on the
vertex. These can lead to serious artifacts between bones, especially at the joints. Baran et
al. [BPO7] state that these methods do not consider the geometry of the model and thereby
can cause artifacts such as weight-mapping the torso even though the considered bone is
controlling the arm. Previous research demonstrate what a good weight-mapping algorithm
should provide [BP07]:

e Weights should not depend on the mesh resolution.
e Weights need to vary smoothly along the surface.

e The distance between two bones should be roughly proportional to the distance of the
joint to the surface (to avoid folding artifacts).

These constraints were considered in more advanced skinning methods [LCF00, BP07]. Lewis
et al. propose a definition of the weights with the help of scattered data interpolation such
as shepard interpolation or radial basis functions (see Chapter 8.3.1 for explanation). Baran
et al. [BP07] describe what is often called a bone heat-algorithm. They propose an analogy
to the heat equilibrium, where the body of a mesh is seen as heat-conducting object which is
isolated towards the outside. It has bones on the inside which emit heat, the vertices on the
surface inherit the temperature based on their distance to the heat source, see Figure 4.3(a).
For simplicity they do not solve the heat equilibrium over a volume but consider only the
surface instead, see Equation 4.3 [BPO7].

Awi—i-H-wi:H-pi (43)

A represents the discrete surface laplacian of the model, p is a vector coding the distance

to the bone, pé- = 1 if the nearest bone to the vertex j is the bone i. Otherwise the vector

pé- = 0. H describes a diagonal matrix with H;; = ﬁ representing the influence of the

nearest bone to the vertex j based on the reciprocal distance-function d(j). When k bones
1

are equally distant to the point p?, Hj; is calculated with & - FOEE The weight-mapping is

now found by solving the system 4.3 under the constraint that Ef:o w; = 1.
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4 Animating Bodies

(a)

Figure 4.3: (a): Heat equilibrium applied to a bone-like control structure and a skinned
surface [BP07]. (b): Results of the state-of-the-art Bone Heat Algorithm by
Baran et al. [BPO7]

Linear Blend Skinning and the Bone-Heat Algorithm work well when it comes to surfaces
which are flat and almost move in 2D, for bodies however aspects such as bulging, stretching
and bending of the skin need to be considered [LCF00, PH06]. Guo et al. [GWO05] add
deformable structures called chunks similar to muscles under the skin to produce such effects.
According to the bodies posture these chunk’s deformation is calculated using the finite
element method. Lewis et al. [LCF00] and Mohr et al. [MGO03] rely on an example-based
approach, where several pre-defined sculpted meshes in different pose are used to copy a
correct bulging and deformation of the skin. Pratscher et al. [PCLS05] suggest an outside-
in-approach which applies a musculature to a skeleton which geometrically deforms the
surface. Hyun et al.[HYC™'05] describe bulging effects with the help of sweep-based surfaces.
When a model moves, vertices which are bound to the sweep surfaces move and follow the
deformation and resulting bulging effects.

Even though these methods give great results, they often need adjustments. It is also very
common to create the weight-maps fully by hand. Skinning is often seen as the bottleneck
of the animation process, as it takes a lot of time and cannot simply be transferred onto
a different character and often needs to be adjusted or created from scratch by an expert
[LCF00, PWO0S].

4.4 Performance-driven Animation

Once the model has been rigged and skinned, the mesh is ready for animation. Motion
trajectories need to be established to provide the character with movement. Literature
[MMO06, Dun14] differentiates between: manual animation, performance driven animation or
procedural.

For a manual animation an animator creates keyframes (static poses) of the characters
by hand. A 3D-animation-software can interpolate in between the defined keyframes and
thereby creates a motion of the character. The animator can put their creativity into practise,
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4.4 Performance-driven Animation

thus, it is simple to create stylized motion especially for characters which have non-human
bodies with e.g. unrealistic proportions [MMO06]. Creating realistic motion, on the other
hand, requires a high level of expertise of the animator. The time effort to create these
animations will increase rapidly with the level of wanted realism, naturalness or even physical
correctness [MMO06, Dunl4]. Therefore, performance-driven animation was developed, as
it allows an animation of a virtual body with real captured movements of real humans
(see Section 4.4.1 for further detail). This method allows a fast and precise capture of
complex motion trajectories, which are realistic, physically correct and natural [XGLT17].
Unfortunately, motion capturing system are expensive, the set-up can take a lot of time
and the captured data can be noisy or contains errors due to self-occlusion. Almost always,
the capturing process needs a manual clean-up. Once the data is clean, the retargeting of
the captured motion onto a character can be difficult, if for example the general body size
differs or the proportions of the actor and the character vary. Additionally, captured motion
is always depending on the actor, meaning the animated character’s range of performed
motion is always consistent with the actor’s. For example if an actor can not do a cartwheel
his virtual counterpart will not either. The motion capturing process is often expensive and
time consuming. To not redo the recording process from scratch, procedural animation is
used. The field of research is called human motion synthesis and generates new motion from
existing recordings [XGL*17]. Motion Graphs, Motion Editing, Motion Interpolation and
statistical Motion Synthesis can be used [XGL'17]. Motion Graphs split a complex motion
into several segments and allow a reassembling of the segments to new sequences of motions.
Techniques have been developed to find the best frame to go from one motion segment
into another one [KGP08]. Motion Editing creates new motion by modifying keyframe data
either manually or automatically [Gle98]. Motion Interpolation, also called Motion blending,
describes the interpolation between two motion capture sequences, such as walking which is
interpolated with a running motion [Gle98]. Statistical Motion Synthesis describes a way of
using machine learning techniques to create new motion. There a motion manifold is learned
from a training database, which can be used to create new motion sequences [XGL™17].

4.4.1 Motion Capture

The term Motion Capture describes the process of recording real-life motion. A motion cap-
ture system consists of sensors whose position and orientation are recorded by several cameras
or other devices over time [MMO06]. There are two different ways to capture real movements:
image-based and sensor-based [XGL™17]. Image-based capturing uses a sequence of images
like videos. To reconstruct a human body, features like the silhouette, edges or the tex-
ture can be extracted by filtering techniques such as high- or low-pass filters. Other feature
tracking methods are the Kanade-Lucas-Tomasi Tracker or Optical Flow [LK*81, HS81].
Using at least two cameras in the capturing system allows a tracking of features over time
which results in a three-dimensional trajectory recovering the motion of the human actor.
To eliminate ambiguities of the pose or self-occlusions several synchronised cameras are used.
Capturing additional information like the depth of an image with devices like the Kinect can
allow a reconstruction of the human pose by using only a single image [Gle99, XGL*17].
Sensor-based motion capture on the other hand uses pressure, optical, acoustic, mechanical
or magnetic sensors to record the movement [Gle99, XGL'17]. The sensors are often worn
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4 Animating Bodies

by the actor in form of a suit. The sensors information are captured by several devices
(cameras or other sensors) and converted into 3D-trajectories reconstructing the human’s
motion over time.

Due to their wireless nature and easy usage, optical sensors are often. Usually, for optical-
based motion capture a set of markers is used, which are stuck onto the actor’s body. These
markers can either be passively reflecting or actively emitting light. The reflected or emit-
ted light is captured by at least three cameras to triangulate the marker’s position [Gle99,
MMO6]. If high-speed cameras are used the captured motion is very precise [Gle99]. Increas-
ing the number of cameras decreases the error of ambiguity and self-occlusion, while record-
ing with high-speed cameras improves motion capture precision [MMO06]. Motion-capturing
systems such as Vicon or OptiTrack are standard in the medical, sports or entertainment-
industry.

An example set-up for optical-based motion capture of the full body can include 40 - 70
markers, whose movements are captured by 12 - 16 cameras [Vic20b, Gra02a, ASK105,
Optl18]. The movements are projected to 15 - 22 segments of the virtual body. Often
bio-mechanical constraints are used to reduce the number of markers [PHO6].
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Figure 4.4: Sample optical-based motion capture marker set-up for the CMU motion
database [Gra02al

The marker set-up heavily depends on the movement to be captured, e.g. focusing on the
legs of hockey players for a sports-engineering application [RRDT17]. Park et al. used a very
high detailed set-up of 350 markers [PH06] which were not just placed on the bony structures
of the body but also on muscular or fleshy parts, to allow a very detailed capturing of the
mesh, thus, they also captured the motion of the skin [PH06].

20



4.4 Performance-driven Animation

4.4.2 Motion Cleaning

After the motion is captured it needs to be cleaned [Gle99]. The motion capture data
is often noisy or incomplete, as errors can arise from occlusions, poor camera resolution,
inconveniently placed markers, losing markers during recordings, self-occlusions and so on.
To create a precise and complete motion this data needs to be cleaned before it is applied
to a virtual character.

Commercial systems such as Vicon [Vic20a] or OptiTrack [Opt18] rely on interpolation meth-
ods such as smoothing kernels or spline fitting to complete the missing data or correct noisy
keyframes [MLCC17]. The user needs to recognize the faulty areas manually beforehand
and tell the system to smoothen or complete those parts of the trajectories. The parameters
for the interpolation function need to be selected carefully to not remove subtle movements
from the motion signal.

OptiTrack offers the possibility to interpolate gaps based on patterns or based on skeleton
constraints. Pattern-based means the faulty markers move along with a reference marker,
so it uses the same movement pattern as its reference. Skeleton-based on the other hand,
means that the markers missing data is generated based on distances to other parts of the
rig such as other joints [Opt18]. A similar approach was presented by Li et al. [LMPF10].
They use neighboring joints to infer data of missing joints, they make use of the bones
rigidity constraints and that during a natural movement bones never change their distances.
Taking advantages of those constraints, disappearing markers can easily be recovered by
considering the other markers and the fixed distances on the related bone. Pattern-based
and skeleton-based methods can provide a good reconstruction of the actual motion signal,
but can not reconstruct motion which has not been captured. As they relay on movement
of reference markers, the reconstruction can only be as good as the motion signal of the
reference markers.

Another representative approach to clean the noisy or missing data is to consider the neigh-
borhood of the faulty marker. Park et al. [PHO6] first manually established a one-ring
neighborhood based on geodesic distances on a pre-defined local reference frame (frame with
most markers visible) and called it the marker surface. Afterwards they merge disconnected
trajectories by estimating the position of occluded markers based on their neighborhood con-
sidering the topology of marker. After connecting the trajectories, some trajectories might
still remain incomplete. Park et al. [PHO06] use Principal Component Analysis to reduce
the motion to a low dimensional space and thereby approximate the best fit for the position
of the faulty marker. In the end, they perform a smoothing of the trajectory to reduce
noise. Park et al. [PHO06] provides good reconstruction of the actual motion signal but needs
manual intervention to establish the neighborhood. A similar but automatic approach is
presented by Hornung et al. [HSKO05]. They consider a few geometric constraints to remove
noise from the data and use signatures for markers which include the markers neighbor-
hood. Therefore, they establish the Euclidean-distances from one marker to the other. If
a marker appears or disappears it can be recognized based on the current distance and the
saved signature distance. Their method can be seen as an extension to Park et al.’s [PHO6]
but does not need manual intervention. Herda et al.[HFP100] extend the idea even more
but also consider time in their motion reconstruction process. They predict on the basis of
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three previous frames how a marker would move, relaying on the nature of the skeleton and
kinematic constraints.

Often motion cleaning can also be seen as an optimization problem. A representative clean-
ing approach, which provides good cleaning results, is the Kalman-filter [LMPF10, AL13]. A
Kalman-filter is an optimal estimator capable of predicting the state of a linear dynamic sys-
tem. It works recursively, basing its current estimation on the previously calculated one and
a new real observation. The Kalman-filter can be used in real-time to optimize the tracking
results or as post-processing method to clean the trajectories [DU07, AL13]. As the Kalman-
Filter optimizes the tracking results it might be possible that small nuances of movement
are removed, thereby subtle individual movements might be erased fully [JKYK18].

Other methods relay on neural networks such as Mall et al. [MLCC17]. They train a deep
neural network with noisy and clean motion pairs. Their network can infer frequency and
phase of the movement based on joint correlations and temporal coherence and can choose
an appropriate filtering technique. The neural network can also fill gaps by considering the
surrounding keyframes. Using neural networks to clean motion capture data can provide
good results but only if the training data is completely noise-free. As this is nearly never
the case for motion capture, a lot of manual cleaning needs to be done, to establish clean
training data for the neural network to work correctly.

4.4.3 Retargeting

Retargeting describes the process of establishing a correspondence between the human body
and the virtual character. The motion capture markers, which are located on the human
body, need to be registered at an equivalent position on the character’s body [MMO06]. Once
the correspondence is established or configured correctly, the human poses can be transferred
onto the virtual character.

Retargeting can be done manually or automatically. State of the art motion capturing sys-
tems and animation systems often offer manual or semi-automatic solutions. When retarget-
ing is done manually a look-up table is created where the animator saves a full correspondence
between the target bones and the source bones [Foul9]. Semi-automatic approaches extract
the hierarchical structure of the source and target skeleton and establishes a correspondence
between them [PP09, MBBTO00]|. Therefore the user needs to specify only a few representa-
tive bones like the feet, hip and the shoulders. Our body shapes highly determine how we
move. A thin small woman dancing will not look the same as a heavy tall man dancing. Al
Brono et al. [ABRB™18] state that physical differences will result in movement differences.
Often the entertainment or medical industry are able to use the same actor for the motion
capture and mesh scanning, or at least find actors with a similar physique. In contrast,
low-budget productions often reuse motion capture of an actor to drive a totally different
virtual character [PH06, ABRB'18]. Al Borno et al. [ABRB'18] state that using motion
capture of a differently shaped person can cause a lack of realism e.g. with foot-skating or
shape-interpenetration [ABRBT18, Gle98].
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The human face consists of 14 bones, of which only the mandibular — the jaw — is movable.
These 14 bones determine the individual shape of the face [PWO08]. On top of the facial bones
lay approximately 43 muscles which allow facial movement. Facial expressions are used to
express feelings, mood or emotions. Connected to the facial muscles is the skin, consisting
of fatty and soft tissue [PWO08]. Skin properties such as skin tone, volume or wrinkles can
give information about state of health, age and environmental factors (such as exposure to
sunlight) of the person [ASR11]. The face also includes eyes, ears, tongue and the neck,
which also contribute to the overall facial appearance and to every facial expression.

Animating the face is a more difficult task compared to body animation [TP88], due to its
individuality, flexibility, its non-rigid movement and its familiarity. Bruce et al. [BY86]
state that facial animation is especially challenging due to a heightened human sensitivity
for facial motion. People are experts at reading another person’s face and interpret even
subtle movements very well [Dro07], therefore abnormalities are easily detected and make
the task of facial animation so challenging.

The following chapter uses the animation pipeline presented in Section 3 in Figure 3.1 as
a guideline. The following sections will explain how facial models are created, rigged and
skinned and how synthetic faces are animated with real-life performances. Methods for
each phase will be explained and compared to common body animation methods. It will be
highlighted why facial animation and body animation use the same pipeline but the solutions
to the individual steps are different.

5.1 Modeling

After the style, appearance and the movements of the character’s face are planned in the
concept design phase (see Figure 3.1), it is time to create an actual 3D-facial- model. The
conceptual design defines which representational technique is useful for the facial model. If
the synthetic face is used for a movie, a game or a virtual agent, a surface representation
is often sufficient enough [PWO08]. For surgical planning, volume representations including
a modeled interior structure of the head are more suitable [PWO08]. In this thesis, surface
representation (see Figure 5.1) of the face are used because they are an established standard
in facial animation for virtual characters [PWO08].

A facial mesh can be created either manually, automatically or modeled out of existing ones
[PWO08]. Modeling a virtual face from scratch requires not only a lot of skill and knowledge
about the facial structure, but also a lot of time. Often images e.g. drawings or photographs
are used as a reference for the 3D-modeling process. Not just the shape of the face needs
to be manually modelled but also texture and normal maps. Such maps provide the model
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with more surface detail without additional geometrical modeling. Thus, the storage-load
and the computational costs are kept low [PWO08].

Figure 5.1: Example of a facial mesh with material and texture properties applied (left) and
in a wireframe representation (right)

Automatic, less time consuming approach are photogrammetric methods, structured light
scanning or 3D-laser scans. For all approaches the 3D-face is derived from a real human
face. The photogrammetric approach builds a 3D-model from several simultaneously taken
2D-images of the same object from different (orthogonal) views. To find and locate a point
on the object’s surface, it is necessary to set all taken pictures in correspondence, with the
help of a wireframe on the face or reference objects in the scene [PW08, CBL*18, JZD'18].
For structured light scanning certain light patterns are projected on the face and captured by
a camera system. Depending on the distortion of those projected patterns, the 3D structure
of the face is derived [RCMT02, FER07]. Usually for a laser-scan of a face a scanning
apparatus is moved around the head, following a circular pattern. The laser measures the
object’s shape and captures textures and surface perturbations in form of normal maps
[BF05, ACP03, PWO08]. Other alternatives to derive the shape of the face are depth-based
images with devices e.g. the Kinect [MCA118, TZL112].

Just like for bodies the output of the modeling process is a 3D-facial-mesh which is a surface
representation of a human face. The mesh consists of vertices, which are connected via
edges. Connecting more than three edges results in a polygon. The positions of the vertices
determine a mesh’s geometry, the connection in between the vertices give information about
the topology of the facial mesh [PWO08|. The topology should be arranged according to the
position of facial muscles to allow an animation [PW08]. Creating a high-quality facial mesh
which has a high level of detail will increase the quality of animation noticeably, which then
will have a huge impact on the human perception in terms of human-likeness and perceived
naturalness [XGL*17, TP8S|.

Even the smallest geometrical changes in a facial mesh can lead to totally different and
individual appearance of the face. Thus, Parke et al. [PWO08] describe how new facial meshes
can be generated out of existing ones. The modifications can be either manually modelled,
locally or globally deformed, or linearly interpolated by blending features of different meshes
together. The following section will give more insight on local and global deformations which
can be applied to a facial mesh to create a totally new 3D-model. When such local or global
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deformations are applied in a certain way the age of the facial mesh can changed. Thus,
adult meshes can be transformed in to child-like meshes. This is part of the topic of age
synthesis and will be explained in more detail in the following section.

5.1.1 Growth Transformations

The following section is part of the Background “AgeSynthesis” section of the published
work: AgeRegression: Rejuvenating 3D-Facial Scans by Katharina Legde, Susana Castillo
and Douglas W. Cunningham, WSCG 2018, Plzen, Czech Republic, May 28-June 1, 2018,
Short Papers Proceedings and was created and published during the research studies of this
PhD thesis.

Natural Aging: The process of natural aging causes significant, idiosyncratic changes in a
person’s face. The appearance of a person’s face at any given age is highly dependent on both
inner and outer factors [Enl89, ASR11, LHR15, LCC18]|. Inner factors are mostly biological.
For example, soft tissue loses its elasticity and volume, fatty tissue gets lost, and the face in-
creasingly resembles the bony structure of the skull [PW08, ASR11, LCC18]. Additionally in-
ner factors like biological sex and ethnic group influence how a person ages [ASR11, LCC18].
Biological sex determines the intensity and duration of the actual aging process and influ-
ences the growth of facial bones, the height of cheekbones, the width of the nose and the
existence of facial hair [Enl89, LCC18]. Outer factors, on the other hand, generally describe
changes arising from environmental causes or lifestyle-based behaviors and refer to things
such as weight, scars, wrinkles due to common facial expressions, effects of the physical
environment (such as frequent exposure to the sun), and the general life experiences of the

person [ASR11, LCC18|.

Aging is not a linear process. In particular, the changes that occur to adults are funda-
mentally different from those that happen during childhood [SMZ107, LCC18]. During
childhood, skin changes are minor while the cranium undergoes various and rapid growth
modifications. In adult aging, in contrast, the shape of the cranium changes very lit-
tle while skin changes can be considerable, including changes due to sunlight and gravity
[PS75, SMZT07].

Age Synthesis: The field of age synthesis describes a synthetic re-rendering of a face
image or a face mesh with an approximation of natural aging or rejuvenating effects. In
particular, the combination of inner and outer factors that occur for a given individual
contribute strongly to the individuality of each human face and must be considered while
age synthesis is preformed [LCC18].

Age synthesis can be classified into the three groups: explicit data-driven, explicit mechanical
and implicit statistical [FGH10, LCC18]. The explicit data-driven synthesis is derived from
shape changes of the head during craniofacial growth. It represents a human face as a list
of vertices, edges and polygons, combined in a 3D - mesh. The process of age synthesis
is done with the help of geometrical scaling, translation, and rotation operations. Explicit
data-driven synthesis changes the mesh geometry, efficiently simulating a shape-change-based
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age-regression or -progression. One of the most well-known explicit data-driven approaches
is the Craniofacial Growth Model [Thol7, PS75, TMS*80, LCC18]. For further information
please see the paragraph Craniofacial Growth Model.

The explicit mechanical synthesis describes changes of skin and other facial tissue during
growth, including the synthesis of wrinkles [FGH10, LZS04b, LCC18]. Wu et al. [WTT94,
WKMMT99, LCC18] present a plastic-viscoelastic model, which simulates dynamic wrinkles.
In their technique, the face is represented with three different layers: muscles, connective
tissue, and skin. During the contraction of the muscles, the connective tissue which is
modeled with Hookian springs simulates the elastic process and thereby pulls the skin in a
specific direction. The main use of this model is to create wrinkles for facial expressions, but
Wu et al. [WTT94, LCC18] also state that changing certain parameters such as stiffness of
the spring and thickness of the connective tissue results in wrinkles caused by aging. They
subsequently revised their model by adding several more layers of skin and by increasing
the quality of their results in terms of skin aging. Other explicit mechanical approaches
do not need to compute a 3D-structure, they achieve good results by warping 2D-images.
Liu et al. [LZS04a, LCC18] present an image-based surface detail transfer method from one
image to another. After aligning two pictures with the help of feature points they apply
Gaussian-filters with a user-specified standard deviation to either increase or decrease the
geometrical surface details which are copied from one image to the other.

The third, and by far most common, class of techniques (implicit statistical synthesis) does
not use physics, but focuses on image-based rendering [SMZ 107, LCC18]. Often the implicit
statistical synthesis is also based on statistic evaluation of the appearance variations of fa-
cial images. These techniques require acquisition of a large number of training data across
a wide age range. Each image in this training set is considered to be a high-dimensional
point in a what Lanitis et al. [LTC02, LCC18] call age space. They use an Active Appear-
ance Model to extract features of the different face images like shape and texture variations.
With the help of a Principle Component Analysis they were able to find several control
parameters that describe common variations in the training set, including one parameter
which corresponds to aging. Their method is used to increase the performance of face recog-
nition systems. Another representative approach is the Multi-Resolution Dynamic Model
presented by Sou et al. [SMZT07, LCC18], which refers to an multi-layered And-Or-Graph
and considers significant aspects of aging like global appearance changes in hair style and
shape, deformations and aging effects such as wrinkles or macules. Given an image as input,
they first build a graph structure and then sample it over various age groups, according to
the learned dynamic model through a Markov process. This enables a simulation of aging
effects relatively well, but it also allows them to simulate variations in the aging process
[SMZ*07, LCC18]. Scherbaum et al. [BSS07, LCC18] use a Morphable Model to extract
shape and texture variations in faces in such a dataset. With the help of a non-linear Sup-
port Vector Regression performed on several shape and texture coefficients, they are able to
learn a function which maps every face in their database to a scalar age value. Calculating
the gradient of the age function allows Scherbaum et al. [BSS07, LCC18] to extract aging
trajectories for shape and texture and thereby alter the apparent age of 3D facial scans.
Golovinskiy et al. [GMP106, BSS07, LCC18] propose a statistical face model to extract and
transfer facial details, like wrinkles or pores. They use high resolution facial scans and split
them into a smooth base mesh and a detailed displacement image. Statistics are performed
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to capture the local orientations and the amount of detail. These statistics can now be used
in combination with a displacement image of another facial scan. Thereby, they are able
to transfer wrinkles of one mesh to another, to make the mesh seem older or smooth the
wrinkles, to make the mesh seem younger.

Craniofacial Growth Model: The Craniofacial Growth Model is one of the most commonly
used synthesis approaches in the field of 3D age re- and progression. The aging process is
determined by inner (biological) and outer (environmental) factors. The Craniofacial Growth
Model focuses on synthesizing the influence of the inner factors which mainly determine the
shape of the head during the aging process.

This class of model’s is based on the observational work of D’Arcy Thompson [Thol7],
who believe that the aging process can be reduced to simple geometrical transformations
[FGH10, TB14, LCC18]|. Pittenger et al. [PS75] expand this by asserting that growth was a
series of visco-elastic events [LCC18]. Mainly, they focus on changes in face shape profiles,
the so called facial angle [TMS*80, LCC18]. They start with the observation that although
the size of an infant’s head is exaggerated, the amount of the cranium that belongs to the
face is very small in comparison. During aging the face grows more rapidly than the rest
of the cranium which results in a change of facial angle[TMS*80, LCC18]. Pittenger et
al. [PS75] model those events — for 2D - images of facial profiles — with the help of affine
shear and cardioidal strain transformations (CST) and were the first ones to phrase aging
in mathematical equations [PS75, FGH10, LCC18]. With the help of experiments they find
that affine shear transformations have less effect on the perceived age of the facial profiles
and produce unidentifiable distortions. They subsequently focused on the cardioidal strain
transformation, which had a much larger effect on the perceived age [TMS*80, LCC18].

Pittenger et al. [PS75] conceptualize the facial profile as a cross-section of a head that
is modeled as a sphere filled with a fluid. A transformation on a certain point depends
on the force which is exerted on that point, which is derived from a function considering
gravity, the density of the fluid and the radius of the sphere [PS75, TMS*80, RC06a, LCC18].
They assume that the pressure is directed radially outwards, distributed continuously and
symmetrically among the vertical axis [PS75, TMS*80, RC06a, LCC18]. That approach was
defined mathematically — for 2D - facial profiles — in polar coordinates for (R, ) with the
following equation [TMS*80, MT83, LCC18]:

with R being the distance of a given point to the origin before transformation and R’ being
the distance of that point to the origin after transformation. The polar angle 6 is the
angle between the line segment R and the vertical or polar axis. The constant k is a
growth-related constant which increases with age [TMS*80, RC06a, LCC18], As can be
derived, this equation defines cardioids and produces distortions in facial profiles. They also
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apply this equation to 3D faces [MT83, LCC18]. Todd and colleagues subsequently revised
the Cardioidal Strain Transformation model (rCST) [TMS*80, LCC18], by adding the age
deformation instead of subtracting it, and replacing the transformation itself with 1 minus
the cosine.

R =R(1+k-(1-cos(h)) (5.2)

Ramanathan et al. [RC06a, LCC18] find that large age transformations can create unnatural
faces, primarily because the rCST-model is global. That is, conceptually the model assumes
that all areas of the face have the same growth rate. They note, however, that in real faces,
different facial regions grow at different rates and that these regions reach maturity (maximal
size) at different times. Ramanathan et al. modify the rCST-model by adding weights to
different collections of radii, effectively altering the rate of growth and maximal size for
different facial regions. The weights are based a subset of Farkas et al.’s [Far94, LCC18|
57 anthropometric landmark measurements. The facial landmarks included features such as
mouth and eye corners, the distance from the forehead to the chin or the distance from one
cheekbone to the other. Since Ramanathan et al. focus exclusively on facial aging visible in
a 2D image, they used only the 24 landmarks that were on the face. Their model has proven
to be useful in discounting age effects in images for automatically identifying people in the
age range of 0 yrs - 18 yrs [RC06a, LCC18].

5.1.2 Expressive Wrinkles

Facial motion does not just change position of the facial features but also changes the ap-
pearance of the skin. As the muscle layer is connected to the skin layer, the skin is pulled in
a certain direction when facial muscles are strained. Thus, wrinkles evolve. Skin itself is not
compressible, thereby the excess skin forms bulges and furrows, also know as wrinkles. There
are two different kinds of wrinkles: expressive wrinkles and aging wrinkles [ZS05]. The ex-
pressive wrinkles are wrinkles which are caused by dynamic facial expressions, aging wrinkles
are caused by frequent facial expressions, the loss of fatty tissue along the aging process (see
section 5.1.1) or common exposure to sunlight. Such expressive wrinkles highly contribute
to the facial appearance and help to interpret the facial expression significantly [ZS05]. A
literature review reveals that wrinkles can be produced with three different techniques to
synthesize expressive wrinkles [ZS05]: texture-methods, physically-based-techniques and ge-
ometric modifications.

Texture techniques focus on changing the surface-normal of the mesh to alter its shading
and thereby let wrinkles emerge. Common methods are bump-mapping or color-mapping
[ZS05]. Bump-mapping describes a normal perturbation which allows a displacement of an
irregular surface from the ideal one without changing its geometry [Bli78]. Blinn [Bli7§]
define the displacement with the help of a function. A surface a point is perturbed by a
displacement-function in the direction of the surface-normal. Blinn’s technique [Bli78] is
by far the most common technique which is used to synthesize expressive wrinkles [Dro07].
The bump-maps which are responsible for wrinkles are called wrinkle-maps. They store the

28



5.1 Modeling

normal-perturbation of the skin during facial expression [Dro07]. Wrinkle-maps are either
created by hand or captured during the digitizing process of the face such as 3D-scanning.
Wrinkle-maps often include peak expressions such as a full stretching or compression of the
face. To allow a wrinkling of just a part of the face the wrinkle-maps are split into regions
such as the mouth or one eyebrow [Dro07]|. Each of the wrinkling parts can be assigned a
weight which allows to change the wrinkles’ intensity. Changing the weight over time allows
an animation of expressive wrinkles. This approach is efficient in terms of computation and
low storage cost. Additionally, animation software has a well established support for wrinkle-
maps. As manual creation of wrinkle-maps can be very time consuming, user interfaces were
designed to fasten this process. Bando et al. [BKN02| introduce an intuitive user interface
to draw wrinkles on body parts such as the hand or the face and adjust their amplitudes on
a 2D-projection of the body part.

Physical-based methods deform synthetic skin by considering bio-mechanical properties
[ZS05]. Wrinkles result from the compression of the skin due to an applied strain which
causes a bulging-effect. Zhang et al. [ZS05] use an anatomical model which provides three
different layers: muscle, skin and skull. Edges and vertices of the skin mesh are converted
into non-linear-springs and point masses. Zhang et al. [ZS05] include a layer of 23 (lin-
ear, sphincter and sheet) muscles which are connected to the skull and the skin. When a
muscle is contracted, the skin deforms under a field of muscles forces. Wrinkle amplitude
is calculated with the help of an anisotropic function according to the skin’s deformation
e.g. an edge’s length before and after the muscle is strain. The wrinkle’s amplitude depends
on the muscle type. Wu et al. [WKMMT99] present a similar approach by introducing a
plastic-viscoelastic model, which simulates expression wrinkles [WKMMT99, WTT02]. In
their technique, the face is also represented with three different layers. Different to Zhang
et al. [ZS05] they use one layer for muscles, connective tissue, and for the skin. During the
contraction of the muscles, the connective tissue — which is modeled with Hookian springs —
simulates the elastic process and thereby pulls the skin in a specific direction.

Geometric methods simulate wrinkles by modifications of the model’s surface geometry with-
out physical-based layers underneath. Larboulette et al. [LCO04] establish dynamic wrinkles
on the face, joints and clothes by creating wrinkle tools which are positioned on the impor-
tant areas of the object. The tools use planar curves which dynamically wrinkle when their
end points are moved together. Thus, they represent a profile of the formed wrinkle from
which the 3D-deformations can be derived. The user can choose between three wrinkling
techniques: the curve can wrinkle only from the beginning and propagate the bumps, it can
wrinkle from both end points or the bumps can appear simultaneously on the curve. The
curve follows the constraint of keeping the length constant when the end points move closer
to each other. The movement of the end points is related to the object’s motion the wrinkle
tool is positioned on. Viaud et al. [VY92] also present a geometric approach. They use a
reference wrinkle mask which consists out of a cardinal spline surface. The spline segments
are modelled to present all existing wrinkles on the face. They cylindrically project the
mask to 2D and align it to any other face either with the help of feature points or related
to corresponding topology. They introduce muscle forces to activate the wrinkles on the
reference mask and cause a bulging effect [VY92].
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5.2 Rigging

Not just for virtual bodies but also for faces, a rigging process needs to be done. Retro-
spectively, a rig can be seen as a group of control units which move a 3D-mesh [OBP*12].
Constructing a reasonable rig for the face is exceedingly difficult. One facial expression moves
many regions of the face non-rigidly and simultaneously, with a different behavior and under
different conditions [OBP112]. The quality of the rig highly determines the quality of the
animation and also the number of possible animations [OBP*12].

To create such rigs, the Facial Action Coding System (FACS) is often used as a reference.
Friesen and Ekman [FET78] provide a classification structure for facial expressions and con-
tributing muscles. Ekman and Friesen [FE78] describe 66 Action Units, which include either
one muscle or a group of muscles of the face, which can be arbitrarily combined to portray
a defined facial expression. This coding system is a great help for animators to construct
realistic facial expressions because it accurately defines which muscles of the face (and their
corresponding regions) need to be strained to create a certain facial expression. FACS, how-
ever, does not provide temporal information therefore it cannot be used to derive motion
trajectories for a facial expression [PWO08].
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Figure 5.2: Facial Rigging Strategies [OBPT12]

Different rigging strategies have been explored: blend-shapes, bone-based, freeform-based
and physically-based [OBP*12], see Figure 5.2. All techniques establish control units which
grant the mesh the ability to move over a time period following a certain motion path.

Out of the four presented techniques in Figure 5.2, blend-shapes are most commonly used
[CBK'06, TZS'16]. In the facial animation context, blend-shapes are different 3D-meshes
which resemble different static peak expressions of the same person [CBK*06, TZS'16]. All
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of the 3D-meshes are in correspondence to each other and are saved as a collection in a rig,
meaning that the topology, vertex order and vertex count between the individual meshes are
the same. Blend-shapes are static peak expressions S; which are stored as a deformation
relative to the basis expression Sy, see following Equation 5.3 [LCF00].

N
FS =580+ ws- (Sk—So) (5.3)
k=1

N resembling the number of existing blend-shapes. The weight wj determines the finale
shape F'S of a mesh by weighting the deformation the blend-shape Sj caused relative to
the basis shape Sp. A number of k£ blend-shapes can be linearly combined into one facial
expression F'S [PWO08]. This way, it is possible to produce e.g. a happily surprised facial
expression as a linear combination of a smiling blend-shape and a surprised blend-shape.
Geometrically this means that a vertex V is deformed by a linear combination of N vectors
[JTDPOG].

N
V= Zwk - Vi (5.4)
k=1

The position of a vertex V is calculated by a weighted combination of the position of the
same vertex in different blend-shapes k. Thereby two constraints need to be satisfied: wj >
0, for all k and Zszl wyg = 1 all blending weights applied to a vertex need to add up to one
to prevent translational in-variance [JTDPOG].

Figure 5.3: Blend-shapes for a virtual character, neutral basis blend-shape (left). Blend-
shapes deforming the neutral expression towards a smile and a wink (middle and
right) [RZL*T17].

Because blend-shapes are either gathered from Laser-scans or manually created, they offer
great spatial accuracy. Setting up the blend-shape rig is often accompanied with a lot
of manual work and profound knowledge about the anatomical structure and dynamics of
the face in terms of muscle actions. To capture the full range of human motion a great
amount of blend-shapes needs to be created [JTDP06]. Joshi et al. [JTDP06] propose to
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segment blend-shapes into smaller areas, like the eyes or the mouth to allow a more flexible
creation of various facial expressions[JTDP06]. Unless the scanned faces or manually created
faces are very well chosen, it is very difficult to create an animation that contains facial
movements that are not in the blend-shape-rig. Additionally, blend-shapes have by default
no temporal information. To animate a model with blend-shapes, the weights wy for k
blend-shapes need to be derived either manually or statistically on a frame-by-frame basis
to create movement.

To some extent, bone-based rigs can solve problems of the blend-shape rigs. A less complex,
more abstract representation of a face serves as control unit for the overlaying facial surface.
Conceptually, bone-based facial rigs work the same as body bone-based rigs (see Section 4.2)
but the workings of joints and kinematics need to be adjusted if not even left aside when it is
used for an animation of a non-rigid surface like the face. The number of bones which deform
facial regions can highly differ depending on their application. Orvalho et al. [OZS08] use
six bones to provide a control structure for a face mesh, Diamant [Dial0], on the other hand,
use 97 bones to animate the face. Because bone-based rigs do not rely on a pre-captured or
sculpted databases of facial expressions, they allow a more flexible deformation of the 3D-face.
Previously unplanned facial expressions can be created by simply translating the bones. This
is much easier than needing to capture a new blend-shape and establish a correspondence
between existing blend-shapes. Thereby, bone-based rigs can be seen as more efficient than
blend-shape rigs [DMBO08]. Unfortunately, the use of bone-based rigs for facial animation
are not common because of their extensive set-up-effort and their high maintenance when
the face should be provided with more flexibility (see section 5.3) [OBP12].

A facial rig can also be based on freeform- or physical control unit [OBP*12]. For both
approaches simple operators allow a manipulation of a complex facial model [OBP*12].
Freeform-based rigging establishes a lattice-object, which consists of a 3D-grid of vertices,
which encompasses the 3D-face model. Modifying the geometry of the lattice object leads
to a deformation of the surrounded face object [KMTT92]. Physically-based rigs create an
expression on the 3D-face by physically simulating the complex mechanics of bones, muscles
and fatty, connective and skin tissue and their interaction. Models which provide a physical-
based rig are often called muscle-based facial models [Wat87, KHS01]. To create such rig,
expert knowledge about the anatomy of the face and the behavior of the muscles is needed.
Coding systems such as FACS can help to accurately place the muscle control units and
activate the correct muscle units to produce the desired facial expression. Platt [PB81]
introduce a tension net as a control structure for the face. Skin is represented by a net of
skin nodes arranged on a plane. These nodes are connected by arcs, which act like Hookean
springs and emulate the elastic properties of skin [PWO08]. Terzopoulos [TW90] extends
the concept of Platt’s tension net to a deformable lattice and layered tissue model which
introduces different layers with different elastic properties mimicking the different layers of
the human face. Waters [Wat87] implements three different muscle types of the face: linear,
sphincter and sheet muscle. He arranged those muscles in a three layered model and used
this as a rig for facial animation [Wat87, TW90, PW08]. Each layer is connected via springs,
each spring behaves according to the tissue layer (cutaneous tissue, subcutaneous tissue and
the muscle layer) it is representing. As soon as a force is applied to the muscle, the springs in
the tension net contract according to their stiffness and thereby propagate the deformation
along the net. Kéhler et al. [KHSO01] present a rig which incorporates on the bulging effects
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and intertwining of the muscles. They implement an automatised method which takes scans
of real humans as input and automatically fits a physics-based rig consisting of facial muscles
and tissue accordingly. Physical-based rigs can produce very accurate deformations of the
facial mesh, but this is often accompanied by higher calculation effort, which makes real-time
calculations often impossible [PW08].

5.3 Skinning

Skinning binds the rig to the mesh [LCF00, PWO08], as explained in the definition of skinning
in Section 4.3. This step only needs to be done for bone-based and freeform-based rigs.

When a blend-shape rig is used, the skinning process is unnecessary, as the control units
(the blend-shapes) are defined as a deformation relative to the mesh’s neutral position.
The mesh and its deformation are already defined in the same reference space and need no
specific binding. When a physical-based rig is used, there is as well no explicit binding of
the control structure needed. Considering the tension net [PB81] or layered muscle model
[Wat87] approach, the muscle and skin layer are connected via springs, each spring reacts
according to its properties when a force is applied and thereby pulls or pushes certain areas
of the skin. Thus, an explicit binding in form of weight-maps is not necessary as the influence
areas of the force are determined by the spring’s stiffness.

For bone-based facial rigs the original skinning definition of Lewis et al. [LCF00] can be
applied, which was already explained in Equation 4.1 and Section 4.2. They state that a
position of a vertex on a deforming surface of a moving object is the result of a weighted
sum of all rigid transformations applied on the vertex. Just like for virtual bodies the de-
termination of the weight — the influence of the bone on a certain part of the mesh — is
difficult to determine. The approaches of Lewis et al.[LCF00], using scattered data interpo-
lation or Linear Blend Skinning to produce weight-maps, or Baran et al.’s [BP07] bone-heat
algorithm 4.3 (please see section 4.3 for further explanation) can also be applied to faces
[DMBO08, VHA17]. Bone-based rigs for faces are often used in real-time applications because
of their efficiency and minimal computational effort.

But as the face moves non-rigidly and more flexible than the body, the areas of influence
for the bones of the facial rig are often not clearly defined and overlap. Different to weight-
mapping bodies, a vertex now actually needs to be transformed by several surrounding bones
to allow the face to move flexibly [OBP*12]. The automatic weight-mapping techniques of
Lewis et al. [LCF00] and Baran et al. [BP07] are often used as a first approximation and
almost all the time need a lot of manual fine-tuning to assure a facial animation without
artifacts [LA07, DMBOS].

When a mesh is deformed by a freeform-deformation, a lattice often serves as reference
object. Lattices are non-renderable 3D-grids which consist of vertices. The skinning process
is similar to the process for bone-based rigs except that this time the control structure lays
outside of the deformable object. Often the weight of a vertex is defined by the proximity
to the lattice-vertices and is then manually fine-tuned. Kalra et al. [KMTT92] extend the
concept of freeform-deformations towards rational-freeform-deformations which also gives
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the opportunity to establish weights for the control points of the lattice to grant a better
control over the deformations [OBP112].

During production it is possible that a mesh undergoes small topological or geometrical mod-
ifications, which often cause a full retake of the skinning of the character. Therefore, some
approaches directly refrain from the use of an explicit rig such as Dutreve et al. [DMOB10].
They propose a segmentation of the face with the help of a watershed-transformation based
on a few pre-defined landmarks. The regions which are the results of the watershed defor-
mation serve as clusters for the facial mesh. Inside the clusters weight-maps are calculated
based on Shepard Interpolation and Barycentric coordinates. Parke et al. [PWO08] also
present a cluster-based deformation method, where the 3D-face is segmented by the features
of the face. Thus, a cluster is responsible for only the mouth or only the nose or only the left
eyebrow. In each cluster the weight-mapping is applied manually or calculated depending
on the proximity to the center of the cluster [LCF00, BPO7, PWO08|.

5.4 Performance-Driven Animation

Once the facial model has been designed, modelled, rigged and skinned, it can be animated.
Just like for body animation, literature [MMO06, PW08, SCR*17] differentiates between:
manual animation, performance driven animation or procedural animation.

A manual animation is often keyframe-based, just like for body animation, the animator
creates keyframes (static facial expressions) of the character by hand. The 3D animation-
software is then able to interpolate between those keyframes and thereby a motion is created
[MMO06]. Facial models which provide blend-shape rigs or bone-based rigs can be animated
manually. For a manual animation with blend-shape rigs an animator specifies a certain
weight for one or a combination of blend-shapes at a certain frame. For a keyframe-based
bone-rig animation, on the other hand, the animator creates keyframes for the rotation, loca-
tion and scale of the bones at a certain keyframe. Independent from the rig, the keyframes are
interpolated by the 3D animation-software to create poses between the specified keyframes.
The user is able to choose between linear interpolation or spline interpolation [OBP*12].
Just like with body animation a manual face animation is complex and expensive. A pro-
fessional animator is needed to keep expenses in terms of spent time and money as low as
possible and to guarantee the desired level of appeal. Often the created animations are in-
fluenced by the creativity of the animator, it is highly difficult to model realistic non-rigid
facial movement by hand [PW08, OBP12].

To guarantee realistic movements of the virtual character, taking motion from actual humans
seems to be an obvious choice. This type of animation is called performance-based animation
[PWO08]. Motion capturing techniques are used to capture a real human’s facial movement
which is then transferred onto the facial rig. This way, the virtual character’s face is deformed
to mimic the actor’s facial motion.

The last alternative is procedural animation, where the animation is generated from discrete
input. An algorithm produces a directed graph called motion graph depending on rules,
constraints or statistics. This allows a sequencing of motions with reasonable transitions
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which have not been recorded [KGP08]. As the motion capture process is often quite time
consuming, such motion synthesis can help to reuse already captured motion sequences
to create new ones. A blending in between captured single motions can be achieved with
motion graphs [SCRT17, KGPO08] or statistical models with transition probabilities [GJHO1].
New synthetic motions can be also be derived using machine learning techniques [LKA 117,
SHMAOQS8]. Just like with body animation, motion editing or motion interpolation can also
be used in facial animation [XGL*17].

The state of the art for automatic, performance-driven facial-animation usually employs a
combination of a blend-shape rig for spatial accuracy and motion capture (or video, or even
audio see [KAL117]) for timing.

5.4.1 Motion Capture

Manually modeling motion is a difficult, time consuming and expensive task. Knowledge
about the underlying structure and dynamics of the face is crucial to animate a character
in an appealing or even human-like way. To reduce the costs and to guarantee realistic
movements of the animated characters, people’s real performances are captured [RV16].
Section 4.4.1 gave a substantial overview about different capturing methods for the body.
As stated, there are two different ways to capture real movements [XGL"17]: Tmage-based
and sensor-based. Image-based capture tracks features over time. To reconstruct motion
trajectories for facial expressions features such as the eyes or the mouth can be tracked with
the help of pre-defined feature-points or contours. Features can be tracked marker-less (see
Figure 5.4(c)) or with the help of points drawn on the skin (see Figure 5.4(b)) [BGY 113,
HMYL15, TZST16, LKA'17, YW17, KSUAAW17]. The tracking is done with the help of
low-pass filters or other strategies such as Non-Rigid-Registration [AFST13], Optic Flow
[HS81] or Kanade-Lucas-Tomasi Tracking [LK*81]. Considerable commercial face tracking
hardware and software solutions are offered by DynamiXYZ [Dyn19], ViconCara [ZHDC18]
and FaceWare [Facl9]. All systems allow a real-time and offline animation of a virtual
character’s face. They capture facial expressions of a performer with the help of head-
mounted cameras. Once the recording is done features are tracked with the help of a virtual
face template, consisting of compounded feature-points for the eyes, nose and the mouth.
The user needs to specify comprehensive frames which show the performer’s face in a neutral
and few peak expressions like an open mouth or open eyes and needs to adjust the face
template manually to the seen facial expression. These annotated frames can serve as training
examples for a neural network or resemble input to in-build tracking algorithms [Facl9,
Dynl19]. DynamiXYZ state that with 2 - 3 frames a tracking can be established. However,
they recommend 50 manually annotated frames to get a stable tracking result. A facial
performance can also be captured with the help of reflective markers, whose 3D-position is
tracked with the help of special cameras [Gle99], resulting in motion trajectories [CLC18,
MWHRIS] (see Figure 5.4 (a)). For body capture, motion capture markers are often placed
on a suit the captured actor needs to wear. For the face, on the other hand, the markers
need to be glued to the actors skin, which can be uncomfortable especially in areas such as
the eyelids.
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Figure 5.4: Example Facial Motion Capture Set-Up: a) using reflective markers [CLC18] b)
using make-up [BLB108] ¢) using contours [PWO08].

5.4.2 Motion Cleaning

FaceWare or DynamiXYZ [ZHDC18, Facl9, Dyn19] are commercial solutions for facial mo-
tion capture. These systems offer a full software pipeline which enables motion tracking,
motion cleaning and retargeting. They use as input simple videos of a facial performance.
To get clean motion capture results, in this context, head-mounted cameras are often used.
As the cameras are fixed to the head and positioned right in front of the face, they assure
that most of the markers or tracked feature points are always present in the captured videos
frames. This way, the problem of occlusion is mainly circumscribed, which also means that
motion capture cleaning problem minimizes remarkably. As commercial systems often do
not expose any algorithmic procedure no explicit explanation can be done to state how the
motion is cleaned. DynamiXYZ [Dyn19] recommends in case of incorrect tracking results,
either an annotation of a few more training frames, a selection of more representative frames,
a modification of the lighting conditions, the usage of high-resolution cameras or that more
points should be drawn on the face [Dyn19, ZHDC18].

Another method to record facial motion is to use optical motion capture. Just like with op-
tical body motion capture, the recorded optical motion capture data for facial performances
also needs to be cleaned [Gle99]. Due to occlusions, bad camera resolution, high reflections
of the skin or facial hair, lost markers and inconveniently placed markers the motion capture
data can be incomplete and highly noisy. To animate a character based on motion capture
the data needs to be clean and consistently labelled. Different from motion capture cleaning
for bodies, rigid body constraints for the face cannot be assumed. Also as even the subtle
movements (micro-movements) can convey something, the noise reduction needs to be done
particularly careful. Simple interpolation methods, spline fitting or smoothing kernels like
Vicon [Vic20a] or OptiTrack [Opt18] use might remove actions of facial muscles which can
lead to a totally different interpretation of the performed motion. To our knowledge, the
cleaning of facial motion capture either is often done completely by hand, which is a te-
dious task, with the help of simple smoothing kernels, or linear or spline interpolation. As
most capturing software are specialized in capturing bodies the used cleaning methods are
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optimized for less dense data input, thereby removing a fine detail from the motion data
is highly probable. To our knowledge there is no published cleaning technique specific for
facial motion capturing.

5.4.3 Retargeting

A common procedure in animation production is to gather the 3D-shape data and the motion
data from the same person’s face. Thus, a transfer of the recorded motion onto a 3D-
representation of the same face is easily established and results in an artifact-free animation
[CB02]. Some tasks, however, require to transfer the motion of an actor onto the facial mesh
of another person, a stylized character or even a creature which does not resemble a human
at all. The individuality of a humans face and the range of motion is highly depending on
the individual face’s shape. Different proportions or different sizes of features like the eyes
or the mouth, allow a person to open the mouth wider or to move their eyebrows upper.
Some people are able to perform motions which others simply cannot do, like raising only
one eyebrow or lifting one side of the upper lip. Using the same person as reference for the
3D-shape and motion data, limits not only the animation to the ability of that one actor,
but also requires a new capturing process for every new actor and new expression.

Re-usability of facial motion capture data has become a huge research topic over the years.
Just like body retargeting (see Section 4.4.3), facial retargeting establishes a correspondence
between two different spaces, it transfers the features and the motion of a source model onto
a different target model. Blend-shape rigs are most commonly used for facial animation,
there retargeting describes a way to determine the blend-shape weights to best match an
actor’s given performances [RV16]. Establishing such a correspondence by hand can be a
tedious and very time-consuming task, there are many different ways of establishing those
correspondences automatically. The author proposes following grouping of automatic re-
targeting methods for the use of blend-shape rigs: feature-based methods, example-based
methods or machine-learning based methods.

The following paragraphs will describe a state of the art of retargeting and the associated
performance-driven facial animation. The listed methods show common facial animation
procedures and will be discussed by the author to find an optimal facial animation pipeline
which works efficiently for arbitrary facial meshes.

Feature-based methods: Feature-based methods retarget motion onto a virtual mesh by
only considering feature-points or feature-lines of the face. Noh and Neumann [NNO1] present
a representative retargeting approach. They directly work on the source and target model
and establish a correspondence based on pre-defined feature points. Noh et al. [NNO1]
use either motion capture motion or manually created trajectories of the source model as
input. They manually pre-define 10 - 35 correspondence pairs between source and target
mesh and use Radial Basis Functions (RBFs) to calculate a dense correspondence between
both meshes. To optimally fit the surface and avoid visual artifacts, the source model
is projected onto target model and a Barycentric weight-interpolation to adjust the dense
surface correspondence. To retarget the motion of the face from source to target model,
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the magnitude and direction of the motion vectors need to be adjusted. Noh et al. [NNO1]
also make use of a Barycentric weight-interpolation. Thus, the target model’s vertices are
projected onto the source model’s triangles. Whenever a source model triangle moves the
corresponding target vertices are also moved as a weighted combination of the vertices of the
triangle of the source mesh [NNO1]. The motion’s magnitude is adjusted by a scale vector
which resembles the ratio between a Bounding Box around certain features like the mouth
in the source and target model [NNO1]. Following these steps Noh et al. are able to clone
an expression, see Figure 5.5. Thus, Noh et al. allow a performance-driven animation of a
facial mesh only with the help of a manually established correspondence and without pre-
captured blend-shapes. As they use Radial Basis Functions to create a dense correspondence
between the source and target mesh, they make it possible to transfer the motion between
geometrically and topologically different meshes. As they use Barycentric coordinates to
align the motion between source and target mesh, they also allow that individual movements
can be transferred between meshes of different proportions and sizes.
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Figure 5.5: Feature-based Retargeting by Noh et al. [NNO1]

Instead of using pure feature-points, contours can serve as correspondence-values between the
source and target model. Bhat et al. [BGYT13] are convinced that a sparse correspondence
between markers — which can be seen as feature-points — is not sufficient enough to capture
the full flexibility of the face. Thus, they use contours of the eyelids and the inner mouth
to geometrically adjust an existing blend-shape basis. Their system tracks, based on 2D
camera-input and filtering techniques, a 2D-feature-silhouettes of the mouth and the eyes.
Based on the extracted silhouettes it calculates per frame a correction for each blend-shape.
This is handled by optimizing the blend-shapes geometry to the shape of the extracted sil-
houette, preventing artifacts with the help of an cotangent weighted Laplacian constraint.
The retargeting problem is here not only present in the optimization technique of the blend-
shape weights but also in the fitting of the tracked curves shape. As Bhat et al. [BGY *13]
adjust the geometry of the blend-shapes they allow a more flexible performance-driven an-
imation especially in the highly deformable facial area of the mouth. They, however, need
a captured blend-shape basis which needs to be established before to allow their method to
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work correctly.

Example-based methods: Example-based methods allow a retargeting based on shape or
motion examples. Many approaches work with pre-defined blend-shapes which resemble ex-
ample expression. A correspondence between the motion and the existing Blend-shapes need
to be established to allow a retargeting of not just static features but also range of motion.
To retarget motion from one actor to another person’s facial mesh, Curio et al. [CBK106]
gathered blend-shapes from one actor using structured light scanning. The blend-shapes
include 46 Action Units from the Facial Action Coding System. Additionally, Curio et al.
[CBK™06] establish a motion capture actuation basis, storing the motion trajectories for the
individual blend-shapes of the Action Units. As both, the scans and the motion trajecto-
ries, are gathered from the same Action Units a semantic correspondence is automatically
established. Every frame of any arbitrary motion capture recording is compared to the peak
frames of the motion actuation basis using the minimal-least-squared error (see Figure 5.6).
For a facial expression such as surprise or sadness, many Action Units are simultaneously
active. Thus for every frame, Curio et al. find a weighted combination of all of the captured
Action Units which contribute to the recorded facial expression. As soon as a optimal fit is
found, the weights are transferred onto the semantically corresponding blend-shapes which
results in an animation [CBKT06] (see Figure 5.6). With this method, Curio et al. allow a
transfer of motion captured expressions with the help of Action Units [FE78]. They thereby
provide temporal dynamics to the Facial Action Coding System. As they match arbitrary
motion capture with their motion actuation database with the help of an optimization prob-
lem individual subtle nuances of facial expressions might get lost. Additionally, only relying
on the Facial Action Coding System might limit the movements of the face. Because the
original 46 Action Units only include movements which are simultaneously performed on
both sides of the face, movements such as raising only one eyebrow are not included.
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Figure 5.6: Example-based Retargeting from Curio et al. [CBKT06]
Pyun et al. [PKC"06] present a method to transfer facial motion from one mesh to another.

They used a 3D-animation of a mesh as input, which serves as source model. Pyun et al.
extract extreme poses from the source model which serve as reference and are modelled as
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blend-shapes on the target model. As source and target model have the same blend-shape
space, it is also often called parallel parameterization [RZL*17]. Pyun et al. recommend
84 different blend-shapes for verbal and non-verbal communication [PKC*06]. The different
poses of the source and target models are parameterized with the help of 20 feature points.
The displacement of the feature points for every blend-shape in the source- and target rig
is extracted. The displacements for the target model are used to span a high-dimensional
parameter space. To reduce those dimension Pyun et al. perform a Principal Component
Analysis which reduces the target space from 60 (20 feature points in three dimensions)
to 18. With this parameter space the retargeting problem can be seen as a scattered data
interpolation problem. Based on Radial Basis Functions (RBF) a weighted combination
of all target blend-shapes are calculated to best approximate the source expression in the
animation [PKCT06]. This method establishes a great motion transfer between source- and
target model but needs a lot of manual intervention as both models need to be provided
with the same set of blend-shapes.

Weise et al. [WBLP11] present a retargeting of motion approach based on pre-defined exam-
ple motion curves. They offer a method which tracks human motion and drives an arbitrary
mesh in real-time. For this, Weise et al. [WBLP11] first create a user-specific template by
fitting a generic prior to depth-based images of the Kinect using a non-rigid registration
approach. Weise et al. [WBLP11] asks the user to perform several expressions which are
neutral, verbal, and non-verbal expressions (19 expressions in total). From this, they re-
construct a FACS-based user-specific blend-shape rig consisting out of 39 expressions. The
motion trajectories for each blend-shape are generated beforehand by an artist. This anima-
tion prior resembles a set of motion curves, in this case blend-shape weights over time. From
these curves a probability distribution is derived and thereby a transition between blend-
shape weights is learned. With the help of Maximum a Posteriori Estimation (MAP), they
guarantee that the calculated blend-shape weights result in a reasonable animation which
comes close to the original input [WBLP11]. This method produces remarkable results but
relies on pre-created motion curves of an artist. Without the motion curves this method
would not be able to work correctly. Additionally, this method needs a calibration phase,
where the generic face prior is adjusted to the user.

Blanco i Ribera et al. [RZL117] cover the problem of automatic motion alignment. Their
main focus is to transfer motion of a real human onto a stylized character which can have
totally different proportions and thereby might be able to deform its face more flexibly and
perform exaggerated expressions. Therefore Blanco i Ribera et al. [RZL"17] need a character
blend-shape rig and a motion capture training sequence of a real human. To establish a
sparse correspondence between the actor’s motion and the defined character’s blend-shapes,
an energy minimization of the displacements in the motion itself and the character’s blend-
shapes is used. Blanco i Ribera et al. [RZL"17] state this optimization can fail or produce
erroneous results when the human and the virtual character have highly different proportions.
Thus, Blanco i Ribera et al. [RZL117], optimize the geometric properties of all personalized
actor blend-shapes with the help of Radial Basis Functions (RBF). RBF’s help determine how
the virtual character’s sparse blend-shapes (neutral pose) need to be deformed to resemble the
actor’s sparse blend-shapes (neutral pose). They establish an energy optimization function
which preserves the local shape properties of the guess while computing the personalized
actor blend-shapes. In the end, Blanco i Ribero et al. maintain similarities and dissimilarities
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between blend-shapes with the help of a graph representation of the relationships between
personalized blend-shapes. This term helps to not just correct one blend-shape to the actor’s
range of motion but also all blend-shapes which are similar to the corrected blend-shape
[RZL*17]. Blanco i Ribera et al. [RZLT17] offer a great approach to align motion between
two differently proportioned faces. This can be especially helpful in the field of stylized
character-animation. But this method also relies on blend-shapes and corresponding motion
capture training sequences which need to be created before the actual animation process.

Machine-learning methods: Similar to examplar-based methods, machine-learning tech-
niques also work with example poses, which are often pre-defined blend-shape and corre-
sponding motion capture training pairs. With the help of this training data a neural network
can learn relationships between blend-shapes and motion capture, which allows a virtual ex-
pression prediction of any arbitrary motion capture data [CPM14]. Deng et al. [DCFNO06]
used a pre-defined blend-shape rig together with temporally synchronized motion capture
and video recordings. A few representative expression-pairs were selected from the video and
the motion capture. Pre-defined blend-shapes are linearly combined to mimic the motion
captured expression. Thus, a mapping between motion capture and blend-shapes is estab-
lished. Subsequently, a Principle Component Analysis (PCA) is performed to reduce the
dimensionality of the motion vectors. Deng et al. [DCFNO06] use Radial Basis Functions as
a simple form of neural network to learn new blend-shape weights for the remaining frames
on behalf of the already corresponding blend-shape weights and their position in the four
dimensional space.

Costigan et al. [CPM14] learn a mapping in between blend-shapes and motion capture
data with the help of machine learning techniques such as Radial Basis Function Networks
(RBEFN) or Multi-Layer Perceptron Artificial Neural Network (MLPANN). Both networks
take pre-defined pairs of motion capture markers and blend-shapes as input and find the op-
timal weights to linearly combine the blend-shapes to mimic any arbitrary motion-captured
expression. Both networks learn a retargeting function to predict blend-shape weights for
unknown motion trajectories. The difference between both networks is the number of layers.
RBEF’s resemble very simple approach to neural networks as they often only work on one
hidden layer, they can only model linear functions between input variables. MLP-ANN,
however, describe a network based on several layered RBFNs, thus, they are able to model
non-linear functions, which might make them more precise but harder to train [CPM14].
Costigan et al. [CPM14] find that an RBFN takes less time to train and is more robust
towards noise and MLP-ANN needs more pre-processing of the raw input data and more
training time but gives more accurate results.

All the listed machine-learning techniques allow a great solution to the retargeting problem
and performance-driven facial animation, but they are only as good as their training data-
set. All those methods use a person’s performance to animate a mesh based on learned
motion-capture-blend-shape - correspondence pairs. If a person, which has highly different
proportions than the captured actor’s the neural network is trained with, the transfer of
the motion might fail. Additionally, if a motion is performed which does is different to the
ones in the motion-capture-blend-shape correspondence pairs, the motion can simply not be
mimicked by the virtual character.

41



6 Perception of Virtual Faces

Human faces communicate a considerable amount of socially important information such
as intentions, moods, expectations, attitudes, and state of health [Cah90, EL72, CW09,
FTE16, LCC18]. Faces also provide information about identity, gender, ethnic group, and
age [RCBT09, FTE16, LCC18]. People intuitively use many of these facial attributes to
determine how to interact with another person. Not all communication information needs to
be verbally expressed, humans use non-verbal signals such as facial expressions, body pos-
tures, hand gestures, eye gaze or prosody to convey socially important information. Previous
research showed that 55% of affective meaning is transferred via facial expressions, 38% with
the help of the prosody of the voice and only 7% with the actual spoken text [Meh68]. When
the speech and non-verbal communication channel convey inconsistent information, the non-
verbal signals are given more weight [MW67, MMNOQ9]. As humans can not not communicate
and constantly express information [WBJ85], any human-like virtual agent which tries to
communicate without facial expressions, body posture or other non-verbal communication
channels will most likely not achieve its intended goal [LCC15].

This thesis presents a flexible and modular facial animation pipeline which can be used to
perceptually evaluate various effects of non-verbal facial signals such as facial expression,
presence and absence of features, gender and age. The following sections will outline based
on different state of the art studies if there is a difference in the perception of virtual avatars
and humans in the field of emotion perception, motion dynamics, appearance, gender and
age and how virtual avatars can be used as a tool to reveal more about the human perception
in those fields.

6.1 Uncanny Valley

The perception of virtual characters is highly determined by their appearance and their
movements. One could assume that the more human a character appears, the more it is
accepted and positively perceived [MMK12, SWH18|. In that context, a known and widely
discussed effect is the Uncanny Valley, first described in the 1970’s by the robotics professor
Masahiro Mori [MMK12]. He envisioned how humans react to different objects (robots,
dolls, corpses and puppets) and hypothesized that people react more positively to robots
which seem less human-like. Mori [MMK12] states that with increasing human-likeness, the
affinity shifts towards repulsion and eeriness. He visualized his concept with the help of a
non-linear graph showing the relationship between the human-likeness of the object and its
perceived affinity. Mori differentiates in between static and dynamically moving objects.

Mori’s hypothesis, as illustrated in Figure 6.1, states that the Uncanny Valley Effect is am-
plified when a human-like object moves dynamically (dashed line) in comparison to static
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Figure 6.1: Uncanny Valley Effect as hypothesized by Mori [MMK12].

objects (plain line). Mori based his hypothesis on anecdotes, subjective opinions and de-
scribes his observations mainly from a technician’s perspective. A review of the literature
focusing on the Uncanny Valley shows that there is an ongoing debate whether or not it
exists. As the possibility, demand and quality of human-computer-interaction increases the
Uncanny Valley Effect gets more and more attention in computer animations for movies,
games and virtual reality. While Mori simply suggests to fully avoid human-like characters
and use abstract and simplified characters instead, other researchers try to explain the origin
of the Uncanny Valley. Seymour et al. [SYDRI19] summarize three theories regarding the

Uncanny Valley.

Theory 1 states that the Uncanny Valley emerges because of a perceptual mismatch. When
a virtual character looks human, people treat it like a real human and are surprised if they
find a subtle divergence from real humans. This surprise leads to a negative emotion which
has a negative impact on the evaluation of the affinity of the avatar.

Theory 2 argues that we perceive the virtual avatar to be human, but slightly imperfect
features lead us to dehumanize it. The features can be unusual deformation of the skin,
unnatural movement or reflection of the skin. The dehumanization leaves negative emotions
and thereby influences our perception of the avatar.

Theory 3 is based on evolution, it states that people react to humanoid virtual avatars
cautious in order of self-preservation. Often virtual avatars fail to show emotions correctly
and are thereby perceived as dishonest, heartless, cold or are perceived to have a personality

disorder.

So far there has not been full empirical evidence for the existence of the Uncanny Valley
[KFMT15]. Still, it is often used as justification of low revenues. Movies like The Polarez-
press, Mars needs Moms or games like LA Noire or Mass Effect lost profits because their
main characters were perceived as eerie, strange or even disgusting [SWH18].
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Seyama et al. [SNO7] searched for experimental evidence of the Uncanny Valley and mor-
phed photographs of artificial and real human faces and captured the observers impression
(comparable to Moris affinity dimension). Seyama et al. [SN07] mainly focused on Mori’s
predicted negative peak of the non-linear relationship between human-likeness and affinity,
and wanted to simulate the effect. Therefore they conducted three different experiments.
For the first experiment they used a simple linear morph between pictures of doll faces and
real female faces. No negative peak providing proof for the Uncanny Valley was found. The
second experiment focused on asynchronously morphing head and eyes. They differentiated
in between head-first (first the head was morphed from doll to human head, followed by
the eyes) and eyes-first (first the eyes were morphed from doll to human eyes, followed by
the head) sequences. For both sequences they found a negative peak evolving for the fully
morphed doll head with human eyes and the fully morphed human head with doll eyes.
They were rated lower on the impression scale (comparable to Mori’s affinity dimension). In
their last experiment Seyama et al. [SNO7| created stimuli with abnormally large eyes also
finding a negative peak on the impression scale. Thus, they were able to simulate the Un-
canny Valley Effect with proportional inconsistencies of facial features in the stimuli [SNO7].
Schwind et al. [SWH18] and Katsyri et al. [KEFMT15] line up with this argument. They say
a perceptual mismatch or inconsistencies in the design process (e.g. realistic facial motion
but dead eyes, cartoon appearance but realistic motion and so on) and thereby a lack of
categorization causes the emergence of the Uncanny Valley.

Creating a human-like virtual character reaches from realistic skin and eye renderings, over
to realistic motion, natural eye movements and correct volumetric deformations during fa-
cial expressions. All these sub-modules work together during an animation of a virtual
character. As humans are such experts in decoding real faces already subtle imperfec-
tion in the synthetic faces can cause slight discomfort and emerge into eeriness or disgust
[SNO7, KFMT15, SWH18]. Schwind et al. present guidelines to avoid the Uncanny Valley.
They state that a consistent level of realism when designing virtual characters can improve
their acceptance by an observer and can create an appealing virtual characters. Schwindt et
al. [SWH18] recommend to avoid dead eyes, to use abstract stylizations and to include the
user in the loop of the design pipeline [KFMT15, SWH18].

Seymour et al. [SYDR19] test two different levels of realism in virtual avatars and gath-
ered experimental results considering affinity, trustworthiness and preferences of the users.
Therefore, they created a Virtual Reality System which tracks and projects a user’s facial
motion and voice onto a photo-realistic avatar which resembles the interviewer and another
user’s facial motion and voice onto a cartoon avatar, which resembles the interviewee. The
user is able to participate in one of following four roles: interviewer, interviewee, audience
member with VR-Headset and audience member seeing 2D projection of the scene. The in-
terviewer and the interviewee are actively investigating into a conversation about the history,
progress and future of Virtual Reality, the audience members are observers of the scene. The
interviewer wears a Head Mounted Camera Rig allowing a 3D-reconstruction of the host’s
expression regarding the Facial Action Coding System. The interviewee only wore a VR-
Headset which had been modified to allow eye and mouth tracking, head and arm tracking
was done externally. With the help of neural network and deep learning techniques the in-
terviewees cartoon character recreated the facial expression of the user based on mouth and
eye tracking. After a 20 minute interview, surveys considering affinity, trustworthiness and
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preference of all participants were conducted. The results show that people show more affin-
ity towards the highly realistic avatar than the guest. Additionally, people who participated
in VR showed even more affinity for the photo-realistic avatar. The interviewer is also rated
more trustworthy than the cartoon character and is preferred more than the interviewee.
Seymour et al. also state that it is highly probable that the detailed transfer of human
motion onto a photo-realistic character helped to avoid the Uncanny Valley as there was no
possibility of a perceptual mismatch [SYDR19]. Subsequently, Seymour et al. summarize
that with the current state of the art in computer graphics and enough computational power
a crossing of the Uncanny Valley is possible [SYDR19).

6.2 Perception of Emotion

People are experts at reading social cues and non-verbal behavior from other human faces
and bodies. In a matter of 50 milliseconds we are able to get a first impression of another
person and determine how we should act around them. We make snap decisions about the
other people’s trustworthiness, we decide if we find another person sympathetic, if we should
be cautious around them and determine if they are an introvert or more gregarious just
based on the first milliseconds we meet them [Dav84, BR74|. The overall appearance of the
other person plays the most important role, but also the body posture, the way they express
emotions and the context of the emotion.

Perception of emotional faces has been widely studied in humans. Ekman [Ekm89] states
that emotions can be identified by pure muscular movements of the face. Based on observa-
tional work, he proposed six categories of facial expressions which he found to be universally
understood [Ekm89, PWO08]. The 6 categories are: sadness, joy, anger, fear, disgust and
surprise [Ekm89, PWO08]. Inside each category the intensity and certain expression details
can vary [Ekm89, PWO08|. The categorization is based on the look, associated muscle ac-
tivation and wrinkle development around the mouth corners, eyebrows, eyes or the nose.
However, emotion perception can not be purely derived from muscle movements. Studies
show that humans are attributing meaning to another person’s facial expression based on
context, like situational context, a body, a voice or eye gazes. Such context contributes to
the perception of emotions [IOK19]. Carroll et al. [CR96] found that situational context
out-weights facial expressions. They used e.g. a person in a frightening situation, but with
an angry facial expression as stimuli. The participants perceived such stimuli as afraid.
Carroll et al. [CR96] also found that this effect is particularly present when the situational
emotion is displayed which does not belong to the universal emotions proposed by Ekman
[Ekm89] (e.g. painful situation but fearful face, was rated as a person in pain). Aviezer et
al. [ATT12| state that a human’s body also influences the perception of the emotions on
the face. They found that body and faces are processed as single units. They showed either
congruent (body and face showed the same emotion) or incongruent (body and face show
different emotions) stimuli in two conditions: either the face is positionally aligned with the
body or misaligned with the body. They found that “breaking a person’s form” reduces
the recognition rate of the facial expression for congruent and incongruent body context.
Miiller et al. [MHD™11] show that audio context also plays a role in the perception of faces.
Their findings state that fearful and neutral faces are perceived as more fearful when sounds
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of screams are present. Ito et al. [IOK19] investigated into emotional context in form of
tears on a human’s face. They showed 2D-pictures of the expressions neutral, sad, anger,
happy, disgust and fearful in two conditions: with added tears on the cheek and without
tears. They found that adding a contextual element such as tears significantly increases the
intensity rating of sadness for all six facial expressions. Ito et al. [IOK19] also show that an
additional tear increases the chance of misinterpretation of a facial expression. They found
a significant increase of the perceived intensity of anger, when adding a tear to a disgust
facial expression. Adding context to a facial expression in form of eye gaze, also contributes
to the perceived facial expression. Adams et al.[AJKO05] show that facial expressions such as
joy and anger are perceived more intense when they are accompanied by direct eye gazes.
Additionally, Bindemann et al. [BBLO08| showed that the correct recognition of happy, sad,
angry and fearful was reduced when eye gaze was averted. Often these studies only base
their results on static pictures, dynamics however can also be important in the perception
of facial expressions (please see Section 6.3 for more information).

From our early years on, we learn how to decipher another person’s face, studies have been
conducted to see if we can also apply our learned knowledge to virtual agents. Vinayagamoor-
thy et al. state that people tend to personify computers and interact with them the same
way they do with humans [CHLC18, VGST06]. We already assign human-like character-
traits to computers like politeness, team-spirit and negativity [RN96, NFM96, NR92], but
what happens when the computer is actually assigned a virtual human-like face? Direct
insights about emotion perception can be derived from the comparison of recognition rates
of emotions on human and virtual faces. Previous work has shown that people are able to
perceive emotions conveyed by a virtual agents [CBKT06, CW09, GCWBO07, LCC15]. And
that we are even able to address certain personality traits [CHLC18, HCC18], like the Big
Five (Openness, Conscientiousness, Extroversion, Agreeableness and Neuroticsm).

Kaétsyri et al. [KKFS03] compare real human faces and synthetic virtual agent’s faces.
Participants are asked to evaluate the expressed emotions of real humans and the virtual
agents. They showed static pictures of the peak expression and dynamic videos (1 — 1.5
sec) of the progression from neutral to the apex of the six basic expressions (Anger, Disgust,
Fear, Happiness, Sadness and Surprise) [Ekm89]. Kétsyri et al. [KKFS03] divided their
participants into two groups: one group saw only static pictures (28 participants) and the
other group saw the dynamic expressions(27 participants). Both groups saw the stimuli for
real humans and virtual agent. Each participant was asked to rate the emotion on a scale
from 1 to 7 on 6 individual scales for happiness, sadness, surprise, anger, disgust and fear.
Katsyri et al. found that the recognition rate for real human stimuli was higher than for
the virtual agent for dynamic and static stimuli. On the contrary, Beer et al. [BFR10] find
that expressions on real and synthetic humans are recognized equally well. They actually
investigated into the effect if older participants perceive emotion of virtual agents differently
than younger participants, but additionally wanted to determine if the emotion recognition
is significantly altered by the human-likeness of the stimuli. Beer et al. gathered 42 younger
adults (between 18 - 28 years) and 42 seniors (between 65 - 85 years) and presented them
pictures containing facial expressions of real humans, synthetic humans and a virtual agent
in form of a cat. The participants saw pictures of five emotions (Anger, Fear, Happy,
Sad and Neutral) for the individual character types. Their results show that the emotion
recognition differed among characters. Emotions such as Sadness and Happiness were the
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best recognized among all character types and among the two different age groups. For the
other emotions, older adults were more likely to mislabel them. Among both age groups the
real human stimuli and the synthetic human stimuli were recognized equally well and the
character type did not show a significant effect among both groups. Beer et al. [BFR10],
however, found that the level of human-likeness of the virtual agent contingent the correct
emotion identification. The recognition rate for the emotions on the cat-like virtual agent
decreased significantly, which allows the assumption that the level of human-likeness has
an influence on the emotion perception. Dyck et al. [DWL108] confirmed Beer’s [BFR10]
findings with an experiment with 32 participants (20 - 60 years) rating images of natural
humans and virtual avatars expressing the six basic expressions (Anger, Fear, Happy, Sad,
Disgust and Surprised). They found no significant difference between the recognition rate
for emotions for natural humans and virtual agents. Looking at the average recognition rates
for both conditions they find that the emotion plays a role. Disgust was recognized better
on real humans than on virtual avatars, fear and sadness, however, was recognized better on
virtual agents than on natural humans.

As these studies confirm that humans perceive emotions on faces of virtual agents and
humans equally well, virtual agents can be used as a tool to study emotion perception in
detail. As any part of a virtual agent, e.g. geometry, texture, lighting, velocity of motion
and so on can be controlled, a virtual agent can be used to produce more consistent stimuli,
alter subtleties of a facial expression more easily, modify features such as velocity or intensity
periodically and more precisely and change geometry or texture to get a more detailed insight
into the way humans perceive emotions.

Griesser et al. [GCWBO07] evaluate which part of the face contributes to different emo-
tions of a virtual agent. They focus on features of the face (mouth, eyes and eyebrows)
and on the rigid head motion. The main goal is to find which areas of the face are most
important for the recognition of different facial expressions. Therefore, they used a blend-
shape-equipped model of a male face which is driven by motion capture of a real human
actor [CBKT06]. With the help of grey-scale masks, they extract different regions of the
face (eyes, eyebrows, and the mouth and combination of all three) during dynamic facial
expressions such as disgust, fear, happy, pleasantly surprised and sad. Additionally, they
included two conversational expressions: thinking and confusion. Griesser et al. [GCWBO07]
conduct three different experiments. The first experiment focused on the impact of the three
individual regions (just eyes, just eyebrows and just mouth), the second experiment exam-
ined the recognition rate of different piece-wise combinations of the regions (eyes-mouth,
eyes-eyebrown, eyebrown-mouth, mouth-rigidhead etc.) and the third experiment investi-
gated into three-way combinations (eyes-eyebrown-mouth etc.). They asked 10 participants
to evaluate the stimuli on a given list of the seven options consistent with their selected
emotions. Additionally, they included the option of “none of the above”. Their results show
a main effect of emotion, which means that some expressions where better recognized than
others. Disgust, happy and sad were recognized particularly well, thinking’s recognition rate
was the lowest overall three experiments. The combination type (individual, piece-wise or
three-way) also showed an significant effect. They also found that rigid head motion highly
contributes to the recognition of facial expressions. Griesser et al. [GCWBO07] compare their
results to the recognition rates for real human videos and find interesting insights: rigid
head motion is sufficient enough to recognize confusion or sadness and for the conversational

47



6 Perception of Virtual Faces

expression thinking the eyes convey the most information. For happy the piece-wise com-
bination of brows-and-mouth and eyes-and-mouth are sufficient enough, the combination of
rigid-head-motion-and-brows and rigid-head-motion-and-eyes score even better recognition
results than the original video for the emotion confusion. As soon as the three-way combi-
nation is shown, people are able to recognize the emotions equally well in comparison to the
original video, which means showing the full face did not score higher recognition rates than
showing only the combination of mouth, eyes and eyebrows.

Virtual agents also allow to test the multi-modality of emotions. Multi-modality means that
different communication channels like facial expression, voice and eye-gaze work together to
convey affective content. Due to their flexible usage, virtual agents allow to alter one or more
communication channels to investigate their contribution to emotion perception individually.
Legde et al. [LCC15] investigate in the field of multi-modality of emotions in virtual avatars.
They analyse if the presence of facial expressions contribute to the perception of emotion.
To synthesize different emotions on a virtual face they used a blend-shape-equipped facial
mesh and interpolated existing expressions linearly. They implemented methods allows their
facial model to utter sentences and move it’s mouth accordingly. Legde et al. [LCC15]
wanted to experimentally confirm that multi-modality helps to convey emotions and see if it
increases intensity ratings of the emotion. Therefore, 100 short audio-video sequences of the
emotions: happy, sad, fearful, contempt, surprised, angry, laughing, confused, thinking and
neutral were rendered. For each emotion five sentences were constructed each conveying a
different emotional intensity. The existing audio track was synthesized by a Text-To-Speech-
System and had affective meaning only in the spoken text, no prosodic changes in terms of
pitch or speech-rate were present. They rendered their stimuli with and without facial
expressions. They showed all of their stimuli to 26 participants asking them to evaluate
the emotions with the help of a given list including the option of “None of the above”.
Afterwards, the participants were asked to rate the intensity of the seen video. The results
showed that the recognition rate was always higher when facial expressions were present. The
intensity ratings also significantly increase when the avatar expressed emotions on differed
communication channels.

6.3 Perception of Motion Dynamics

Recognizing emotions only from a static picture of the peak of a facial expression can be a
very difficult task because humans are used to a dynamically moving faces [CW09]. Dynamic
movement of the face can express further contextual cues for a perception of the facial
expression [WB12]. It is for example a totally different situation, when a face turns from
neutral to angry, or from angry to neutral. Research showed that 100 ms are needed to
sufficiently recognize the meaning of a facial expression [CW09].

Studies have shown that dynamically developing facial expressions are much better recog-
nized than static representations. Bassili et al. [Bas79] show that as long as dynamics are
present, information about the shape and the position of facial features are not necessary
to recognize emotions. Therefore, they put black make-up on actor’s faces and placed a
series of white markers on top of the face. Their results show that basic emotions such
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as happiness, fear, surprise, anger, sadness and disgust scored better recognition rates when
dynamic expressions were shown in comparison to static pictures of the peak of the emotions
[Bas79].

Cunningham et al. [CW09] show that dynamic head, eye and facial motion of real human
faces are more easily recognized than static representations of the same emotions. Nearly
all of the considered expressions (agree, disagree, sad, clueless, confused, disgust, surprised)
were recognized better in the dynamic condition. For the expressions thinking and happiness
the static expressions (at the apex frame) were either equally well recognized or even better
than in the dynamic condition. Cunningham et al. [CW09] emphasize that it is possible that
people treat dynamically moving faces as a series of still photographs and choose the most
expressive parts of the face from different frames to interpret the facial expression [CW09).
That is why another experiment is conducted showing 16 static frames of an expression on
a 4x4 grid either ordered by ascendant frames or scrambled. The recognition rates of the
facial emotion in both of the grid condition was significantly higher than the recognition
rate of the static apex frame but significantly lower than in the dynamic movie-condition
of the 16 frames. Cunningham et al. [CW09] conducted two more experiments focusing on
the influence of dynamics in the perception of facial expressions. They showed the same 16
frames used before in a movie sequence but with a scrambled frame order and backwards.
The recognition rate of the scrambled sequences was similar to the accuracy in the static
conditions, the recognition rate of the backward sequences were similar to the recognition of
the original video sequences.

If motion dynamics are also important for virtual agents has also been researched by various
studies. Kétsyri et al. [KKFS03] compared synthetic and natural stimuli of faces with each
other. Thereby, static and dynamic videos (1 — 1.5 sec) of the progression from neutral
to the apex of the six basic expressions (Anger, Disgust, Fear, Happiness, Sadness and
Surprise) [Ekm89] is shown. The stimuli were seen by two different groups of participants:
one group saw only the static pictures (28 participants) and the other group saw the dynamic
expressions (27 participants) of the real humans and the virtual agents. Each participant
was asked to rate the emotion on a scale from 1 to 7 on 6 individual scales for happiness,
sadness, surprise, anger, disgust and fear. Katsyri et al. [KKFS03] found that for real human
stimuli and for synthetic virtual agent stimuli the presence of motion helps to recognize the
emotion better.

As virtual agents allow a flexible tool to investigate into emotion perception, Wallraven et al.
[WBCBO08] examine six different animation techniques: motion-capture-driven blend-shape
rig (Avatar), a motion-capture-driven blend-shape-rig without head-motion (AvaNoR), Lin-
ear interpolation of blend-shapes (AvaLin), direct skinning of motion capture markers to
the 3D-mesh (AvaClu), 4D-captured data for performed expressions (4DScan) and 4D static
peak frame for each expression(4D Peak). They asked participants to categorize the emo-
tion with the help of a given list, rate the emotion’s intensity, sincerity and typicality of
the emotion on a 7 point-Likert-scale. Their results show that removing the rigid head mo-
tion (AvaNoR) results in the lowest recognition rates of 44%, the Avatar condition resulted
in a much higher recognition rate 65%. This emphasizes what was stated before, deriving
emotions from pure facial expression is difficult and can lead to ambiguous or confusing re-
sults and shows how important rigid head motion is to decipher facial expressions correctly.
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Wallraven et al. [WBCBO0S8] also show that using the motion-capture-markers as a rig and
directly skin the markers to the 3D-mesh (AvaClu - degrading Blend-shapes fully) produces
the best recognition results. Additionally, the perceived intensity of AvaClu and the Avatar
condition was equally high. Wallraven et al. [WBCBO08| show that the recognition rates in
all dynamic conditions are significantly higher than in the static peak condition (4D Peak).
Wallraven et al. [WBCBO0S8] perform another experiment set, systematically blurring shape
and texture on animated expression video sequences. Blurring the shape severely affected
the recognition of emotions, texture blurring, however, did not. For both conditions dynamic
information helped to produce better recognition rates than in the static condition [CW09].
Additionally, they showed that including eyes into their facial model, significantly increased
the recognition rates for the dynamically moving avatar [WBCBOS].

McDonnell et al. [MBB12] investigate into the effect of different rendering styles (Toon-style
and human-style variations) on the perceived appeal, friendliness, familiarity and the trust-
worthiness of a virtual avatar. They used static pictures and short animated video sequences
of two facial meshes animated with motion capture of a male and female. The gender of the
recorded motion matched the gender of the facial mesh. McDonnell et al. [MBB12] found
that the presence of motion showed no significant effect for appeal, friendliness and trustwor-
thiness, leading to the assumption that those characteristics are already derived from static
images of a virtual avatar. But they found a significant effect of movement for the familiarity-
scale, indicating that participants rated the toon-shaded characters as more familiar when
they were moving as when there were static. McDonnell et al. [MBB12] indicate that people
are more likely to notice subtle animation artifacts in avatars which are more human-like
than in toon-shaded characters, that is why they also investigated into perceptual effects of
motion anomalies. They produced animations with very severe animation artifacts (half of
the face is remaining still) and subtle artifacts (not moving eyes) and asked participants to
rate the stimuli on a scale from 1 (extremely unpleasant) - 7 (extremely pleasant). Both
artifact-animations were shown in five different rendering-styles. McDonnell et al. [MBB12]
state that severe artefact were rated as significantly less pleasant than the barely noticeable
artifact, meaning the static eyes were not perceived as unpleasant but the half-animated
face was perceived as very unpleasant. Additionally, the toon-shaded characters for both
artifact-conditions were perceived as more pleasant than the human-like avatars.

6.4 Perception of Appearance, Gender and Age

Virtual Agents have a variety of applications, they can be used in computer games, movies, e-
learning scenarios, costumer support or in training scenarios. It is easy to imaging that, just
as with real people, an appropriate appearance of a virtual agent might be very important
to sustaining the intended reality and maintain reliability, believability and seriousness. The
manipulation of the available visual information (e.g., age, gender, level of realism, color or
style) will have an effect that can be either favorable or unfavorable for the perception of
the virtual human’s expressed emotion.

The following section will describe how the appearance, gender or age can influence the
virtual agents perception.
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6.4.1 Appearance

When considering appearance, the first thing that comes to mind is clothing, the perception
of a virtual human’s abilities or personality can be highly dependent of the things that it
wears. A suit differs from jogging pants, glasses give another impression than a bushy beard,
a bun comes across differently than a pony tail [LC19]. Virtual Reality and Computer-
graphics also offer a different interpretation of the term appearance such as render-style.
Previous work has shown that not just shape, material [ZAJ15] and texture [KKFS03]
but also rendering style [MBB12, ZM14] have an effect on judgment of a virtual character’s
mood, personality and expressed emotion. Artists can use certain stylizations to make a
character more appealing or more expressive, certain features of the face can be exaggerated
or smoothed which might have an effect on the overall perception of the virtual character
[ZAJT15].

Katsyri et al. [KKFS03| show that presence of texture has an impact on the perception
of emotions of virtual agents. They provided static and dynamic stimuli with two different
virtual agents: with realistic skin texture (including facial hair) or a default material applied.
Both virtual agents performed the same facial expressions (Anger, Disgust, Fear, Happiness,
Sadness and Surprise), participants were asked to evaluate the expression (on six individual
scales one for each emotion from 1 to 7) and rate the naturalness (on a scale from 1 to 7).
They found significant differences in the recognition rate of fear, it was recognized better in
the textured condition than in the material condition [KKFSO03].

Wallraven et al [WBF107] show that applying artistic styles such as cartoon, brush-strikes
and half-toning (hatching) to a real-world face or a virtual avatar’s face can influence the
perception of the facial expression. They found that stylization has an effect on the recog-
nition rate, the intensity and the sincerity of the facial expressions. For the recognition of
the expression on the virtual avatar they found significantly higher rates for the hatching
style than for cartoon or brush-strikes; for real-world faces the cartoon style enhances the
recognition rates of the facial expression. For intensity, the brush-strikes scored significantly
lower recognition rates than the other three styles for the virtual avatar and the real-world
face. Neither a stylized virtual avatar nor a stylized real-world actor was perceived as more
sincere than the original [WBF*07].

McDonnell et al. [MBB12] experimentally show that different rendering styles have a signif-
icant influence on the perceived appeal, the friendliness, the familiarity, the realism and the
trustworthiness of a virtual character. They showed static pictures and short animated videos
of a virtual avatar in different rendering styles (Variations of Toon-Styles and Human-Styles).
They asked the participants to rate the avatar among six different 7-point-Likert-Scales: Ex-
tremely abstract - Extremely realistic, Extremely unappealing - Extremely appealing, FEx-
tremely unfamiliar - Extremely familiar, Extremely eerie - Extremely re-assuring, Very un-
friendly - Very friendly, Very untrustworthy - Very trustworthy. They found that the realism
increases with the level of human-likeness of the textures and behavior of the skin. Addition-
ally, they found that the avatar was rated more friendly and trustworthy in a variation of the
Toon-Style. For this experiment, McDonnell et al. [MBB12] also provide a wrinkle-rendering
style which was created based on a wrinkle-map which was rendered on top of the human
texture. This style was analysed in a separate experiment, there was no significant difference
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for the rating scales of appeal, friendliness, familiarity, realism and trustworthiness between
the wrinkle style and the most realistic human rendering style found.

Hahn [HCC18] showed that stylization of faces has an impact on the perception of emo-
tions of virtual agents [HCC18]. They considered three different rendering-styles: cartoon,
hatching, out- and inlines and base style without any stylization on a blend-shape-equipped
male model which is driven by motion capture. They used dynamic stimuli of the expression
confusion, disgust, fear, happy, sad, surprised, thinking and neutral. Hahn [HCC18] conduct
experiments asking participants to fulfill a RIS (Recognition, Intensity and Sincerity)-Task
for each dynamic stimuli, asking them to recognize the emotion, rate the intensity of the
emotion and to assess the sincerity of the expression. They found that certain styles en-
hance or decline the recognition rate, intensity and sincerity of performed emotion. They
found that the rendering-style had no significant effect on the recognition rate of emotions.
But the cartoon-rendered virtual agent always scored the best recognition rates among all
expressed emotions, additionally the in-and-outline-rendered stimuli seemed to have favored
the negative emotions such as disgust or sadness. The intensity and sincerity ratings were
not influenced by the rendering style.

Zell et al. [ZAJT15] investigate into the effect of shape and material of the virtual character
on the perceived appeal, realism, eeriness and familiarity. They also examined how shape
and material affect the perceived intensity of different facial expressions such as anger, hap-
piness, surprise and sadness. Zell et al. [ZAJT15] create three different levels of stylizations
for a male virtual avatar for shape and material: real human, and two artistically created
stylizations which were experimentally evaluated. Therefore, Zell et al. [ZAJ'15] animate
each of the four facial expression in every stylization-combination and asked participants
to rate the virtual avatar on five 7-point-Likert-Scales evaluating the appeal, eeriness, real-
ism,familiarity and attractiveness (similar to [MBB12]). Their main finding were that the
shape of the virtual avatar’s face is the key component to perceived realism. Material is the
key attribute for perceived appeal, eeriness and attractiveness. When the level of stylization
is increased the level of realism is decreased. Shape, however, seems to be the dominant
factor, because realistic materials suffered a decreased rating in realism when the shape was
not realistic. In a second experiment, Zell et al.[ZAJ"15] sample their stylization space for
shape and material more densely and included different characters into their stimuli set.
They found that stimuli mismatching shape and material were rated as less appealing, less
attractive and more eerie. Additionally, Zell et al. [ZAJ*15] also examine the recognition
of emotion and the level of rated intensity when different shape and material stylizations
are shown. They asked the participants to classify the emotion from a given list and to rate
its intensity on a 7 point-Likert-Scale. The results show that shape is a dominant factor
for perceived expression intensity. For recognition they found interaction effects between
expression and shape also expression and texture.

6.4.2 Gender

Previous research found that people treat technologies as social communication partner,
thereby they interact with e.g. computers just like they would with another human beings
[RN96]. One of the first features that we detect from another human interlocutor is the
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gender. T'wo social theories suggest that we determine how we interact with another human
based on their gender. The similarity-attraction theory states that people are more attracted
to similar people [VHT15]. Similarity can mean a variety of things such as ethnic group,
age, hair color, face shape, personality traits or gender. The second theory is the social-
role-theory [EW16], indicating that men and women have different social roles in society.
Based on the gender, the interlocutor decides how to interact with a person or applies certain
stereotypes for character traits or workplaces to them [EW16]. Women are said to be more
friendly, caring and warm-hearted, thus, suitable jobs are related to nursing, care-taking or
homemaking. In the contrast, men are seen as strong, assertive and dominant, which are
providers of the family and are likely to take leading manager jobs [EW16]. Nowadays, in
our society those differences in the perception of genders should be seen as a cliche but they
to some degree still persist and can be attested in certain application scenarios for virtual
avatars as well.

SimSensei is a female virtual human interviewer, which is designed to interact with a hu-
man user assessing their mental state analysing verbal and non-verbal behaviour cues to
find indicators for depression, anxiety or post-traumatic-stress-disorder [DAB*14]. ARIA-
VALUSPA (Artificial Retrieval Information Agents - with Linguistic Understanding, Social
skills, and Personalised Aspects) Framework which resembles an agent which is able to act
an react in a multi-modal way to the user’s behavior [VBC*16]. The ARIA-Framework
provides the female agent Alice which is an expert on the book “Alice in Wonderland”, she
can read from the book and answer questions regarding the content [VBC'16]. Max is a
male conversational agent used as a virtual museums-guide in a German computer museum,
designed to engage the visitor into a face-to-face communication and exchange information
about current exhibition of the museum [KGKWO05]. The ELITE System [Eli20] resembles a
training environment for young U.S. Army leaders, it incorporates in the training of instruc-
tion, assessment and practice of interpersonal communication skills. The engaging agents
are virtual male sergants which can interactively respond to users behavior. On the basis of
these four examples, we can see that female agents are used in care-taking scenarios which
demand a higher level of emotional intelligence and understanding. Male agents, however,
are used when it comes to leadership scenarios and strategic or technical understanding.

If the similarity-attraction-theory can also be found in the context of virtual agents is not
fully resolved. Studies have been performed which show contrasting results. However, it
was shown that the gender of virtual agents has an impact on the user’s behavior towards
the agent. Payne et al. investigate into gender-preference in virtual agents in the context
of self-service-checkouts, e.g. in shopping scenarios or cash withdrawals. They found high
correlations with similarity-attraction-theory especially with female users. Roughly 83% of
the female users preferred a virtual avatar of the same sex, were only 52% of the male users
preferred a male virtual agent. Kriamer et al.’s [KKL116] want to see if virtual agents can
motivate and improve participant’s answers in a mathematical task. Their results show that
- regardless of the similarity-attraction-theory - people performed better when taught and
motivated by a virtual agent of the opposite sex [KKL™*16].

To fully change a virtual avatar’s gender, it is not enough to change the appearance of the face
(or body) and the hair or clothing style. The motion of the avatar also needs to be adjusted.
That there is a recognizable difference between human male and female motion is shown by
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Kozlowski et al. [KC77] studying the perception of gender based on the performer’s gait.
As stimuli, Kozlowski et al. use videos of dynamically moving point-light-sources which
are fixed on the performer’s joints. This way they avoided familiarity cues such as hair
color or clothing. Additionally, they used performers with a similar size and weight, thus,
they assured a pure evaluation of the walk itself. Their participants were asked to rate
the gender of the seen point-light-displays, males were recognized with 72% accuracy and
females were on average to 67% correctly identified. Kozlowski et al. [KC77] experimentally
describe that the upper body movements of the shoulders, elbows and wrist combined with
the hip movement is already enough to identify the gender of the performer. McDonnell et
al. [MJHT09] make use of the flexible application of virtual agents and showed, that for
bodies the appearance of the virtual agent determines the perceived gender. Therefore, they
provided four body shapes: woman model, man model, androgynous figure, and point-light-
walker. They applied male and female walks to all models and asked the participants to
rate the model on a 5 -point-Likert-Scale (very male, male, ambigious, female, very female).
They found that applying same sex motion to a male or female virtual body makes the body
appear the expected gender. Applying male motion on a female model makes it appear
ambiguous with a tendency to male, and providing a male model with female motion makes
it appear more female. Thus, they derive that using motion capture of the opposite sex
to animate a male/female body can lead to confusing or inadequate results, calling it the
contrast effect [HAJK04, MJHT09, ZZM19]. McDonnell et al. [MO10] also show that we
can derive gender information already from hand gestures and postures of a speaker. Thus,
already small conversational movements can be gender-specific.

Men and women not just differentiate in the way they move while walking or during a
conversation but also how they specifically express emotion and how they perceive them
[ZHRM13]. Brody and Hall state that women are in general more emotionally expressive
than men and that they are more skilled in non-verbal communication [BHO8]. Emotions such
as happiness, embarrassment, surprise, sadness, fear, shame and guilt are seen as more likely
to appear in women and anger, contempt and pride occur more in men [HSK*00, BHOS].
Women are perceived to be better facial expression performers than men [BH08, HCHOO]
and thereby expressions on female faces might be better recognized than on male faces
[BPGBO05]. Battochi et al. [BPGBO5] state that this is especially true for negative emotions
such as anger and sadness. Zibrek et al. [ZHRM13| investigate into a gender recognition
task based on facial and upper body cues of virtual agents, focusing on the question if
emotion recognition is different on males and females. Zibrek et al. used eight trained actors
which performed four basic expressions: anger, fear, happiness and sadness. The actors
were recorded with the help of motion capture and were asked to perform validated affective
sentences such as “Get out of my room!” to convey anger or “It’s a beautiful day outside”
to perform a happy expression. The motion capture was used to drive a facial bone-rig
and was skinned with the help of Linear Blend Skinning. Zibrek et al. [ZHRM13] show
stimuli where the male and female model were animated with same sex motion and motion
of the opposite sex. They asked their participants to rate the gender of the motion on a 5
point-Likert-scale (from very male - very female) and to categorize the emotion and to rate
its intensity. Zibrek find that the rating for the gender of the motion was not affected by
the gender of the virtual model but the rating of the emotions were affected by the gender
of the motion. The male motion for anger was considered more male, and female motion for
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happy was considered more female while neutral and sad were perceived as gender-neutral.
Even though anger is seen as stereotypical male expression females performing anger were
not rated as male, but as ambiguous. The same applies to happy, the male motion for the
stereotypical female emotion happiness was not rated female, it was also rated as ambiguous.
Overall model-motion-combinations people were able to correctly recognize on average 68%
of the emotions. Zibrek et al. confirm what was stated before female actors are better facial
expression performers and therefore better recognized. Male motion on a male model score
less emotion recognition accuracy than female motion on female models. Female motion
on male models shows a slightly better recognition rate than the congruent model(female)-
motion(female)-pair. Male motion on a female models scores the lowest recognition rates
especially for the emotions sad and fear. For the intensity ratings Zibrek et al. found that
male motion were rated more intense than female motions and sadness was rated significantly
less intense than anger, fear and happy [ZHRM13].

6.4.3 Age

The following section is part of the “Evaluation” section of published work:  AgeRegres-
sion: Rejuvenating 3D-Facial Scans by Katharina Legde, Susana Castillo and Douglas W.
Cunningham, WSCG 2018, Plzen, Czech Republic, May 28-June 1, 2018, Short Papers
Proceedings and was created and published during the research studies of this PhD thesis.

People intuitively use many facial attributes such as gender, age or state of health to de-
termine how to interact with another person. In particular, previous research has shown
that we lexically and syntactically adjust what we say to the other person’s age. For ex-
ample, we tend to talk louder, slower and with more emphasis when we speak with the
elderly [RGBH86, LCC18]. Likewise, when we talk to children we tend to use simpler
words and shorter sentences [Gle75, BM77, LCC18]. It has also been shown that we ad-
just not just our speech to the interlocutor’s age but also our behavior and our expectations
[YA09, RGBHS86, Lor43, LCC18]. Given the increasingly ubiquitous nature of computers, we
increasingly need to exchange large volumes of often complex information with them. One
trend towards easing this communication is grant the computer human-like communication
abilities, especially with the help of virtual agents. Even though previous research has shown
that we tend to treat computers like human beings [RN96, NFM96, NR92, LCC18], people
have a problem with tolerating and believing computers when they are represented with a
human face. This is strongly related to the virtual agent’s abilities [MBB12, PP97, CJT11,
LCC18]. Years of experience in everyday life has given us a fine sense of how people should
act and react in different conversational situations. Thus, when the computer ”looks” like a
human, we aspect their communicational skills (such as turn-taking or back-channeling) and
their social abilities (such as empathy) to also be "human-like”. That is, the more realistic
the agent’s face and body is, the higher our expectations of the virtual agent are. When it
looks like a real adult, we intuitively expect it to use proper grammar, intonation, and body
language. We also expect it to understand what we say. Since most natural language inter-
faces are still not very accurate, these expectations are often not met, leading to frustration
and intolerance [GRAT02b, MBB12, VGS*06, LCC18]. Adjusting a virtual agents age to
its abilities can be helpful to overcome that intolerance and frustration towards the agent’s
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mistakes [LCC18]. Adjusting the virtual agents age could also promote the perception of
certain character traits. Creativity, spontaneousness, activeness, tolerance, openminded-
ness or naivity are often seen as typical character traits for younger people. Older persons,
however, are often characterized as family-oriented, eager, influential, conscientious, wise or
close-minded [She06]. Explicitly using those stereotypes and adjusting the age of the virtual
avatar accordingly, could subtly influence how the virtual character is perceived.

One of the most substantial visual cues to determine age is the shape of the skull. D’Arcy
Thompson was the first to systematically observe changes of the skull in the first 20 years
of a human, he described his observations in the Craniofacial Growth Model [Thol7]. Pit-
tenger and Shaw [PS75] described Thompson’s observations with the help of mathematical
functions, they found evidence that cardioidal strain transformations best describe the skull
changes during growth (please see section 5.1.1 for more information). Despite the modifi-
cations of the skull other visual cues are: the color of the hair, skin elasticity, thickness and
its texture (e.g. wrinkles, macules), size of the nose and the ears, the size of the eyebrows,
eyes and the shape of the lips [Enl89, BP95]. To synthesize aging or rejuventation effects
on a virtual agent, these visual cues either need to be added to the virtual agent’s geometry
and texture or removed from it.

Legde et al. [LCC18] established an automatic method to synthesize rejuvenation effects to
produce younger versions of adult 3D-facial scans. They showed that based on pure math-
ematically funded trigonometric polynomial extending the findings of Pittenger [PS75] and
Ramanathan [RC06a] can cause geometrical changes which can be perceived as rejuvenation
effect. With the help of an experiment they analysed if the resulting meshes are perceived
as children, human-like and if their method is able to re-create child-like anthropomorphi-
cally observed proportions [Far94]. Legde et al.’s [LCC18] perceptual experiment states that
based on different input-parameters they are able to produce child-like facial scans from the
age of 6 - 10 which are still perceived as human-like. The borders of their propose parameter
space produces faces which are perceived as less human. To see, if the generated faces have
reasonable proportions they took pictures of their reference face (who was 28 years old) when
he was a child (at 2, 4, 7 and 10 years) and compared them with their rejuvenated meshes
with the help of anatomical measures proposed by Farkas et al [Far94]. They came to the
results that they are able to produce reasonable proportions for children at the age of 4 — 10
years.

Burt et al. [BP95] propose a technique to change shape and colour components to manipulate
the perceived age of human faces. They established a database of 2D-pictures of male faces
of different age groups. By averaging color information and warping an average face shape
in each age group (20 — 24 , 25 — 29, 30 — 34, 35 — 39, 40 — 44, 45 — 49, 50 — 54). Burt et
al. performed several experiments to evaluate how shape and color individually contribute
to the perception of age. Burt et al. found that in general the average (composite) faces
of each face group was always rated younger than the actual age of the individual faces
registered in the face group. Burt et al. performed additional experiments to gain detailed
insights. Therefore, they first estimated shape and color changes by comparing an averaged
face of the ages 25 — 59 with an averaged face of the ages 50 — 54 and extracted aging
shape-vectors and RGB-color differences with the help of feature points. The shape vectors
and color differences were applied to different starting ages of 27, 40 and 52 years to show
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how much individual shape or color changes, and how much a combination contribute to
the perception of age. They found proof that aging is not a linear process because the
perceived age changes were not the same for the 27 year old and the 40 to 52 years old.
They found more of an exponential behavior, the 27 year old was rated 5.9 years older, while
the 40 and 52 year old both rated approximately 3.9 years older just by modifying the pure
shape information. Modifying pure color information had a bigger impact than the shape
information: the 27 year old is now perceived as 8.2 years older, the 40 and 52 years old were
rated approximately 4 years older. The combination of color and shape information scored
the highest age differences: Burt et al. were able to age the 27 year old by 12 years, the 40
year old by 8 years and the 52 year old by 5 years.

There has been surprisingly less research done in the perception of age of virtual avatars,
not just in their static appearances but also their dynamic motion. Often only the user’s
age is considered to be a factor determining how a virtual character is perceived [BFR10]
but not the age of the virtual character itself. If certain stereotypes such as character traits,
appearances or motion of elderly or young humans also apply to elderly or young virtual
avatars has — to the authors knowledge — rarely been researched. However, there has been
research done in the field of age perception and virtual reality embodiment. Reinhard et
al. [RSFCL20] found proof that the age of an embodied virtual avatar can determine our
walking speed. They base their findings on the Proteus Effect, which describe that users
derive identity cues from the appearance of their virtual avatars which is indicated by an
adjustment of their behavior and attitudes [YB07]. The impact on the users lasts through
the time of embodiment and a short time after [YB07]. Reinhard et al. [RSFCL20] showed
that participants who embodied older avatars walked a pre-determined distance significantly
slower than when they embodied younger avatars. Additionally, Van Gelder et al. [vGHN13]
showed that when people are provided with a digital aged self they were less likely to cheat
on a task. Banakou et al. [BGS13] showed that when users embody younger avatars they
are more likely to overestimate object sizes and attribute themselves with more child-like
attributes.

These example show that the age of the virtual character should not be neglected and should
be considered during the design phase of a virtual avatar.
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The previous chapters showed the general pipeline for body and facial animation of virtual
avatars. Each step of the pipeline was explained in detail, similarities and difference for
both entities has been shown. It was explained, that virtual human-like characters need a
special input in form of motion capture to be perceived as human-like and to produce an
animation which is as convincing in terms of emotion recognition, intensity, naturalness and
typicality than real human movement. The author discussed representative performance-
driven animation approaches for virtual bodies and virtual faces. From this discussion,
requirements for a flexible and modular facial animation pipeline can be derived. Following
features need to be fulfilled by the pipeline:

e No modifications of the actual motion signal
e Flexible re-usage of the motion capture data
e Independence of motion capture- and mesh source

e No additional mesh requirements

As shown before, a common method to animate facial meshes is to use motion capture
data in combination with blend-shapes. Blend-shapes are different 3D-meshes representing
various static peak expressions of one actor [CBKT06, TZS"16]. These 3D-meshes are in
correspondence and save the deformation of a facial expression relative to the neutral ba-
sis shape. With the help of mixing and interpolating the blend-shape weights over time,
the motion capture can be mimicked. Finding the appropriate blend-shape weights is often
seen as optimization problem or as a task for a neural network. As human facial motion is
highly individual, non-rigid and mathematically hard to describe, using statistically-founded
techniques might remove certain subtle nuances or individual movements, which can lead to
misinterpretation of the desired facial expression. Finding a way, which assures no modi-
fications of the actual motion signal is a requirement for a facial animation pipeline which
evaluates different perceptual effects of the non-verbal aspects of facial expressions. It is
very common to use the same actor for the facial appearance, capture his peak expressions
in a blend-shape rig, and for the facial movement, capturing his facial expressions in form of
motion capture data. This is done, to assure an individual and artifact-free transfer of the
facial expression onto the facial mesh. As geometrical properties such as proportions, size
and the overall appearance of the motion captured face matches the facial mesh, a transfer
of the motion can be established easily. This common procedure does not allow a flexible
re-usage of motion capture. Additionally, it does not guarantee an independence of the mo-
tion capture source and the facial mesh, thus, the facial expressions of the facial mesh will
always be similar to the actor’s motion. If an actor is not able to raise one eyebrow, the
mesh will also not be able to do so. This states the next requirement for a flexible facial
animation pipeline and in the context of blend-shapes is highly related to the last condition:
no additional mesh requirements. A blend-shape rig always needs to be captured before the
actual animation process, thus, it needs to be carefully planned which expressions should be
performed by the actor from the beginning on. If a certain expression is not captured in the
blend-shape rig, but the actor produces it during the motion capture, a mapping between
motion capture and blend-shape cannot be established. Even though different blend-shapes
can be mixed to produce a similar expression to the motion capture, the produced anima-
tion will never be as good as the original. A lot of blend-shapes considering smallest facial
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movements need to be gathered before an animation process can start, to guarantee a good
representation of the motion captured expressions.

To fulfill all requirements, this thesis will present a facial animation pipeline which directly
transfers the motion capture onto the facial mesh. This way it is guaranteed, that no subtle
movements are lost or blurred and no additional mesh requirements in form of blend-shapes
are needed.

When the motion capture data is directly projected onto the facial mesh different aspects of
non-verbal communication can be evaluated more clearly. This resembles one of the main
goals of this thesis. To fulfill this, a few more requirements need to be phrased and considered
when designing a facial animation pipeline:

e Animation of different virtual heads

e Enable and disable certain aspects of non-verbal communication

Virtual avatars can be a great tool to evaluate certain aspects of emotion perception. As
they can be controlled in detail, they allow a better and more consistent stimuli creation
than with real humans. When their animation pipeline is based on modules, certain aspects
of non-verbal communication can be examined more clearly and profoundly. If the pipeline
is based on modules, it is possible to enable and disable them to evaluate the contribution
of e.g. wrinkles or rigid head motion to the emotion perception.

The animation pipeline can be well designed, but would be worthless, when the input data
contains errors or is incomplete, especially when the motion capture should be directly
transferred onto the facial mesh. Thus, following requirements need to be fulfilled by the
motion capture input data:

e (Clean motion trajectories

e Consistently labeled motion capture markers

This research focuses on finding a way to animate a virtual face directly using motion capture
data. Thus, an alternative approach to conventional facial animation techniques is offered.
Therefore, clean motion capture data needs to be established and a method to transfer
motion trajectories onto a virtual face needs to be found. The following part of the thesis is
organized in two main parts: Marker-based Facial Motion Cleaning and Cluster-based Facial
Animation. The established implementation for both parts is explained in detail, the author
states on difficulties, offers solutions and evaluates the results.
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7 Marker-based Facial Motion Capture Cleaning

Common facial animation practice is to use either marker-based or marker-less motion cap-
ture. Considerable systems used in the entertainment industry are DynamiXYZ [Dyn19],
FaceWare [Facl9] or Vicon Cara [Vic20a, ZHDC18]. These systems work with several head-
mounted cameras and allow marker-less feature tracking. To enable a tracking of features like
the eyes or the mouth corners, representative frames of the recordings need to be extracted
and manually annotated. Therefore, a face template consisting of connected feature-points
needs to be adjusted. These annotated frames serve as training examples for a tracking algo-
rithm or a neural network. Fully marker-less motion capture is prone to errors. As it works
on a pixel-basis, it suffers fast from low camera resolution, poor lighting or badly aligned
face templates. All leading facial motion capturing systems which use 2D-videos recommend
to apply feature-points on the tracked face. Additionally to the face, these feature-points are
also recorded. With the help of photogrammetric methods the 3D-position can be derived for
each feature-point and a face tracking can be established. Thus, these marker-less tracking
methods can also be seen as marker-based facial motion capture.

The choice of marker is now depending on the camera system. DynamiXYZ [Dyn19], Face-
Ware [Fac19] or Vicon Cara [Vic20a, ZHDC18] use several 2D-high-resolution cameras. Usu-
ally, these systems use markers in form of feature points which are drawn to the actor’s face.
Other systems such as Vicon [Vic20a] use reflective markers which are tracked by either fixed
or head-mounted cameras with included LED-light-sources.

This thesis wants to establish a facial animation pipeline which allows the re-usability of
facial motion capture. Therefore, certain requirements need to be met by the motion capture
data:

e (Clean motion trajectories
e Consistently labeled motion capture markers

This thesis is based on human recordings with a Vicon MX-F40 motion capture system,
which tracks reflective markers on human faces performing facial expressions. As already
stated in previous Sections 5.4.2 and 4.4.2, motion capture data often needs a post-processing
step to assure clean and stable marker tracking and thereby a coherent and reliable motion
trajectory. This chapter explains in more detail how the motion capture data used in this
thesis was recorded and analyses the raw data, justifying the proposed and implemented
motion capture cleaning pipeline.
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Figure 7.1: Different motion capture marker set-up used in this thesis for all 10 actors.
7.1 Recordings

The facial expressions used in this thesis were recorded with the help of a VICON MX-F40.
The actors sat in front of six motion capture cameras with a four megapixel resolution which
tracked reflective markers with a frame-rate of 100 frames per second. The actor’s face was
equipped with 67 reflective markers, an additional pair of markers was placed on the ears. To
be able to extract the rigid head motion, the actors were provided with three different kinds
of head-rigs: a hair-band (three additional markers), a diadem (five additional markers) or
a hat (seven additional markers) [CLC18]. Some actors were equipped with an extra set of
markers on the collarbone. The different set-ups can be seen in Figure 7.1.

62 expressions from 10 actors (5 females) were recorded. To be guarantee natural expressions
of the actors, the “method acting protocol” was used. There, the experimenter describes
real-world scenarios to the actor, the actor is asked to imagine him or her being in such
situations and react accordingly. The expressions and scenarios were taken from Kaulard et
al. [KCBW12, CLC18]. The actor is asked to repeat the expression three times, returning
to a neutral expression between the repetitions. None of the actors had previous acting
experience. Only one actor at a time was recorded. The most convincing repetitions out of
the three was subjectively chosen.

7.2 Raw Data

Ideally, the raw recordings of the motion capture system for one marker return a stable
and coherent motion trajectory for each (x- ,y- ,z- ) axis- Figure 7.2 shows one example
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motion trajectory of one marker in all three dimensions. The presented marker shows more
movement in the y- and z-direction and stays relatively still considering the x-axis.

position

A
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>
frames

Figure 7.2: Example motion trajectories for one coherently tracked marker in the x-, y-,
z-axis for an example set of frames.

For this thesis, Blender 2.78 was used as an environment for the motion capture cleaning
pipeline. Thus, the coordinate axis are set-up like: z as Up-axis and y as Forward-axis. The
axes-set-up is defined in Figure 7.3. Depending on the coordinate system of the modelling-
software and the capturing system, the axis can be swapped. Knowing the coordinate-axis
definition, it is easier to describe the motion trajectories from Figure 7.2. The marker’s
motion mainly lies in the y- and z- direction, that means the marker mainly moves up and
down and back and forth and has very sparse motion in the x-direction, so it does barely
move left and right.

Problems Having such coherent motion trajectories (see Figure 7.2) directly after the
recording process is rare. Motion capture data is often noisy or incomplete. As the used
motion capture system tracks reflective markers on the actor’s face, the tracking quality is
highly depending on the illumination of the scene and of the actor. Tracking errors can arise
from e.g. additional reflections due to a specific fabric of a shirt, because of an reflective
background or due to an oily skin of the actor. As the markers are directly fixed on the
actor’s face, some markers can get lost during the recording session, because of the face’s
non-rigid movement. By far the biggest problem, however, is occlusion. As the cameras are
arranged in a horizontal semi-circle around the tracked performer it is possible that the actor
turns her or his head away from the cameras (e.g. 90 degrees to the left or right), occluding
half of her or his face. The motion of the markers on the occluded half of the face is then
simply lost and needs to be reconstructed.

The used motion capturing system handles disappearing and re-appearing of markers by
registering a new marker at the appearing frame and setting the disappearing marker to
zero on all three dimensions. The newly registered marker is labeled with a completely
different name, which allows no link to the previously lost marker.
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Figure 7.3: Definition of the coordinate axis for the Motion Capture Data in frontal and side
view.

Figure 7.4 shows the four main problems of raw motion capture data. First, a marker can
get lost before the full recording is over (see Figure 7.4 top left). The marker includes about
75 % of the recorded motion until it returns to zero, meaning that this marker got lost by the
capturing system. After a few frames, another, newly registered marker appears. The newly
registered marker’s trajectory can look like shown in Figure 7.4 (top right). In the beginning,
the marker has no motion recorded, until it suddenly returns to the scene. It is quite
probable, that it contains motion which is sequential to the previously lost marker’s motion.
Figure 7.4 (bottom left) shows another example motion trajectory, a marker includes only
motion from the middle of the recording and did not move in the beginning of the recording
and in the end. The last example shown in Figure 7.4 (bottom right) rarely happens. There,
a marker’s motion is lost only for a short period of time, so short that the motion capture
system is able to track the marker further under the same name it was registered with.

Additionally, important for the cleaning process is the fact that the rigid head movements
and the facial expressions are combined in a marker’s motion. In the recordings used for
this thesis case, there was one translation value holding the rigid head motion and the
facial expression. For facial animation it is important to split the markers motion into the
rigid head movement and movement coming from the facial expression. Also, the recorded
motion can include additional noise or jitter due to calibration or device errors of the camera
system.
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Figure 7.4: Example tracking errors which should be handled by the cleaning process in the
post-processing.

7.3 Proposed Cleaning Pipeline

As described in Section 7.2, a motion capture recording always needs a post-processing step.
This is usually handled by the software of the motion capture system. As the used motion
capture technique (Vicon MX-F40, reflective marker tracking set-up) normally is used for
body capture, certain rigid body constraints, smoothing kernels or spline interpolation (all
described in 7) can be used to post-process the recordings. Such cleaning methods are often
too coarse for facial expressions, so that micro-movements such as a twitching of an eyelid or
slight mouth corner movements can easily be smoothed or erased by interpolation methods.
Thus, the proposed cleaning pipeline fulfills the requirement to provide clean motion capture
data which obtains slight movements of the face and keeps as much data as possible from
the original recordings.

As already described, a common way of handling disappearing and re-appearing of markers is
to register a fully new marker with a different name whenever a marker re-appears in the scene
and setting the disappearing marker’s motion trajectory to zero in all three dimensions. That
means, the post-processing of a motion capture recording needs to find markers which belong
together, hence, hold the motion of the same area of the face. It needs to merge different
but corresponding trajectories into one marker to assure a continuous motion trajectory.
To additionally ensure a correct identification of the markers, a consistent labeling of the
markers needs to be warranted. The post-processing step should guarantee a stable motion
trajectory, thus, it should remove jitter or noise without erasing micro-movements.

This thesis assures, a continuous tracking, stable trajectories, consistent labeling and obtains
slight movements of the face. The general pipeline of the post-processing is: 1) merging
markers to allow a continuous motion trajectory, 2) extracting the rigid head motion from
the marker’s motion to ensure an encoding of just the facial expression, 3) establishing a
consistent marker labeling and 4) removing jitter caused by device errors of the cameras.
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To clean the motion capture data this thesis uses a similar but also yet different approach
to Park et al. [PHO6] and Hornung et al. [HSKO05]. Similar to both approaches is the idea
of establishing a neighborhood of faulty markers based on distances. Park et al. [PHOG]
establish this neighborhood manually for one reference frame considering geodesic distances,
Hornung et al. [HSKO05] create the neighborhood automatically based on Euclidean distances.
Considering this neighborhood they perform a merging of marker trajectories. Both methods
are used to clean the motion capture of bodies. The proposed cleaning approach uses the
neighborhood approach based on Euclidean distances to merge corresponding markers on
the face, thus, it needs to guarantee a correct merging of markers on a non-rigid surface,
where certain rigid-body constraints can not be assumed. To remove resulting gaps, Park
et al. [PHO6] use a Principle Component Analysis to reduce the dimensionality of the data
to approximate the best fit for the position of a marker. The proposed cleaning method
wants to fulfill previously stated requirements of keeping as much of the original motion as
possible. By reducing the dimensionality certain subtle micro-movements of the face can
be lost, thus, a Principle Component Analysis is not used in this work. Additionally, the
proposed approach performs steps to remove the rigid head motion and to assure a consistent
labeling of the markers, which was not part of Hornung et al.’s [HSKO05] and Park et al.’s
[PHO6] work.

The following chapter discusses all steps of the proposed cleaning pipeline in more detail and
evaluates the post-processing step by visually examining motion trajectories.

7.3.1 Merging of Distributed Marker Trajectories

Due to tracking errors it is quite probable, that motion of actually one facial marker is
distributed among several other markers. As shown in Figure 7.5, it is possible that the
motion of one area of the face is actually encoded by several other markers. The recorded
motion starts with marker; (blue). After a few frames the marker disappears, due to e.g.
occlusion. The marker re-appears as markers (red). As shown in Figure 7.5, the red marker
has no motion in the beginning, it also disappears after a couple of frames. The same
happens to markers (green), markery (yellow) and markers (magenta). All five markers
contribute together to the motion for the same specific area of the face.

Instead of considering each of the four erroneous trajectories listed in Section 7.2 and Figure
7.4 by itself they can be generalized to two essential cases. The “motion to zero” (m-t-z)
or “zero to motion” (z-t-m) - trajectories encoding either marker - disappearing or marker -
appearing. Before the merging of the trajectories can start, all markers are scanned for those
two scenarios. The algorithm stores them in two different arrays saving the marker name and
disappearing frame (appearing frame respectively). If a marker has the erroneous trajectory
of disappearing-appearing-disappearing, like in 7.4 (bottom left), it will be listed in both
arrays. In z-t-m with the appearing frame and in m-t-z with the disappearing frame. If a
marker shows the behavior of appearing-disappearing-appearing, like in 7.4 (bottom right),
it will also be listed in both arrays. In m-t{-z with the disappearing frame and in z-t-m with
the appearing frame. In general, the algorithm only scans the motion trajectories for their
behavior of appearing or disappearing and organizes them accordingly.
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Figure 7.5: A motion distributed among five different markers due to malfunction of the
motion capture system.

Find the continuous (error-free) markers: To assure a correct merging of markers, a neigh-
borhood - distance - matrix for every marker that disappears is established, the same is done
for every marker that appears. When those matrices hold nearly the same distances it is
quite probable that the disappearing marker and the appearing marker are the same and
can be merged. But, which markers can be considered as neighborhood. As the used marker
set-up for the face is dense, it happens quite often that not just one marker disappears but
also a few of his close direct neighbors. Thus, simply considering the markers which show
the smallest Euclidean - distances will be insufficient and will also not lead to a well recon-
structed and continuous motion trajectory. The proposed algorithm only considers markers
as neighborhood markers which show a coherent trajectory. These are the markers which
have been continuously tracked throughout the full session. Before the merging is done, all
motion trajectories are tested for continuity.

Determine a Stop Criterion for the Merging: The first step of the cleaning pipeline is
to guarantee a continuous motion trajectory for all markers in the motion capture set-up.
10 different actors with different set-ups (hat, headband, diadem, collarbone markers) were
recorded. The total number of markers can be different, see Table 7.1.

total | facial markers ‘ ears ‘ head ‘ body markers | amount of actors

72 67 2 3 0 3
75 67 2 3 3 2
77 67 2 ) 3 2
79 67 2 7 3 3

Table 7.1: Detailed motion capture marker set-up of all 10 actors listing the total number
of markers, the number of facial, ear, head and body markers. Additionally, the
amount of actors using the specific set-up is listed.
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7 Marker-based Facial Motion Capture Cleaning

The total number of markers listed in Table 7.1 determines a stop-criterion for the merging
algorithm. As long as this number is not reached, the merging is continued.

Determine the Markers which can be merged: After the continuous markers are found
and the m-t-z and z-t-m-trajectories are classified, the actual merging of the trajectories can
start. As the marker’s name and its disappearing frame (appearing frame, respectively) are
stored in the arrays, they can be ordered by the listed frames, hence, a temporal coherence
is guaranteed.

For all disappearing markers listed in m-t-z, all z-t-m entries are analyzed and a first guess is
done by simply analysing the Euclidean - distances between the position of the marker that
disappeared and the marker that appeared. If this distance is not too far away (magnitude
< 10) it is considered as a merge-candidate.

From the current m-t-z-entry and all of its merge-candidates a neighborhood matrix to all
continuous (error-free) markers is established and a comparison of the neighborhoods is made
depending on their Euclidean - distances. If 95 % of the distances match, this marker is not
only a candidate but counts as a proper match. That means all its keyframes are taken from
the appearing frame on and are copied to the current m-t-z entry from the disappearing frame
on. The match’s part of the trajectory is set to zero. The merging process is continued until
every m-t-z-entry is checked. Until the stop-criterion is not reached, the merging process
starts again, with finding a marker with only 90 % of matching neighborhood. If there are
still too many markers in the scene, the merging process runs for one more round with 85
% of matching neighborhood. After the stop criterion is reached all empty markers (the
markers from which all keyframes were copied) are erased.

Fill Gaps: After merging markers based on their distances to give them continuous trajec-
tories, it is possible that there are still gaps in the trajectories. There, the motion capture
system did not track any motion at all for the corresponding region of the face. Thus, for
these frames the markers simply are positioned at the origin of the coordinate system. Due
to this problem, a coherent trajectory can still not be provided.

As it is endeavoured to obtain the slightest movements of the face, special care needs to be
taken in this step. Previous research either performed linear interpolation to fill the gap or
interpolated the start and ending of the gap on behalf of a cubic polynomial. To not modify
the original motion in the recorded data, the gaps should be filled with as much of the original
motion as possible. Thus, the neighboring marker’s (within a specific radius) motion curves
are analysed with the help of a Singular Value Decomposition [AHB87] (please see Section
7.3.2 for more) which fills the gap of the concerned marker according to the movements of
its neighbors. Therefore, 3 - 10 neighboring markers are considered. The Singular Value
Decomposition can only provide stable results with motion input from more than three
markers. If more than three neighboring markers can not be guaranteed, the algorithm
fills the gap either by averaging the surrounding markers position for every frame of the
gap, or in the worst case scenario interpolates linearly the motion from the position in the
disappearing frame to the appearing frame. Note here, that if a marker does not have at least
three neighboring markers, which do not have a gap, the motion capture for that area of the
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face for the time of the gap is highly damaged and would not allow a stable reconstruction
anyway.

For further post-processing steps such as the consistent labeling of the markers it needs to
be assure that all markers are visible in the first frame of the recording. The recordings
used in this thesis are especially damaged in the beginning of the recording. Therefore, the
marker’s first appearing position was kept stable from frame one until the actual appearing
frame. If the marker’s motion is zero for more than 50 frames, its position is interpolated by
averaging the position of 10 of its neighbors. Note, using an Singular Value Decomposition
here is again almost impossible because most of the markers, for the used motion capture
data, are gone in the first few frames, a recovery of motion in such situations is simply not
possible.

Noise Removal: After all matching markers are merged and the stop-criterion is reached,
there still can be small jittering effects due to error-tolerances in the camera system. The
motion trajectory is smoothed with the help of a SciPy’s butter-worth filter. Commercial
software-solutions such as motion-builder also use filtering techniques to reduce the jittering
and allow a reconstruction of stable trajectories [Aut19]. The butter-worth filter is widely
used in the field of motion analysis [SBS15]. It is a low-pass filter which rejects high fre-
quencies and lets the low frequencies pass in a defined pass-band. Under the constraints of
obtaining most of the original data but removing most of the jitter, a second order digital
butter-worth filter with a critical frequency 0.08 Hz is chosen. The order of the filter affects
its frequency response and the sharpness of the cut-off. The higher the order of the filter
is the sharper the cut between the passing frequencies and the rejected ones. The critical
frequency determines the cut-off. In Figure 7.6 a motion trajectory before and after applying
the butter-worth filter is shown. It is visible that a very slight smoothing of the curve is
performed and most of the original data is obtained.
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Figure 7.6: (a) Original motion trajectory (b) Smoothed motion trajectory (c) Overlay of
original and smoothed motion curve of actor DGBm performing Agree Reluctant
(frame 0- 800) for a marker located on the nose.
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7.3.2 Remove Rigid Head Motion

So far, the raw motion data is cleaned to assure a coherent and continuous motion trajectory.
But each marker still includes the rigid head motion and the facial expression combined in
its motion trajectory and is only described by translational changes over time.

This thesis’ main goal is to obtain a facial animation by directly transferring motion capture
on a facial mesh. Therefore, it is necessary to split the rigid head motion from the facial
expression and save it independently. To be able to do that, each actor was provided with
a head rig. This only captures the rigid head motion. The markers on the head rig will
be called head markers from now on. The remaining markers record the facial expression,
they will be called face markers. To be able to extract the head motion, it needs to be
calculated for every frame. The extracted head motion can then be subtracted it from the
facial marker’s movement. Thus, the facial marker only contain the facial expression.

To correctly extract the rigid head movement for every frame simply taking the current
position of just one head marker and subtracting it from the face marker’s is not sufficient.
The motion of the head marker needs to be considered too. A simple method would be to find
how much each marker moved from one frame to the other and subtract this displacement
from the facial markers. A simple subtraction of just one head marker’s movement will only
define translational changes but does not include rotational changes of the head over time.
Consider a marker set-up just like in Figure 7.1 (first actor on the left); he wears three
markers which track specifically his head motion. To give an example: the actor performs a
disagree motion with the head wearing such a hat band. Only considering the displacements
of the one marker far on the right would result in translational changes describing a movement
to and away from the camera. In this scenario, no head rotation can be derived which is
necessary for a disagreeing motion. It is important to derive the head’s motion from several
(at least three ) markers to be able to calculate the rotation and to reduce the probability
of ambiguity for translational and rotational changes.

The recovery of translational and rotational values from two point sets is a known problem
in the field of motion analysis. A widely used method for this was presented in 1987 by Arun
et al. [AHBS87] and is called Singular Value Decomposition (SVD) based on least-squared-
error fitting. Arun et al.’s [AHB87] method will be used to calculate the translational and
rotational changes of at least three head markers from one frame to the other. Note here,
the approach finds the transformation of the head markers in correspondence to the initial
frame. Once the rotation and translation is found, the calculated head motion is copied to
a static copy of each face marker. This results in two groups of face markers: one group
which holds the combination of facial expression and head motion aligned in a face structure
and the other group of face markers which just moves along with the head motion and is
also aligned with the face structure. Now it is possible to subtract the motion of the face
marker’s copy (which just includes the head motion) from the initial face marker (which
holds a combination of facial expression and head motion). The following section explains
Arun et al.’s [AHB87] method and arguments how each step is applied to the problem.
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Aligning Point Sets with the Singular Value Decomposition: Arun et al. [AHBS87,
Ngh17] presented a way to align one point set {p;} to another point set {p}}. They motivate
their method with a simple statement about the relationship between two points p; and pj
of the individual sets, see Equation 7.1.

p; = Rpi+ T+ N; (7.1)

where R defines a 3x3 rotational matrix, T defines a 3x1 translational vector and INV; a noise
vector. The points p; and p; need to be in correspondence, just like the remaining points in
the set. With this Arun et al. [AHBS87] state that a point from one point set can be converted
into a point of another point set by applying certain rotational and translational values. This
can be used to remove the rigid head motion. There, the two point sets consist of at least
three head markers (depending on the used head rigs can have up to seven markers). The
first point set {p;} includes the head markers in the neutral pose e.g. from the first recorded
frame. The other point set {p}} includes the same markers but in every other recorded frame
(one at a time). Following Arun et al.’s [AHB87] assumption, the head markers of the initial
frame can be transformed into the head markers of every other frame with the help of a
rotational matrix and a translational vector.

Arun et al. [AHBS8T7] state that an optimal solution for R and 7" can be found by minimizing
the least squared error, see Equation 7.2 [AHBS87].

N
¢ = I} — (Bpi + )| (7.2)
=1

N is the number of points in the point set. Note here the two point sets need to have the
same number of points and need to be in correspondence. As the Equation 7.2 has R and
T as two unknowns that need to be optimized, Arun et al. [AHB87] split the problem into
two separate ones. First, they optimize the rotational matrix R under the assumption that
both point sets use the same centroid. With this assumption the translational component
can be removed, see Equation 7.3 [AHB87] and can be calculated in a separate step.

N
e? =Y "l(p; — ¢*) = (R(pi — )| (7.3)
=1

Equation 7.4 shows the calculation of the centroid of the data, the centroid p* of {p}} and the
centroid p of {p;}. To calculate the centroid a sum of all the points in the individual point
set is made which is then divided by the number of the points in the set. For the removal of
the rigid head motion, this means the centroid of the head markers in the initial frame need
to be found, as well as the centriods of the same markers in every other frame of the recorded
motion. The optimal rotation and translation should be defined in three dimensions, thus,
Equations 7.4 generates the centroid of each axis independently [AHBS87].
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p=NZpi p*zifzp}‘ (7.4)

To guarantee the same reference point and thereby remove the translational component (see
7.3) the individual centroids are subtracted from every point in the corresponding set like
q=pi—pand ¢ =p —p* (fori=0,..,N). Now both sets are originated in the same
reference point. Thus, this means the head markers are re-centered in the initial frame and
in every other frame to the origin of the coordinate system.

Now the optimal rotation R needs to be found so that the squared error gets minimized.
Arun et al. [AHB87] derive that minimizing €2, in Equation 7.3 is equal to maximizing F":

F=RH (7.5)
N

H=> qlq (7.6)
=1

Arun et al. [AHBS87] use this observation to define an input to a SVD. The SVD allows to
approximate high-dimensional matrices with low-ranked data. To understand the concept
of an SVD, a vector can be taken as example. A vector can be decomposed into two things:
its orthogonal unit vectors (representing the vector’s direction) and its magnitude (length
of its projection). The SVD extends this decomposing concept. It uniquely decomposes
any given matrix into three components. Interpreting its result geometrically, the matrix is
decomposed into: two matrices U and V' with orthogonal columns which define the rotation,
and one diagonal matrix 3, which defines a stretching [AHB87, MMHO04], see Figure 7.7.

v |v2

Figure 7.7: Geometric Interpretation of a Singular Value Decomposition [MMHO04].

Organizing the point sets in matrices () and Q* and accumulating them into one squared
matrix H serves as an input to the SVD, see Equation 7.8 [AHBS87]. For the use of removing
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the rigid head motion, the head marker’s coordinates were organized as row vectors. The
matrix @ tracks the position in the initial frame and the matrix Q* every following frame
(one frame at a time).

=Q'Q* (7.7)
[U,%,V] = SVD(H) 7.8
R=vTyT

The wanted rotational matrix can now be calculated by multiplying the two orthogonal
matrices U and V7 coming from the SVD, see Equation 7.9 [AHB87], leading to a 3x3
rotational matrix. Arun et al. [AHB87] indicate that their method can fail especially when
a reflection is detected. This is the case when det(R) = —1. To correct that, Arun et al.
[AHBS87] propose to define V* = [v1, v9, —v3] and then determine R = VU7,

T=p"—Rp (7.10)

As the optimal rotation is known, it can be used to solve Equation 7.1 for 7" by subtracting
the rotated initial frame’s centroid from the current frame’s centroid. Just like Arun et al.
[AHBS87], the noise N; was neglected, as the rotation was assumed to be around an axis
which passes through the origin [AHB87]. Arun et al.’s [AHB87] method returns R and T'
which contains all the information which is needed to remove the rigid head motion from
the facial markers. The calculus is done from the initial frame to all other frames, thus, R
and T are known for every frame (translation-wise and rotation-wise).

Having performed all the calculations for every frame the translation of the rigid head motion
T is stored in a separate marker as location value and the rotation R as Euler rotations, see
Equation 7.11.

0, = atan2(R[2,1], R[2, 2])
0, = atan2(—R[2,0], \/R[2,1]2 + R[2,2]?) (7.11)
0., = atan2(R][1,0], R[0,0])

Now a copy fmpgas of the face marker fm which only holds the rigid head motion can be
created. The motion for every frame f for every fmps is calculated by applying the rotation
to the initial (or representative) frame of the facial markers and adding the translation, see
Equation 7.12.

fmum(f) = Rfm(fy) +T (7.12)
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The value fmgys in the current frame can now be subtracted from every original fm in the
current frame, see Equation 7.13. To still be able to preserve the original face structure an
addition of the initial position fm(f,) of the marker in the face (from e.g. the first frame)
needs to be done.

fmuwithowrrrn (f) = fm(f) — fmum (f) + fm(fr) (7.13)

Note here, that the first initial frame has a high probability to either be broken or not to be a
neutral pose, thus, using it as a reference frame might not always be a good idea. Therefore,
a search for finding the best reference frame was implemented. The reference frame shows
the most markers and resembles the most neutral pose in the data. As reference for this a
specifically recorded neutral motion every actor needed to perform was used. The SVD was
again used to align each frame in the recorded motion to the neutral mask. For this, the
head markers were used as input to calculate the rotational matrix R and the translation
vector T" which are then applied to all markers in the scene. Every frame is aligned to the
neutral head pose. Given the markers in neutral pose, a Voronoi Diagram is spanned (for
further explanation please see Section 7.3.3). Having this, it can be assumed that when the
face is in neutral pose all Voronoi Cells of the neutral mask need to be hit. The algorithm
counts and compares the hit rates for each frame and takes the frame which hit most of the
neutral mask’s Voronoi Cells.

7.3.3 Labeling

As the recorded data is clean and the rigid head motion is removed, stable and coherent
motion trajectories are obtained. To be able to animate a face, a consistent labeling is
necessary to always be able to determine which marker moves which region of the face. This
thesis implements a labeling of the markers based on Voronoi Diagrams.

Voronoi Diagram A Voronoi Diagram is a way to partition a space based on a set of spec-
ified points. Each of the specified points become the center point of a region, which includes
all possible points in the space which are closest to that specific center point [OBSC09]. This
idea become handy when labeling facial motion capture markers. With the help of a Voronoi
Diagram, each marker has a corresponding region it accounts. The proposed labeling makes
use of this Voronoi Region and thereby allows the marker to move in a certain threshold
area but still be identified as the same marker.

Aurenhammer [Aur91] phrased the Voronoi Diagram and its tessellation mathematically.
A Voronoi Diagram is generated from a set S of n points S = {p,q,r...}. For a point
p = (p1,p2) and a point z = (z1,22) a Euclidean distance can be denoted by d(p,z) =
v/ (p1 — 21)2 + (p2 — 22)2. For point p and ¢ a bisector B(p, ¢) can be defined which resembles
a perpendicular line through the center of the line segment pg [Aur91].
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B(p,q) = {zld(p, ) = d(q,z)}

A Voronoi region can then be defined by [Aur91]:

VR(p,S)= () Dpqg)
qES,p#q

Where D(p, q) resembles a half-plane which is defined by [Aur91]:

D(p,q) = {z|d(p,z) < d(q,)}

A Voronoi-Diagram of the full point set can then be defined by a union of different Voronoi
Regions [Aur91]:

V()= |J VR(p,S)UVR(q,S)
P,qES,p#£q

Aurenhammer [Aur91] defines that each Voronoi Region is open and convex and that different
Voronoi Regions are disjoint. T'wo different Voronoi Regions have a common boundary, which
is called a Voronoi Edge. The endpoints of the Voronoi Edge are called Voronoi Vertices.

Labeling As every human being has an individual face, the proportion of the face and the
size of the features such as the eyes or the mouth can be different. Hence, for a facial motion
capture context, this means that the marker’s position is also different from one face to the
other. This circumstance makes it difficult to find an universal algorithm for the labeling
of the markers. Thus, to assure a consistent labeling which works for all of the actors and
motion capture set-ups, an individual reference is needed. This is handled with a text file
for each actor. The file contains a name and the 3D-position of the marker in neutral pose.
The neutral pose was recorded as additional expression in the motion capturing process.
The reference file needed to be created manually for every actor following a specific naming
scheme. The used pattern can be seen in Figure 7.8,. for visualisation reasons, only the
right part of the face is labelled in the figure, the left side is labelled equally. The full label
of each marker always consists of the name e.g. F'HD and the equally colored number 11,
12 and so on, leading to a label of e.g FHD11 or FHDI12. In total, 67 markers for the
face were used and depending on the motion capture set-up three to seven head markers.
Additionally, body markers were also applied to the actor’s collarbone.

With the help of the reference file a labeling of a cleaned motion captured file is possible.
As the neutral pose is mostly static and the recorded file contains movement, this can be a
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Figure 7.8: Naming scheme shown in a real picture (left) and in a Voronoi Diagram (right)
of an example actor (for a bigger version of the picture please see the Appendix
B.1).

difficult task. Fortunately, the head motion was already removed which caused the biggest
amount of movement of the face. This way, the labeling algorithm only needs to handle
the facial expression of the markers. Therefore, a reference mask containing the manually
created reference file from neutral pose is established. The marker’s x-,z-coordinates are used
as input to a 2D-Voronoi Diagram. The reference mask consists of Voronoi Edges, Cells,
Vertices and Centers. A Voronoi Center resembles the input point, so a reference marker in
neutral position. As every marker is listed in the reference file with their name, it is possible
to map each Voronoi Cell to a marker name. To align the expression point-cloud to the
reference mask the SVD is performed aligning both point sets with the help of finding the
optimal rotational and locational transformation on behalf of head and ear markers of the
two point sets. Afterwards, all markers in every frame of the facial expression are compared
to the reference mask. The marker with the highest appearance frequency in a specific cell,
is labelled with the corresponding Voronoi Center’s name.

7.4 Results

Common practice is to clean recorded data, using implemented software-solutions com-
ing from the used motion capturing system. As common motion capturing systems which
work with reflective markers are designed to capture body motion, they give the best post-
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processing results when the recorded point cloud is wide-spread and performs piece-wise
rigid motion. Applying these techniques to capture a face might remove subtle movements
of the facial expression. As soon as the point cloud gets dense or the captured motion is fully
non-rigid the result of this solution might be too rough and smooth or even erase certain
movements which are needed to interpret a facial expression correctly. Often these imple-
mentations demand user-input, e.g. manually specifying the location of gaps (frames which
do not contain movement). Sometimes even special expertise is needed to define interpola-
tion methods to fill those gaps with natural movement. These manual inputs take time and
often resemble a trail- and error-approach.

The implemented motion capture cleaning pipeline allows a fast and efficient cleaning of
the raw data and shows promising results without any user input. The following Sections
evaluate the implementation based on examples showing the advantages and the limits of
the approach.

7.4.1 Merging

The merging algorithm glues markers based on their distances to neighbors which have a
coherent motion trajectory (which are tracked from start til the end frame). The algorithm
detects erroneous markers by itself, searches merging candidates and decides, based on a
distance-criterion (95% of matching neighborhood), if the markers should be merged. This
is done without any specific user input. The execution time is depending on the number
of frames and the level of damage of the recording. The recorded number of frames in the
database is between 2000 - 3000 frames, which leads to an execution time of 3 - 5 min for
the merging.

Original -

frame 1 frame 194 frame 510 frame 1166

Reconst. .

Figure 7.9: A few example frames of a recorded and reconstructed disagreeing motion of the
actor LRRm.
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In Figure 7.9 an example original file is shown in comparison to a result of the cleaning
pipeline. There, four example frames of a disagreeing motion of an example actor LRRm are
shown. The recording of the three repetitions took 1200 frames and the marker-merging was
performed within two min and needed all three merging rounds. It reduces the number of
markers from 103 to 72. Looking at the reconstructed results, it is visible that the presented
algorithm manages to keep the number of markers consistent for all four frames, while in
the original file especially the left and right cheek markers are occasionally appearing and
disappearing. Note here as well, that all markers are visible in the first frame of the animation
which is rarely guaranteed in the original recording. To show in a closer detail, the motion
trajectories of both markers from the original recording and the reconstructed motion besides
each other are shown in Figure 7.10.
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Figure 7.10: Left and Right Cheek marker trajectory from the raw original data (consists
of several markers, indicated by different color) and the reconstructed motion
trajectory (considering the x-axis).

Figure 7.10 shows a side-by-side comparison of an original and merged motion trajectory
of the right and left cheek marker. Looking at the left cheek marker’s original trajectory,
it is visible that it originally consists out of five different markers. Each marker is present
at a different time, when it holds recorded motion it “flies” in, for the remaining frames
it remains at the origin (0,0,0). The first marker that appears in the region of the left
cheek is shown in blue, the other markers contributing to the motion trajectory of the left
cheek are visualized in red, green, yellow and magenta. The algorithm works autonomously,
thus, the first step is to find all the markers which contribute to the motion of the left
cheek (the area of the face the marker is responsible for). This is done based on a distance-
criterion based on distances to the coherent markers (neighborhood) of the scene. If the
neighborhood (distances to coherent markers) in the disappearing frame matches to 95%
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(first round criterion) the marker’s trajectories are fused. If the number of markers is still
higher than the specified amount for the set-up, the algorithm keeps on merging with a
90% matching neighborhood and then with a 85% matching neighborhood. If the specified
number of markers (based on marker set-up) is reached, the merging stops. Thus, the motion
trajectory includes all markers which contribute to the motion of the left cheek. As can be
derived from the plotted raw data, there are still discontinuities in the trajectory after the
merging. The algorithm detects the gaps automatically and fills them based on data from
coherent and direct neighbors. As the gaps are quite wide, an SVD with at least three -
but up to ten neighbors is performed to calculate the motion of the full area of the face and
transfer it on the erroneous marker. The result looks reasonable and promising (see Figure
7.10 (Left Cheek Marker Reconstructed). The same is done for the right cheek marker, it is
visible that the merged markers do not show such wide gaps without motion, there either
the average movement of at least three up to ten markers is calculated and used to fill the
gaps or, if the trajectories of the neighbors of the currently merged marker are highly broken
and less than three neighbors show coherent trajectories, a linear interpolation of the motion
from disappearing to appearing frame is performed.

Original

frame 1 frame 101 frame 202 frame 420

Reconst.

frame 1 frame 101 frame 202 frame 420

Figure 7.11: A few example frames of a recorded and reconstructed fear motion of the actor
LRRm. Rows are (from top to bottom): raw original data, reconstructed motion
trajectories after the merging process.

Another example is shown in Figure 7.11, the actor LRRm performs a fear expression.
Four example frames of a total amount of 973 frames are shown. The algorithm performed
a merging of markers in 1 : 32 min. It reduces the number of markers from 101 to 74.
Comparing the original and reconstructed motion capture, it is visible that the reconstructed
markers are again more consistent over the depicted frames, especially in the first frame as
the algorithm assures that all markers are visible from starting frame on. It is also visible
that the algorithm produces more markers than in the specified amount for the marker set-up
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7 Marker-based Facial Motion Capture Cleaning

(7.1 (frame 101, 202 - left eye and right side of the nose)). This happens due to the distance
criterion. To explain the result, the trajectories of the left eye marker are plotted in more
detail in Figure 7.12.
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show different markers (blue and green trajectories) and blue trajectories)

Figure 7.12: Left eye markers trajectory from the raw original data (consisting out of sev-
eral markers, different color show a different marker) and the two differently
reconstructed motion trajectory (trajectory considering the z-axis).

The algorithm merges markers based on a distance criterion, what can be difficult for an
area such as the eyes. In the example LRRm performs fear, during the expression the eye
marker disappears when he a blinks. Taking a look at the plotted trajectory in Figure
7.12, the first marker shown in blue disappeared early when the actor had the eyes open.
Unfortunately, it appears again directly after the actor closed his eyes (change in the z-
coordinate) as a different marker. He opens his eyes again, the marker (shown in red)
disappears again for a longer period and comes back right after the actor closed his eyes
again. As a neighborhood for the merge - candidates is established based on distances, this
resembles a quite challenging problem. The algorithm saves the distance of the disappearing
marker to coherent markers at its disappearing frame and compares it to the distances of the
appearing marker to the same coherent markers in the appearing frame. That means, the
established neighborhood distances when the eye was open are compared to the neighborhood
distances when the eye was closed. These distances probably will not match to fulfill the
95% merging criterion. Here, the algorithm fails to detect all markers which need to be
merged and actually produces two reconstructed markers for the same eye-area, see Figure
7.12. As the neighborhood - distance from the first blue marker’s in disappearing frame
is closer to the green marker’s neighborhood at the appearing frame, they are both fused
without considering the red marker (7.12 (middle)). The resulting wide gaps which include
no motion are filled with motion derived from the SVD with the three - ten direct neighbors.
The red marker’s neighborhood - distances in the disappearing frame are closer to the last
blue marker’s neighborhood in the appearing frame and thereby both of them are fused (7.12
(right)). The motion inside the wide gaps is derived also from an SVD with the three - ten
direct neighbors.

Merging markers which appear and disappear at totally different positions is a difficult prob-
lem to solve automatically, as it requires an understanding of facial motion and structure
which the algorithm cannot provide. Thus, after the merging process the algorithm some-
times needs a manual revision step, where the user can decide which of the resulting markers
best resembles the area’s motion or can manually joins the marker’s trajectories to create
a natural motion trajectory. Another problem which can occur because of the distance-
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criterion is that markers which are quite close together and disappear at a similar frame can
be swapped. This problem also needs a separate manual revision.

In general, the algorithm speeds up the cleaning process remarkably. It already produces
reasonable and convincing motion trajectories without manual intervention. It is able to re-
duce the amount of falsely re-registered markers automatically without erasing their motion.
It also interpolates gaps based on the motion of direct neighbors and thereby allows a re-
construction of movements which have not been recorded at all. It thereby assures coherent
motion trajectories which are needed for the desired facial animation.

7.4.2 Head motion removal

After the merging of the markers, the head motion was removed using the mathematically
profound Singular Value Decomposition. A face marker’s motion always consists of a com-
bination of rigid head motion and the facial expression. In order to animate a virtual face it
is common practice to separate the rigid head motion from the facial expression to be able
to process both entities independently.

frame 1 frame 499 frame 591 Frame 736

Original "

Reconstr. - . o
%

Reconstr.

Without

HM

Figure 7.13: Some example frames of actor LRRm performing a not hearing motion. Rows
are (from top to bottom): raw original data, reconstructed motion trajectories
after the merging process, clean motion capture without rigid head motion.
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Figure 7.13 shows example actor LRRm performing a not hear motion. Four example frames
of the original raw data, the reconstructed motion trajectories and the marker’s behavior
after the removal of the rigid head motion are shown. To calculate the rigid head movement,
certain number (corresponding to the head rig set-up) of markers which are the highest on
the z-axis are extracted. These markers resemble the head markers and serve as input to the
SVD. As the SVD calculates how much the markers moved in relation to a reference frame,
the reference frame needs to be calculated first. This is done with the help of a reference
mask. This reference mask resembles a Voronoi Diagram which is established in a neutral
pose of the face. Considering the head and ear markers, a frame is found which resembles best
the neutral position. Regarding the position of the head markers in the reference frame the
rotational matrix R and the translation values T are calculated for every frame. The removal
is highly depending on the coherence of the head marker’s trajectory and the quality of the
merging result of these markers. In Figure 7.13 it is visualized that the merging algorithm
was quite successful and thereby the head motion removal worked very well. The face stays
stable even though the motion of the head was extensive. The markers still include the facial
expression, taking a look at the sequence in the last row (magenta markers) from frame 1 to
frame 739. Note that, the additional marker in the reconstructed without rigid head motion
row resembles the head marker, which only includes the head motion in terms of rotational
(Euler rotations) and translational changes.

Figure 7.14 shows example frames of the actor DGBm performing a not know motion. The
actor shakes the head and opens his mouth similar to a disagree or surprise expression. For all
frames the rigid head removal works very well, the head remains still and the face still shows
the expression (see 7.14 last row). The motion trajectories of the head markers are used
to calculate the rotation and translation of the head, additionally the ear markers are used
to calculate the reference frame, thus, the reconstruction is also depending on the quality
of these motion trajectories. If they are not correctly merged, swapped or even missing in
the point cloud the SVD will give a wrong result for the head motion. If just one marker
includes a different motion than the rest of the head markers, for a short period of time the
SVD will return a different rotation and translation, which is subtracted from the remaining
facial markers. This can cause a distortion of the full point cloud or an obtainment of the
head motion in the data. This can be seen in Figure 7.15.

Figure 7.15 shows a faulty removal of the rigid head motion, it is visible that in the last row
(Reconstr. Without HM) for frame 278 the head performs a movement which is not consistent
with the rigid head movement (the other two results in column frame 278). That is due to
an erroneously reconstructed head marker, which was merged incorrectly or interpolated
incorrectly. It can also be seen, that the algorithm produces distorted result for frame 426
which probably is due to a missing ear marker, thereby no representative neutral reference
frame was found. From Figure 7.15 it can also be derived that the erroneous removal does
not last for the full recorded facial expression, it only lasts for the frame period where the
ear and head marker are falsely reconstructed. Therefore, please see the frame 1558, it is
visible that the head motion (here pure translation) is again correctly removed, because the
point cloud is re-centered in the last row in comparison to the above rows in column 1558.
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frame 1 frame 212 frame 1041 Frame 1212
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Figure 7.14: Some example frames of actor DGBm performing a not knowing motion. Rows
are (from top to bottom): raw original data, reconstructed motion trajectories
after the merging process, clean motion capture without rigid head motion. The
additional marker in the last row includes the extracted rigid head motion.

7.4.3 Labeling

The labeling algorithm is able to assign names to the merged and stabilized markers following
a certain scheme (described and shown in Figure 7.8) tp establish a consistent labeling in
the full database. As reference for the labeling a neutral facial expression present in the
database is used. To be able to assign a certain area for each marker, a Voronoi Diagram
is used to space partition the markers. Therefore, a 2D-projection of the markers is done.
Results can be seen in Figure 7.16.

As markers which are on the border of the point cloud form Voronoi Cells with points which
are actually not in the data set and lie at an infinite position, four more markers were
inserted at the borders to limit those areas. A zoomed version for better visualisation can
be seen in Figure 7.16 (right). From the neutral expression the reference Voronoi mask is
established.

Figure 7.17 shows the annotated reference mask following the naming scheme. As not all of
the actors used the same marker set-up and as all actors have an individual face, this mask
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Figure 7.15: Some example frames from actor DGBm perform an arrogant motion.Rows
are (from top to bottom): raw original data, reconstructed motion trajectories
after the merging process, clean motion capture without rigid head motion. The
additional marker in the last row includes the extracted rigid head motion.

needs to be established manually in the beginning, once for every actor. For this a reference
- file is used which serves as input to a Voronoi Diagram. The y-coordinate for each marker
is removed, thus, a 2D projection of the marker points establishes the Voronoi Diagram. To
be able to label facial markers, they are projected into the reference Voronoi Diagram. The
facial expression markers are already merged and stabilized (rigid head movement removed).
An example projection of three frames from a confused expression can be seen in Figure 7.17
(right). For a better visualization just two markers are plotted in Figure 7.18.

In Figure 7.18 two labelled reference Voronoi Cells (F'H D23 and NOSFE1) with five projected
frames from one facial expression can be seen. A different frame is visualized with a different
symbol, a different marker is visualized with a different color. Each cell contains one marker
per frame. Each cell is hit five times by one marker. The algorithm calculates the frequency

with which one cell is hit by a specific marker. The marker with the highest frequency is
labeled with the Voronoi Centers name, in this case F'H D23 and NOSFE1.

The labeling algorithm allows a fast and efficient naming of markers. Exploratory testing
revealed that projecting one frame every 300 frames produces stable labeling results, this
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Figure 7.16: Example Voronoi Reference Mask for a neutral expression of actor ACRS, full
version is shown on the left, zoomed version is shown on the right.

Figure 7.17: Example Annotated Voronoi Reference Mask for actor ACRf shown on the left,
Reference Mask with 3 projected frames of an Confused expression of Actor
ACRf (every frame is visualized with a different symbol) shown on the right.
Bigger version of the pictures are included in the Appendix B.2

can speed up the labeling process. If all existing frames are used the execution time goes up
extensively but does not exactly increases the quality of the labeling. As the labeling step of
the cleaning pipeline follows the merging and the rigid head removal the results are highly
depending on both of these steps.

Figure 7.19 shows what happens if the SVD is not able to align an facial expression marker in
a certain frame to the reference mask. Here, the problem was that the used motion capture
system did not record the left ear marker, which is used for alignment. A misalignment
can also occur from merging artifacts or distortions evolving from the rigid head removal.
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Figure 7.18: For a better visualization a projection of two example markers: full version
(right) and the zoomed version (left). A bigger version of both pictures can be
found in the Appendix B.3

Figure 7.19: Labeling artifact due to misalignment of the neutral reference mask and facial
expression frames of Actor BLAf: full Voronoi Diagram(top), zoomed Voronoi
Diagram(bottom). A bigger version of both pictures can be found in the Ap-
pendix B.4

The algorithm still tries to derive names for the markers but as it was not able to align the
reference mask to the facial expression frames correctly a manual revision of these files is
necessary.

7.4.4 General Results

Cleaning motion data is a tedious task [KW12]. Kitagawa et al. state that this process is
mainly done by hand. Gaps need to be manually specified, spikes need to be eliminated
and markers need to be identified. The cleanup process needs to be done on a frame-by-
frame basis, can take up to hours or even days and is often described as painful process or
bottleneck of the motion capturing workflow [KW12]. Establishing a pipeline which takes
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care of only a piece of this manual work means saving time, money and effort for a motion
capture artist [KW12].

The main goal is to reduce the time spent to manually clean the recorded motion capture.
To show that the presented cleaning pipeline actually speeds up the cleaning process, some
results are presented in Table 7.2. The algorithm was executed on the recorded 62 expressions
(three repetitions per expression) for four actors with three different head-rigs (hat band,
diadem, hat).

Actor | Marker Exec.- Clean Revised Revised Revised Broken
set-up time in | files (To- | files files (re- | files  (la- | files
(Nr. min tal  nr. | (merging) | move beling)
head files) RHM)
markers)
LRRm| 72 (3) | 134 42 (64) |12 0 8 2
AMMfE| 75 (3) 182 45 (66) 8 6 4 3
ACRf | 77 (5) | 98 48 (64) |5 0 10 1
SRGm| 79 (7) | 132 53 (66) | 13 0 0 0

Table 7.2: General results of the presented motion capture pipeline based on four actors.

First of all, it can be derived that the motion capture pipeline needs about 136 minutes on
average to clean and label 62 expressions (66 or 64 due to duplicate recording of an expression
and additional recording of the neutral pose). It is also visible that the presented approach
is able to clean and label on average 72% (based on the recordings of the four actors) of the
recording. Note that clean is an ambiguous term here, because the author was not able to
compare the results to a state of the art technique. Most state of the art software-solutions
such as motion builder or motion capture artists are expensive (> 1200 $) and thereby out
of the scope of the usable money for this thesis. Thus, subjectively analysing the results of
the presented cleaning pipeline reveals some common errors which are present in the cleaned
data and would influence a facial animation. Common errors are:

e marker swapping (merging artifact)
e marker redundancy (merging artifact)
e tilted head-pose / distortions (rigid head motion removal artifact)

e labelling errors (labeling artifact)

Marker swapping describes the process of confusing markers and accidentally merging them
because of their close distance. Marker redundancy describes artifact which are the results
of disappearing and appearing markers at totally different positions, which leads to a recon-
structed motion trajectory which probably “overlooks” markers which actually should have
been merged. Thereby the motion trajectory still remains split among different markers,
instead generates several markers which are responsible for the motion of the same area
of the face. Tilted head-pose or distortion describes an artifact of the rigid head motion
removal. This happens due to a misalignment in the reference frame, badly merged, or even
missing head markers or ear markers. And the last artifact happens in the labeling phase.
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This is often due to misalignment of the head-rigs in comparison to the reference mask (e.g.
different position of the hat band) or a missing marker for the ears.

In detail, LRRm’s reconstruction was heavily affected by marker redundancy. A lot of
duplicates are created for the LEY E LI D which is similar to the problem which was described
beforehand in Section 7.4.1. Whenever the actor closed his left eye the marker disappeared
and appeared again when the eye was widely open. The labeling artifacts were present
because the neutral pose differed from the pose in the expressions for some recordings. As
2D projections are used, the best results are produced when the actor directly looks into
the camera for a certain time of the expression. In some recordings, however, the actor had
his head slightly tilted for most of the time, thus, a neutral pose was not found. AMMI’s
reconstruction suffered from marker swapping in dense areas such as the mouth. Problems
like finding a representative reference frame for the rigid head motion removal also occurred,
thus, the head is tilted when the head motion is removed. To find a neutral pose the head
pose was analysed on a basis of every 300 frames-In this case, the frames only included
tilted head poses. ACRf’s cleaning had the most problems in the labelling phase, which is
related to the used head-rig. Her head-rig (diadem) moved during the recording, thereby the
distance between head-rig and face changed which results in an offset in the Voronoi Diagram.
Additionally, the existence of the body-markers often caused reconstruction errors. As they
were not correctly glued, they were not captured correctly. Most of the recording the amount
of body markers changed (> 4 or < 2) which caused a misinterpretation of those markers as
e.g. ear markers. The ears were considered as anchors for the reference mask, the projection
was simply wrong. SRGm’s reconstruction mainly suffered from marker swapping due to
unusually often appearing and disappearing markers on the cheek, which were confused with
each other. The previously named error cases can be removed manually in a short period
of time. All of the files listed under broken, mainly have big gaps on almost half of the
face’s markers, due to occlusions (turning away from the cameras) which makes it nearly
impossible to derive any markers position.

Even though the presented algorithm needs a manual revision in 30% of the files on average,
it still reduces the amount of cleaning work in the motion capturing process. Picking up on
the requirements the author phrased in the beginning of this chapter, the presented marker-
based cleaning pipeline allows a reconstruction of stable and coherent motion trajectories
under the constraint of keeping as much of the original motion as possible. Additionally, it
labels facial markers consistently. Thus, a clean motion basis is established ready to be used
for facial animation.
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The 3D-representation of a face often consists of thousands of vertices whose geometrical
properties need to be changed over time to form a facial expression. There are several ways
to animate a virtual face, please see Section 5 for a detailed explanation. Usually, abstract
control rigs are used to move the often highly detailed facial mesh. The process of creating
rigs is called rigging. The step of binding the rig to the facial mesh is called skinning. Both
of these phases are often considered as the bottleneck of the animation pipeline as the quality
of their results highly determines the quality of the full animation.

There are many ways to rig a virtual face such as blend-shapes, bone-based, free-form-based
and physically-based, please see Section 5.2 for a detailed description for all methods. Often
the application and usage of the facial animation determines which rig is the most suitable.
A discussion about advantages and disadvantages of each rig-type can be found in Section
5.2. To briefly summarize, blend-shapes offer an efficient way to animate a virtual face.
A blend-shape saves the full deformation of the face during a facial expression relative to
the neutral expression. They need to be carefully gathered beforehand. The number and
quality of the gathered blend-shapes determine the quality of the resulting animation. Bone-
based rigs offer a solution for that. They resemble an abstract control unit which directly
works on the facial mesh’s geometry, hence, it allows a more flexible support for different
facial expressions which were not gathered before. However, skinning the segments of the
bone-based rig to certain areas of the facial mesh can be a difficult problem. Free-form-
based rigs can be seen as a variation of bone-based rigs, thus, have the same advantages
and disadvantages. Lastly, physically-based rigs allow an anatomically correct animation of
the face but often need expert knowledge about deformation of the skin tissue or workings
of muscles. These animation controls are often used in combination with motion capture to
guarantee natural and human-like movements on the facial mesh.

An automatized rigging and skinning approach can help to fasten the initial creation and
binding of an animation control, and would additionally allow a fast adjustment of the rig
when slight mesh modifications are needed. Any kind of facial rig is highly sensitive to mesh
changes, thus, different rigs can profit of an effective automation of both processes. This
thesis wants to find an automatic approach and would like to establish a facial animation
pipeline which can fulfill following requirements:

e No additional mesh requirements
e No modifications of the actual motion signal
e Independence of motion capture- and mesh source

e Flexible re-usage of the motion capture data

91



8 Cluster-based Facial Animation

As previous sections (see Section 5.4.3) showed, in almost all animation systems blend-
shapes are used to transfer the captured motion from a real human onto a 3D-face. The
author would like to point out in more detail why blend-shapes will not meet the defined
requirements. As already stated, creating blend-shapes can be a lot of work and needs to
be done — if not done automatically by scanning a face — manually by an artist with a
profound knowledge about the anatomical structure and dynamics of the face. As all blend-
shapes need to be in correspondence, changing the facial mesh’s neutral basis to create a
slightly different face would lead to a modification of the full set of expression blend-shapes
which most certainly is different to the facial expressions that were originally intended.
Furthermore, topological changes such as a vertex increase of the facial mesh would simply
not work. Hence, blend-shapes can be seen as an extra mesh requirement, whose creation
and maintenance cost time, money and effort. Additionally, the resulting animation quality
is highly depending on the available blend-shapes. The Facial Action Coding System (FACS)
most commonly serves as reference. There, 46 facial action units are defined to cover various
facial expressions. The same number of blend-shapes are required to cover basic expressions
of the virtual face. Capturing slightest micro-movements or even individualized expressions
like raising only one side of the lip are not encoded in FACS. Thus, trying to mimic such
a motion with blend-shapes on the virtual face would either not be visible in the resulting
facial animation, or would be blurred due to interpolating a certain number of blend-shapes
which result in a facial expression which is just similar to the lip movement. Hence, a
blend-shape rig can modify the actual motion signal, due to an insufficiently chosen set of
expression blend-shapes. Thus, a larger set of blend-shapes is needed to actually cover the
full range of human motion. Moreover, either neural networks or optimization functions
are often used to find the optimal weight combination of the blend-shapes which should
reconstruct the real human facial movements. As optimization functions or neural networks
are highly depending on their input parameter-sets or training data, the actual movement
can also be modified using those methods, which also does not match the previously named
requirements. It is also common standard to capture the same person’s motion and facial
appearance to assure a correct mapping in between the real human movements and the
virtual facial mesh’s movements. This means, the motion capture is not independent from
the captured blend-shapes.

Bone-based rigs, however, represent a more flexible approach when it comes to facial anima-
tion. There, a skeleton rig represents an abstract version of the face, where bones control
certain facial areas. The used number of control bones depends on the desired level of detail
for the facial expressions. In general, a bone-rig can be created faster than a full set of
expression blend-shapes, hence, this method offers a better support for an integration of
different facial meshes. When motion capture is used to animate the facial mesh, the bone-
based control rig can be derived directly from the captured facial markers. Thus, no extra
rigging step is needed. To re-use motion capture, so to apply already captured motion from
an actor to a different facial mesh, can be a difficult task for any kind of rig. For bone-based
rigs a correct retargeting of the facial markers need to be found to allow a correct mapping
between the movement of the regions of the human face to the virtual representative.

To summarize, the author of this thesis sees bone-based rigs as more suitable for a facial
animation pipeline which wants to project motion capture on various virtual heads and
investigate into non-verbal perceptual effects in the field of virtual avatars. Unfortunately,
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Figure 8.1: Cluster-based Facial Animation Pipeline.

bone-based rigs are not without disadvantages, the retargeting of facial features to another
mesh, and the skinning and the associated determination of the influence of the bones on
the facial areas can be difficult. The following sections will explain how these steps are
efficiently automatized and how the defined requirements are met by the proposed facial
animation pipeline.

8.1 Pipeline

The thesis proposes a automatized cluster-based facial animation approach, which projects
motion capture data directly onto the 3D-facial mesh. The captured facial markers serve
as bone-based facial control rig as they hold the motion trajectories of each facial region.
Creating an animation based on bone-based rigs has been widely researched in the context
of virtual human-like bodies. Often their skinning-methods have integrated rigid body con-
straints, in spite of this, they are still used for flexibly and non-rigidly deforming faces. The
skinning-results often produce unnatural deformations, which need a high amount of man-
ual fine-tuning, to generate realistic and natural deformations of the facial surface. Even
though, bone-based methods resemble a standard rigging technique for bodies, the author is
convinced that using the same rigging technique for bodies and faces can help to establish
a consistent animation pipeline for both entities. Hence, this thesis would like to present
skinning-methods especially designed for faces which integrate the face’s non-rigidity and
its flexibility. To the best of the author’s knowledge, there are currently no automatic
techniques, which only use motion capture and a static 3D-facial mesh to create a facial
animation.

The technique only requires motion capture data and a static, 3D-facial mesh. The input is
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based on clean and consistently labelled motion capture, like it was established in Section 7.
The facial markers serve as bone-based control rig. As every face is individual, a retargeting
step needs to be performed to adjust the markers’ initial position to the facial mesh’s ap-
pearance. Additionally, the range of motion of the markers need to be adjusted to the virtual
face’s dimensions. To find the specific facial regions on the virtual face, a Voronoi Diagram
is used which space-partitions the markers of the motion capture. Spherically projecting the
facial mesh inside the Voronoi Diagram, helps to spatially partition the mesh accordingly and
to find the region each facial marker is responsible for. To skin the marker to the facial mesh,
so to calculate the influence of each marker in the specific Voronoi Cell, different techniques
are analysed. With the help of scattered data interpolation, it is determined how much of
the marker’s motion is transferred onto a mesh point. Afterwards, a surface restriction and
a normalization step is performed to avoid unnatural deformation of the facial surface. In
the end, the head motion is retrieved and wrinkles are created based on compression rates
of the markers and previously created normal-maps. The implementation of the full pipeline
is done in Python, Blender 2.79 is used as environment. Each step of the pipeline will be
described in detail in the following sections.

8.2 Facial Mesh Preparation

The concept of the proposed approach can be applied to any bone-based rig and surface facial
mesh. A few constraints are made to allow head and eye motion. Additionally, the virtual
character was given clothes, hair, a skin-texture and manually created normal texture for
the wrinkle synthesis (please see Section 8.6 for a full explanation). Essentially, two different
meshes with a different level of detail are provided.

8.2.1 Meshes

Figure 8.2 shows the two 3D-characters which should be animated. Each character has a
face, a set of eyes, hair and a dressed body. The difference between both the source of the
data. George’s face was captured with a 3D- structured light scanner and Georgina’s was
synthetically created with the open-source software MakeHuman. As apparent from Figure
8.2, both faces have textures applied, both textures were captured during the structured light
scan and manually UV-mapped. Georgina’s texture and geometrical structure do not come
from the same person. The geometry is synthetically derived, whereas the texture is captured
from a real human face and was commercially purchased from Ten24 [Ten19]. The hair, the
eyes an the clothes were extracted from the open-source software MakeHuman [Mak19]. As
in the further course of this work, non-verbal expressions should be perceptually evaluated
on both facial meshes, certain features are kept stable among the both virtual avatars such
as the cloth, eye color and the skin color.

Figure 8.3 shows a wireframe representation of both faces with a noticeable difference of
the density of the mesh. George’s mesh (11.297 vertices) has a higher level of detail than
Georgina’s mesh (9.973 vertices). Additionally, the topology of George’s mesh is based on
the anatomical structure of the face which is also called animation-ready, Georgina’s mesh,
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8.2 Facial Mesh Preparation

Figure 8.2: Two virtual 3D-faces with upper body: George (left) and Georgina (right).

N
/I

e
VNN
AN

gt

Figure 8.3: Two virtual 3D faces with upper body rendered with the mesh’s wireframe:
George (left) and Georgina (right).
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8 Cluster-based Facial Animation

Figure 8.4: Two virtual 3D-faces with upper body, shown with the underlying body rig:
George (left) and Georgina (right).

on the other hand uses a much simpler topology. Additionally, Georgina is equipped with
eyelashes.

Figure 8.4 shows the underlying body-bone rig for both virtual humans. This is necessary
for neck and eye motions and can also be used for an additional body animation. A standard
cmu-rig provided by MakeHuman [Mak19, Gra02a] is used. This rig is compatible with a
large, pre- recorded body motion database [Gra02a]. With the help of a Blender Plugin
provided by MakeHuman called MakeWalk, the body-rig can easily be animated. As Make-
Human also already provides a skinning of the bodies 3D-mesh, a full body animation in
addition to the presented facial animation can be achieved in a matter of minutes. The cmu-
rig provides two neck bones, controlling the motion of the neck and of the head itself, which
are in the presented pipeline used for the rigid head motion. In addition to the cmu-rig, the
head bone was equipped with two bones for the eyes for both meshes, providing the option
of adding recorded real human or synthetically derived eye-motion.

8.2.2 Geometrical modifications

Instead of using predefined or scanned meshes, the proposed facial animation pipeline could
also be used to animate synthesized faces, which are geometrically modified with for example
the Craniofacial Growth model, explained in Section 5.1.1. It defines geometrical changes of
the skull during the aging process with the help of simple scaling, translation and rotation
operations. The following section explains how Todd et al.’s 5.2 work was extended to not
just apply global changes to the face but also allow local changes such as puffy cheeks or a
non-prominent nosebridge.
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8.2 Facial Mesh Preparation

The following section is part of the “Proposed Age Regression” section of the published
work: AgeRegression: Rejuvenating 3D-Facial Scans by Katharina Legde, Susana Castillo
and Douglas W. Cunningham, WSCG 2018, Plzen, Czech Republic, May 28-June 1, 2018,
Short Papers Proceedings and was created and published during the research studies of this
PhD thesis.

To allow a rejuvenation of facial scans the Craniofacial Growth model 5.1.1 was used as a
basis and an algorithm was implemented which is able to transform polygonal meshes of
adults into realistic versions of them as a child. Only shape changes of the head and face are
considered. Changes in texture are currently ignored. The proposed algorithm attempts to
rejuvenate three-dimensional facial models by modifying and extending Todd et al.’s original
Cardioidal Strain Transformation (CST) model (Formula 5.2) [TMS*80, RC0O6b]. Although
the CST model was designed for age progression, it can be used for rejuvenation by using
a negative age coefficient k. Mark and Todd et al. [MT83] used negative values of k close
to zero, leading to plausible results. For higher rejuvenation their results produce increasing
distortions. Examples of the resulting young faces can be seen in Figure 8.5 (Second Row -
Todd et al. Proposed Age Regression) [LCC18].
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Figure 8.5: Age Regression Formula corresponding to Todd et al. and the proposed basis
variation [LCC18].

Both the CST and Ramanathan et al.’s [RC06b] technique only consider the vertical axis and
affect local areas, if at all, through a complex set of weights and then only for 2D-profiles. In
the course of this thesis an algorithm was implemented which is a trigonometrical polynomial
in spherical coordinates, which considers both horizontal and vertical changes, and is able
to apply local changes to distinct facial areas through a series of higher-order cosine power
functions. By altering the coefficients and exponents of the new terms, different facial areas
can grow at different rates and to different maximal values. This technique will work on any
3D scan of an adult face in any facial expression. For the visualisation in this Section a facial
scan of a 28 year old male in a neutral expression (with closed eyes) was used as reference.
The 3D-mesh was acquired with the help of a structured light scanner and does not contain
the back of the head [LCC18].
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8 Cluster-based Facial Animation

The first step in creating the age-regression model is to add the deformation caused by the
cosine of 6 rather than subtract it:

Ryoung = Rold ’ (1 +k- ’COS(Q)’) (8‘1)

Rgq is the distance of one point in the adult facial mesh to its origin. The coefficient k
controls how much of the deformation is applied to the head. Here, increasing k& denotes a
decrease in age. The angle 0 is the angle between the line segment of R, and the vertical
polar axis. Therefore, this angle describes how the cardoid varies along the latitude of
the facial scan. Using the full range of angles for 8 would result in the transformation being
applied to both the front and the back of the head. Since the deformations of the face should
only happen to the face, the half angle 0.5 - 8 was used. The result of the transformation is
Ryoung- In Figure 8.5 a comparison between Todd et al. [TMS*80] adjusted age regression
formula and the proposed variation is shown [LCC18].

The next step is to extend formula 8.1 to include ¢, the angle of the line segment of R4
and the horizontal axis:

Ryoung = Rota - (1 + k- cos(®)] - | cos()]) (8.2)
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Figure 8.6: Contribution of extending the formula with exponents to # and ¢. k = 1,
[LCC18].

A comparison of the angles can be seen in Figure 8.6 (first row - influence of 0, second row
influence ). With this extension we are able to localize specific areas of the face (e.g., the
nose or mouth) better in order to focus transformations there [LCC18].

Afterwards, the formula 8.2 is altered to allow the transformation be sharply focused on a
specific facial region by adding the exponents n and m to the cosines of 8 and ¢, respectively
[LCC18]:

Ryoung = Rotd - (1 + k- |cos(8)"] - | cos(¢)™]) (8.3)
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8.2 Facial Mesh Preparation

These exponents allow to control the rate decay of cosine and thereby helps to stretch and
to squash localized areas in a smooth way. Contributions of this modification can be seen in
Figure 8.6 (low / high exponents).

As Ramanathan et al. [RC06b] already stated, not all regions in the face grow at the same
time to the same extent. Therefore, specific areas of the face are treated separately by
establishing separate parameters for them [LCC18].

Ryoung = Rota - (1 + kp, - b+ kpp - nb + kpy - nt + kep, - ch) (8.4)
h =|cos(6)""] (8.5)

nb = | cos(d — anp)""| - | cos(p)™?| (8.6)

nt = | cos(0 — ane)""| - | cos(p)" | (8.7)

( (5.5)

ch = |cos(0 — aep)™"| - | cos(p) ™|

where h refers to the full head, nb refers to the bridge of the nose, nt refers to the tip of the
nose, and ch refers to the cheeks. Different aging coefficients ky, kpnp, knt, ken, and different
exponents n, m for each of the areas are also defined. The angles «; define a shift in the
starting point 6 of the transformation. Just as the exponents control the tightness of focus
of a cosine term, the shift a controls the local of the center of the transformation [LCC18].

The exponents n and m are also considered individually depending on the area they corre-
spond to. Note that the model can be further extended to have terms for any number of
facial areas. Initial experiments have shown these four terms represent a decent basis model.
The specific values of the various parameters need to be adjusted to the starting orientation
of the 3D- scan. For the used reference face, the effect of the different parameters for the
four terms are illustrated in Figure 8.7 [LCC18].

The method can be applied to any facial mesh, various parameters can be chosen to find a
child-like representation. In Figure 8.8 an example synthetically created childish face can be
seen of the 28 year-old actor. A small sample of an example parameter space can be found
in the Appendix VI in Figure A.1.

The selected parameters can be used for the facial models presented in Section 8.2.1 and
younger versions of them can be produced. As the presented age regression method does
only perform geometrical changes and no textural modifications, the age regression was only
possible with Georgina’s mesh, as her texture could also easily be interpreted as a child’s
face. George’s texture, however, includes very prominent eyebrows and beard-stubble which
will still be included in the rejuvenated results and would lead to an unnatural representation
of a child. Figure 8.9 shows an example result of a female mesh, more examples can be found
in A.2

This formula 8.4 can not just be used to produce rejuvenated faces but also to fully change
geometrical properties of the face and thereby create individual facial meshes. A few example
faces can be seen in Figure 8.10 with the shown defined values for the parameters k, n and
m for the different regions. It is possible to produce obese-seeming meshes, meshes with long
faces or alien-like creatures.

99



8 Cluster-based Facial Animation
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Figure 8.7: Transformation for different areas of the face with low, low medium, medium
high and high parameters in absolute value.

8.3 Retargeting

Creating a realistic facial animation by hand can be complex task as it requires a high
understanding of facial movements and takes a lot of time. Thus, it is common to use real-
life motion capture data to animate a facial mesh. But, as every face is individual in terms
of proportions, facial feature size and range of motion a retargeting of those characteristics
from one face to the other is inevitable. As previous sections stated, blend-shape-rigs are
most commonly used for facial animation. Using motion capture to control the blend-shape
rig basically implies finding weights for the blend-shapes so that the expression of the virtual
face best mimics the motion captured expression of the real human. As already stated in
Section 5.4.3, a correspondence between both entities needs to be created and a complex
retargeting strategy needs to be established. This is especially necessary when the facial
mesh and the motion capture are not coming from the same person.

This thesis’ goal is to animate arbitrary facial meshes with arbitrary facial motion capture,
such as taking the recorded expression of one male actor and retarget it to a female facial
mesh and analyse occurring perceptual effects. This thesis offers an alternative facial anima-
tion approach to the conventional blend-shape method by simply avoiding the blend-shapes
at all. A highly reusable and flexible animation method should be offered by the thesis, which
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8.3 Retargeting

Figure 8.8: Example Results for the proposed Age Regression: 28 year old actor (left) and
rejuvenated version (right). For more results please see A.1.

AR A

Figure 8.9: Example Results for the proposed Age Regression: original Georgina mesh (left)
and rejuvenated version (right). For more results please see A.2.
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Figure 8.10: Geometrical Modifications of George’s mesh. Original mesh (right) and de-
formed meshes with Equation 8.4.
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8 Cluster-based Facial Animation

is able to animate any facial mesh, without gathering or creating user-specific blend-shapes
beforehand. Therefore, a state-of-the-art standard retargeting technique, called Radial Basis
Function Network, is implemented and different distance functions are explored to approxi-
mate the facial shape. One of this thesis’ contributions is the introduction of a polynomial
distance function which allows a retargeting of static facial feature points generating promis-
ing results for various facial models of different genders and different shape. Additionally,
this chapter shows two simple but convincing range of motion retargeting techniques based
on bounding boxes.

The here presented retargeting approach is similar to the approach presented by Noh et al.
[NNO1]. Just like Noh et al. [NNO1] a manual correspondence is established as input to
an Radial Basis Function. Noh et al. [NNO1] use a multi-quadratic basis distance function,
the thesis’ author on the other hand, explores different distance functions and find the best
results for a polynomial distance function. Noh et al. also present an alignment of motion
between the two meshes based on Bounding Boxes around facial features. These Bounding
Boxes are than used to adjust the motion magnitudes with the help of a scaling vector. This
thesis again explores different scaling methods and implements an Oriented Bounding Box
motion retargeting. The following Sections will describe the implementations and findings
in more detail.

8.3.1 Facial Feature Retargeting

When an actor’s performance should animate a facial mesh of another person, a retargeting
of the facial features is inevitable. The presented approach projects motion capture data
directly on a facial mesh and enables an animation. The motion capture markers are used
as rig which controls a static facial mesh. As already stated in Section 5.4.3, retargeting
can be seen as a projection of features from one source space into a target space under
consideration of corresponding features. In this scenario it means that the motion capture
markers, which resemble the source, are set in correspondence with the vertices of a 3D mesh,
which resemble the target. To avoid a manual retargeting of every single marker, previous
research [CPM14, DMBO08| recommend Radial Basis Function (RBF) Networks, which can
be seen as simple machine-learning technique.

For a classic RBF Network, a small number N of source values (such as facial feature points)
s; are selected and their corresponding target value t; are manually determined, yielding a
series of (s;,t;) correspondence tuples. As source values serve facial feature points. In the
thesis’ set-up, the motion capture markers serve as source values and facial mesh-vertex-
indices serve as target values. A correspondence-map between both entities is made. This
correspondence is generated manually and saved in a separate file. Note here, that the
correspondence-file only needs to be updated when the facial mesh changes as all motion
capture markers are consistently labelled in the expression database, due to the previously
presented motion capture cleaning pipeline, see Section 7.

The principle of a Radial Basis Function Network is to learn a linear combination of radial
functions p;(s) to predict a mapping function F'(s) between source and target space for any
new input value s [DMB08, CPM14].
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8.3 Retargeting

N
F(s):t:Zwiocpi(s),goi:R"ﬁR (8.9)
i=1
vi(s) = f(l|s —sil|),si e R", f:R—=R (8.10)

vi(s) denotes a radial function, it is radially symmetric about a center s; as its value only
depends on the Euclidean distance between the input point s and the center s;. Radial
functions can be divided into two groups. The first group of functions yield high result
values for higher distances of an input value s and the center s;, examples are functions
such as inverse Gaussian or multiquadratics. Multiquadratic functions like the ones used by
Dutreve et al.[DMBO08] and Noh et al.[NNO1] show such a behavior:

vi(s) = v/ f(lls = sill)? + hi(s)? (8.11)

On the other hand, Gaussian and inverse multiquadratic functions resemble the second group
of radial functions, which reverse the previously named behavior. They yield high result
values when an input value s and the center s; are closely located. A Gaussian comparable
to Deng et al. [DCFNO6] can serve as an example for the described behavior.

_ Fls=s;1D?
pi(s) =e 2Mil)? (8.12)
hi(s) = mingzs, ([|s — sil|) (8.13)

Initially, the weights w; (Formula 8.9) are not known but a set of source and target corre-
spondences can be used to learn them in a training phase. The training phase of the RBF
Network consists of solving a linear system of N equations (the x-axis is used here as an
example, in 3D: three linear systems one for each x,y,z-axes needs to be solved). This thesis
uses as input of the training phase the manually predefined correspondence pairs.

Ty =¢- W, (8.14)
W, =o' - T, (8.15)

To solve the system for the x-axis, ¢ is defined as (N,N)-matrix [DMBO08]. There, the
radial function for a marker s; (listed in the correspondence-tuples) is defined as ¢;(s;) =
f(lls; — sill), where every motion capture marker serves as centre s; (also listed in the
correspondence tuples) of the radial function:
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Rearranging the formula (see Formula 8.15) enables the calculation of the weights W, =
(w¥, ws, wE..wk). ¢! denotes the Moore-Penrose (Pseudo) inverse of the matrix, which
calculates the generalized inverse of a matrix with the help of its singular-value decomposition
[Pyt21], and T, = (t{,t5,t5...t%;) defining the corresponding vertex position in the mesh on
the x-axis. The weights W, are only defined for the x- axis, the calculus needs to be done
for the two other coordinate axes (y, z) correspondingly to get W, and W, [NNO1, DCFNO06,
DMBO08, CPM14].

After training of the RBF Network any arbitrary point s in the source space can be introduced
into the system and will be transformed into a point ¢ in target space by calculating its
position corresponding to the trained points s; and their weights w;, by solving the Equation
t = F(s) [DMBO0S].

This thesis contribution is an alternative radial function, a square root of a fourth degree
polynomial (comparable to a multiquadratic function, to avoid misunderstandings in the
further course of the thesis the author refers to it as polynomial):

vi(s) =V F(ls—sil) +2- fllls = sil)2 +2- F(lls = sall)® +2- f(lls = sil)* + ha(s) (8.17)

Remembering the previously mentioned two groups of radial functions, the here presented
polynomial belongs to the same group as the inverse Gaussian and the multiquadratics.
All of those functions produce a higher output value for more distant markers. Using the
result of the radial function directly as a weight for the RBF Network will not provide the
wanted result. An RBF Network should give higher weights to the closer, nearby neighbors,
which results in a higher influence of the neighbor’s position on the retargeted marker. This
actually is achieved with the matrix-inverse ¢! of the output of the radial function, see
Equation 8.15. Additionally, it needs to be noted that in Formula 8.16 all motion capture
markers s; can also serve as center s;. Thinking this further and exploiting the Radial Basis
Function Network to the fullest, using centers for facial regions such as the eyes, the mouth
and the cheeks could give even better results.

A visual comparison of all those radial functions with the same input parameters can be seen
in Figure 8.11. It can be derived, that the higher the distances get, the higher the output of
the radial function ¢;(s) is (shown in red), which would result in a lower weight (influence)
of more distant points on the retargeted marker position. From the visual representation of
all three radial functions, see Figure 8.11, it can be derived that for the inverse Gaussian
and for the multiquadratic function the area of the lowest distances is quite narrow. They
produce parabola-shaped curves which converge towards the apex. The polynomial, on the
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Inverse Gaussian Multiquadratic Fourth Degree Polynomial

\ [

Figure 8.11: Values for the three kinds of radial functions which can be used in a RBF
Network under the same input parameters: Results of the Inverse Gauss, mul-
tiquadratic and polynomial function (left to right), higher values shown in red,
lower values shown in blue. h;(s) = 2 (noise factor).

other hand, helps to produce a plateau. The latter the author sees as a better approximation
of the structure of the face, thus, will retarget the motion capture marker more adequately
to a facial mesh.

As an optimal radial function which approximates the shape of the face best needs to be
found, all three radial functions were analysed in the implemented RBF Network under the
same input parameters. The results can be seen in 8.12. The same coloring scheme as in
Figure 7.8 is used, the used colors for the markers represent the different areas of the face:
yellow (area under the eyes), grey-green (area of the cheek), light-green (nose area), red (eye
brown area), orange (lip area), magenta (chin area), green (forehead area), grey (ear, eye lid
and head area).

Comparing all RBF results, it is visible that some radial functions produce better retargeting
results than others. The inverse Gaussian- function produces results which mainly retarget
the markers either inside or under the face along the neck area. The markers which are
correctly positioned in the face are mainly those which were manually set in correspondence.
The multiquadratic and the polynomial function produce at a first glance quite similar
results. The multiquadratic function retargets some markers outside the face, while the
polynomial function shows a better correlation with the facial structure, which is related to
the plateau-shape of the radial function 8.11. Additionally, it can also be seen that the area
around the eyes and the chin is better and more symmetrically retargeted in the polynomial
functions. From a visual comparison of the three functions, it can derived that the inverse
Gaussian produces less precise results compared to the multiquadratic and the polynomial
function.
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Inverse Gaussian [DCFN06]  Multiquadratic [DMBOS] Fourth Degree Polynomial

Figure 8.12: Results of the RBF-Network for different radial functions: Inverse Gaussian,
Multiquadratic and Fourth Degree Polynomial (from left to right).

Taking a closer look at two example retargeted markers (RCHEEK12 and LCHEEK12)
and comparing it to the real-world placement of the markers on the actor’s face, it can be
seen that using the polynomial function gives more precise results comparing the retargeted
position with the initial position of the cheek markers. While the LCHFEEK12 marker is
retargeted to the area between the upper lip and the nose in the multiquadratic function,
the polynomial function allows a retargeting which is more close to the initial position of the
marker’s location in the face.

3
. Mleveunr

RCHEEK12 LCHEEK1?)

Multiquadratic [DMBOS] Fourth Degree Polynomial

Figure 8.13: Results of the RBF-Network for different radial functions: Original Actor, Mul-
tiquadratic and Fourth Degree Polynomial (from left to right).

Using just two markers as example to prove that the polynomial function allows a better
retargeting might not be convincing enough. Therefore, an analytical way of comparing the
results of all three radial functions is established. Please note here, that it is difficult to
establish a basis to compare the result of the retargeting for all three distance functions in

106



8.3 Retargeting

our scenario, because different actors for the motion capture and the facial mesh are used.
A 3D-scan of any of the motion capture actors was not available nor did a motion capture
point cloud for any of the used facial mesh models. Thus, an execution of the RBF Network
on the motion capture point cloud and on the facial mesh of the same actor to see how well
the markers are retargeted was not possible. Thus, for the facial mesh George a subjectively
defined list of vertex-indices which best resemble the position of the motion capture markers
was established. Note here, a correspondence of 39 (motion capture marker, vertex-index) -
pairs is already defined. Thus only 30 markers need to be automatically retargeted. For these
automatically retargeted markers, the corresponding vertex-indices on George’s facial mesh
are found. Their location in world-coordinates is calculated and the Euclidean distances to
the retargeted marker’s positions are established. Results of this analytical measures can be
found in Table 8.1.

Table 8.1 shows the Euclidean distances of all automatically retargeted markers with the RBF
Network using different radial functions. Taking the average Euclidean distances comparing
Inverse Gauss (0.85), multi - quadratic(0.22) and our polynomial distance function (0.14) it
can be seen that the fourth degree polynomial allows a precise retargeting. In the example of
markers LCHEFEK12 and RCHFEFEK12, it is visible that the polynomial function produces
the lowest Euclidean distances, for LCHFEFEK12 even by far. That means the markers
are actually retargeted close to the subjectively defined position based on the real-world
location. It can also be derived from Table 8.1 that, the polynomial function handles the
forehead markers and cheek markers much better than the multiquadratic function. On the
other hand, we can see that the multiquadratic function works better for the areas of the
eyebrows and the nose. The inverse Gaussian function always produces the highest Euclidean
distances, thus, it retargets the markers far off their intended position. As already stated,
for this set-up 39 (motion capture marker, vertex-index) - pairs are used to establish the
correspondence between source and target space. An additional evaluation of the three radial
functions using only 25 correspondence-pairs was done. It reveals that the RBF-Network
does not suffer from over-training for any of the named functions. Especially in case of the
inverse Gaussian function, even less precise results are produced, please see Table C. The
other two radial functions show a slight decrease in the average Euclidean distances when
using 25 correspondence pairs, hence, they give less precise retargeting results.

In summary, as the evaluation reveals, the inverse Gaussian function does not fit our needs
for a precise retargeting technique for facial features. It punishes larger distances too early
and thereby does not approximate the shape of the face very well. The multiquadratic and
the polynomial function both show very promising results. But as the multiquadratic func-
tion retargets markers outside of the face, important information for the facial animation
technique would be lost. Thus, the animated facial expression could lose important move-
ment which could lead to a misinterpretation of the expression. Thus, the polynomial radial
function is used for future sections.

The retargeting of facial features is done only for the first frame of the animation. To
guarantee a full retargeted animation, the remaining frames also need to be adjusted, see
Section 8.3.2 for more information.
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Marker Inverse Gauss Multiquadratic Polynomial

CHIN4 0.277929660581151 | 0.035516269098649 | 0.077286293399669
CHIN5 0.822824626059535 | 0.084532775773834 | 0.092380961864388
CHING 0.866299283554416 | 0.098293301179484 | 0.007818598908287
FHD21 0.626467053024139 | 0.153499631242879 | 0.085854184531578
FHD22 0.825612079610655 | 0.197747628551401 | 0.128232008135774
FHD23 0.996851306028243 | 0.296911728631878 | 0.07799602614589
FHD24 0.908898486982913 | 0.308357028558144 | 0.094767816662448
FHD25 1.08152342022352 0.359171671424337 | 0.171404277516513
LCHEEK11 0.401709354685333 | 0.095464730455813 | 0.017675367417639
LCHEEK12 1.24059030386419 0.419024831698138 | 0.081088031360102
LCHEEK13 0.876662363288218 | 0.197997049155123 | 0.190811262255089
LCHEEK15 0.44038012928397 0.349118350402537 | 0.065522953104657
LCHEEK?22 1.09210336983759 0.271007462773029 | 0.179583007599702
LCHEEK32 1.74115722492972 0.252000588542449 | 0.116639593784541
LEYEBRI1 0.46475168381073 0.095308586915577 | 0.123327293251844
LMOUST 0.646791091847945 | 0.159956176254797 | 0.028908375482339
LUNDEREYE1 0.338059171296248 | 0.212346453697061 | 0.203886050476157
LUNDEREYE3 0.788101526154005 | 0.208817988012581 | 0.174975038973894
LUNDEREYE4 1.41060713866986 0.442138547244667 | 0.0796755231094
NOSE2 0.399898109605071 | 0.16929340796071 0.181773391887842
RCHEEK11 0.25360851426695 0.278699869849749 | 0.249729612239732
RCHEEK12 1.17546605633968 0.121473228634648 | 0.043072087196637
RCHEEK13 0.612726113928186 | 0.238460776141321 | 0.132398933582063
RCHEEK15 0.530454930492167 | 0.3174660138948 0.202770839271125
RCHEEK?22 2.49985541542794 0.265724715144103 | 0.211709411572124
RCHEEKS32 0.973148469460126 | 0.261732828992777 | 0.473829437383628
REYEBRI1 0.333616991475646 | 0.101354290790337 | 0.048812502881442
RMOUST 1.01890422338665 0.065949502361997 | 0.06855011308783
RUNDEREYE1 0.294270351820675 | 0.2417074410804 0.142934520035351
RUNDEREYE3 0.625131297622323 | 0.158619203826257 | 0.235617943261202
RUNDEREYE4 0.957573750983148 | 0.190872279696185 | 0.106361097764386
Average Euclidean | 0.850732449951365 | 0.221618811932855 | 0.136513085138109
Distance

Table 8.1: Comparing all the RBF-N results of three radial functions with the Euclidean
distance measure between retargeted marker and subjectively defined position in
reference to real-world actor marker placement. The correspondence pairs were
39, motion capture came from a male actor and the facial mesh is also male.

8.3.2 Motion Retargeting

This thesis’ main goal is to animate any arbitrary facial mesh with arbitrary motion cap-
ture. Important on that note is that faces — even though they have the same features —
are individual. The features such as the eyes or the mouth differ in terms of size and dis-
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8.3 Retargeting

tance, depending on that, the range of motion of the features is different. That means, when
the motion of another person should be transferred to another person’s face, the motion
trajectories need to be adjusted and scaled on a frame-by-frame basis. Therefore, two dif-
ferent strategies have been implemented which both rely on Bounding Boxes calculating a
scaling factor for the motion displacements. The pipeline suggests to perform the motion
retargeting after the facial feature retargeting. This way, the motion capture markers can
be analysed before and after the retargeting to calculate the scaling factor s;,sy,s.. The
previously presented Singular Value Decomposition, see Section 7.3.2 is used, to calculate
the frame-by-frame motion-displacements of the markers and scale those displacements with
the calculated s, sy, s,-factors.

Scaling based on Global Bounding Boxes: For the motion retargeting based on a Global
Bounding Box, a Bounding Box is calculated which encloses the full face. To calculate the
dimensions along the x-axis, the x- coordinates of the outer left and right cheek markers
are subtracted. For the dimensions along the y-axis, the difference of the y-coordinates of
the most frontal nose marker and one of the ear markers, as they are the markers which lay
the most in the back, is calculated. For the z-dimensions of the Global Bounding Box, the
markers which lay the highest and lowest in the face, which is the highest forehead-marker
and the lowest chin-marker, are considered.

dzb

Sy = T

d, = |RCHEEK31, — LCHEEK31,| o
b

d, = |INOSE3, — REAR,| sy ==
d. = [FHD22, — CHIN2,| iy
s, = di

The differences d., dy, d. are taken before and after the facial feature retargeting and a ratio
is determined to calculate the scaling factors s, s,,s.. Here, a,b indicate the differences
before and after retargeting.

Scaling based on Local Bounding Boxes: Additionally, a scaling method based on local
feature dimensions is implemented. Therefore, the mouth, eyes, and forehead area are anal-
ysed and their Bounding Boxes are calculated. The selected areas can have an incomplete
set of markers, due to artifacts of the motion capture cleaning as they are densely located.
Thus, the initial approach of the Global Bounding Box can fail for some of the recordings.
The solution of Oriented Bounding Boxes can offer a solution for that problem.

Oriented Bounding Boxes find the minimum area - enclosing rectangle [GMLO00]. Therefore,
the co-variance matrix of a set of markers in each specific area is found and the Eigenvectors
are extracted to define the principal unit axis of the point clouds. The marker’s coordinates
need to be aligned with the extracted principal axis by multiplying them with the Eigen-
vectors. From these rotated points the maximum, the minimum and the center to span the
Oriented Bounding Box are extracted. It is calculated before and after the retargeting process
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8 Cluster-based Facial Animation

and the x,y,z-dimensions are extracted. A ratio is derived between both Oriented Bounding
Boxes and an individual scaling factor is determined for each area. The OBBs for the mouth
are calculated considering all lips markers, the bounding box for the forehead considers all
forehead markers and the OBB for the eyes considers the markers for the eyebrow, eyelid and
the under eye area. An example implementation can be found in Equation 8.24. The corners
of the OBB is a the sum of the center vector with variations of the distance vector, e.g. like
cornersg = center + (—dist, —dist, —dist).T and corners; = center + (—dist, —dist, dist).T
and so on.

C = cov(m)
evec = eig(C)
rotated,, = C - evec
0bbyin, = min(rotated,,)
0bbar = max(rotated,,)

(mazxgpy, — Mineyp)

dist =
s 5

8.4 Skinning based on Clusters

Compared to the commonly used blend-shape-based facial animation, the presented pipeline
allows a faster integration of different facial meshes. Due to the retargeting module, it allows
a more flexible usage of the motion capture on arbitrary facial meshes without needing to
gather a database of new blend-shapes for every new facial mesh. On the other hand, the
approach needs a specific skinning step which is not necessary when blend-shapes are used.
Blend-shapes are saved in a rig and can be used in combination with motion capture marker
to animate a mesh. Therefore, the blend-shapes are weighted and mixed to match the
captured motion of an actor. As the blend-shapes are already defined in the space of the
facial mesh, they do not need to be specifically bound to it. The presented approach, on
the other hand, use the motion capture markers as rig which is similar to a bone-based rig,
commonly used in body animation. Lewis et al. [LCFO00] describe the skinning process as
binding the surface of a mesh to a rig. This process consists out of two parts: the clustering
and weight-determination. Lewis et al. [LCF00] describe that each rig-bone has a certain
area of influence on the mesh. These areas are called cluster and contain a finite set of
vertices. Vertices belonging to one cluster can be differently deformed by the bones. The
position of a mesh’s vertex is a weighted sum of all deformations applied to it, see Equation
4.1. The influence of deformation of a bone on a mesh vertex is determined in so called
weight-maps.

So far the thesis has presented steps to establish to reach the goal of establishing a flexible and
modular facial animation pipeline: the motion capture data is already cleaned, two facial
meshes are already defined and prepared for an animation, facial features are retargeted
from the motion capture markers to the facial mesh, and the range of motion has been
adjusted from the motion capture’s space to the facial mesh’s space. So far, the only manual
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8.4 Skinning based on Clusters

intervention that needs to be done is creating the correspondence file to establish a correct
retargeting from source to target space.

In contrast to the animation pipeline, see Section 3 presented by [OBP112] the mesh is
bound to the rig after the retargeting process. This is necessary because of the direct usage
of the motion capture markers as a control rig. Thus, the motion is directly projected onto
the facial mesh. Before the skinning can start, every marker needs to be located in the target
space of the facial mesh and needs to be skinned accordingly. To cluster the face according
to the facial markers, a space-partitioning technique called Voronoi Diagrams is used. To
determine the influence of each bone on a clustered vertex, scattered data interpolation
techniques such as Natural Neighbor Interpolation and Gaussian Interpolation are used. For
all strategies the markers are hooked to their corresponding clusters in the face with the help
of Blender’s Hook Modifier.

8.4.1 Clustering

To establish a correspondence between motion capture markers and mesh-vertices a clus-
tering is performed. This enables an animation of a certain area with a certain marker’s
movement. There are several ways to partition the face, for example by features like the
eyes, the mouth, the forehead or the cheeks, also a partitioning of the face by anatomical
features like muscles is possible. It is also possible to see the motion capture markers as
scattered point cloud, which can be partitioned by a 2D- Voronoi Diagram. As the motion
capture markers and the facial meshes are defined in 3D, both need to be transferred into a
spherical coordinate system first to then perform a clustering.

Spherical Projection As the face is a curved surface neither the 3D - mesh nor the motion
capture data should be seen as flat. A simple orthographic projection would remove impor-
tant information of the face such as the depth component. Thus, a 2D-projection needs to
be found which is able to represent the projected structure fully. In that context, there are
many ways to project 3D to 2D like cylindrical, elliptical or spherical ([Miill0]). As the face
is essentially radially monotonic just like a sphere, a spherical projection is sufficient.

Each mesh point p; and marker m; existing in Cartesian coordinates (z,y,z) are projected
into the spherical coordinates (6, ¢, r) by calculating § = arccos 2 and ¢ = atan2 ¥, with

r=+/x2+y%+ 22. 6 and ¢ can then be used for further calculations.

Clustering Voronoi Diagrams allow a partitioning of a point-set which is scattered. They
become handy in the context of virtual faces and facial motion capture. The used motion
capture set-up is densely located on the face, with the idea in mind, that each marker
resembles a reference for the movement of a corresponding region. The Voronoi Diagram
helps to find the same corresponding region on the virtual face and thereby allows a correct
transfer from human faces to virtual representatives.

To calculate the Voronoi Diagram, the Python library SciPy is used which provides a pre-
built function to calculate Voronoi Diagrams from a set of input points. In the proposed
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Figure 8.14: Voronoi Diagram: Motion capture markers shown in red, Voronoi Edges shown
in yellow, 3D- mesh points colored in black, all in spherical coordinates.

animation approach, the spherically projected markers serve as input to the Voronoi Tesse-
lation. This is done to span a Voronoi Region for each motion capture marker. The vertices
of the 3D-mesh are projected into the Voronoi-Diagram, there a correspondence in between
mesh point and marker region is found (see Figure 8.14 black dots and yellow lines, respec-
tively). A Voronoi Diagram is calculated only for the first frame of the animation, afterwards
the mapping of markers and mesh points remains the same.

8.4.2 Weight-Determination

After retargeting the motion capture markers to the 3D- facial mesh, adjusting the range
of motion and clustering the facial mesh vertices according to the motion capture markers,
weights can be defined for each bone to calculate the deformation of each mesh vertex.

Common techniques for the weight-determination of bones in the skinning process are either
the Linear Blend Skinning approach by Lewis et al. [LCF00] or the bone-heat equilib-
rium described by Baran et al. [BP07]. Both techniques are commonly used in commercial
animation-software such as Blender, Maya and 3D Studio Max. Two essential scattered data
interpolation techniques are implemented to interpolate each bone’s weight on a certain ver-
tex: a Gaussian interpolation and a Natural Neighbor - Interpolation. For both techniques,
the pre-defined Voronoi Clusters are used to limit the area of influence of the bone on the
facial mesh. Additionally, investigations into the absence of such a clustering technique have
been made. Such a method is comparable to the Linear Blend Skinning approach of Lewis
et al. [LCFO00].
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8.4 Skinning based on Clusters

8.4.2.1 Gaussian Interpolation

Lewis et al. [LCFO00] were the first ones to describe a weight-determination of a bone on
a surface of a mesh. Their method is comparable to a pure Gaussian interpolation which
distributes the weights based on the proximity of the bone [LCF00]. The initial approach
works without a pre-clustering of the face and can be defined like in Equation 8.25.

fz)=e 257 (8.25)

A Gaussian interpolation is also often called normal distribution and is commonly used to
show a probability distribution. It is defined by p and o, p resembles the mean of the
distribution and ¢ the variance. To interpolate the weights of a bone based on a Gaussian,
can be adapted to the center of the interpolation, thus, the area with the highest weight. This
is resembled by the location of the bone (our facial motion capture marker, respectively).
o defines the variance or width of the Gaussian-curve, it resembles the distance from the
center to the turning points of the curve. In this scenario o defines how fast the weights
fall-off based on the distance of the current vertex to the center of the interpolation (the
marker’s position, respectively).

A spherical projection of the facial mesh and the motion capture markers is used. Thus,
3D data is transferred into a 2D. This 2D-projection of the mesh and the markers is the
basis for the weight-determination with the Gaussian function. The equation described in
Equation 8.25 shows a Gaussian interpolation in the one dimensional case of only modifying
x. Determining a Gaussian in two dimensions (¢, € from the spherical projection)can be
achieved, like in Equation 8.26. Here, zg and yo define the marker’s location in spherical
coordinates and ¢ resembles the fall-off rates of the weights. A ¢ = 0.05 of was subjectively
chose to fit the dimensions of the used facial meshes. The Equation 8.26 is comparable to
Lewis et al. [LCF00] Linear Blend Skinning approach.

(z—20)%+(y—y0)?

fla,y)=e 22 (8.26)

Using Equation 8.26 it is possible to determine a weight-map for every bone (marker re-
spectively) in the face. A resulting weight-map for three different markers (LCHFEFEK?21,
LCHEFEK?22 and LIPS5) can be seen in Figure 8.15.

Assuming the same ¢ = 0.05 for all markers might be not optimal because the used motion
capture set-up is not equally dense all over the face. Thus, the weight for certain areas such
as the lips should be interpolated with a different fall - off - rate than e.g. the area of the
cheek. Therefore, the previously calculated Voronoi Cells are used to determine a ¢ which
is derived from the area a the marker spans in the Voronoi Diagram, see Equation 8.28.
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Marker: LCHEEK21 N Marker: LCHEEK?22

Marker:LIPS5

Figure 8.15: Weight-maps for three example markers using the Gauss interpolation without
Voronoi Clusters: LCHEEK21, LCHEEK22, LIPS5 (from left to right) using
a color-gradient from red to blue, with red denoting 100% of influence of the
marker on the vertices and blue denoting 0%.
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8.4 Skinning based on Clusters

o=— (8.27)

(z—20)?+(y—yp)?

flzyy) =€ 252 (8.28)

Here, xg and yo define the marker’s location in spherical coordinates. A Voronoi Cell can
have an arbitrary number of Voronoi Vertices, and produce cells which resemble an irregular
polygon. To react better to uncertain input, the implemented method calculates the area a
of the cells by splitting the polygon into regular triangles. Therefore, the involved Voronoi
Vertices are transferred into Cartesian coordinates again. The center ¢ of the Voronoi Cell
is determined by averaging over all involved Voronoi Vertices. Two vectors from the center
¢ to two neighboring Voronoi Vertices a, b are generated and the cross product is calculated.
Note here that the cross product of two vectors actually returns a parallelogram, For the
presented algorithm only half of it is interesting, yielding a triangle. This is repeated for all
n vertices and the sum is generated to get the full area a, see Equation 8.29.

a=305-AC x BC (8.29)

Using this technique for the weight-determination yields that only one mesh vertex gets
influenced by one facial marker. This, might lead to artifacts at the Voronoi Edges. The
vertices which are located there might either have a small weight or even no weight at all,
which mean they would stay almost completely still.

A resulting weight-map for three different markers (LCHEFEK?21, LCHEFEK?22 and LIPS5)
using the Gauss interpolation with Voronoi Cells to define an area of influence and serve as
a reference for o can be seen in Figure 8.16.

8.4.2.2 Natural Neighbor Interpolation

The face moves non-rigidly and flexible, thus, simply assuming that one vertex only fol-
lows one marker’s motion might lead to unnatural results. As both discussed weight-
determination interpolations can not guarantee that several markers influence one region
of the face, a Natural Neighbor interpolation (also called Sibson-Interpolation) [Sib81] was
additionally implemented which relies on a previously calculated Voronoi Diagram and the
area of its Voronoi Cells. Specifically, a weight of a point is determined based on the values
of the centers of the neighboring Voronoi Cells along with the area those cells span.

Figure 8.17 (a) shows an example Voronoi-Diagram consisting of three Voronoi Cells, each
with its center My, Mo, Ms. Each colored area represents a Voronoi Region. The value of
point P should be interpolated based on the values of M7, Ms, Ms. Therefore P is introduced
into the diagram and a new Voronoi Tessellation is done, where P also spans a region, see
Figure 8.17 (b). The value w (in this case the weight) of point P can now be interpolated
based on the area that its cell stole (stripped area) from the original 3 Voronoi Cells, see
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Marker: LCHEEK21 ) Marker: LCHEEK22

Marker: LIPS5

Figure 8.16: Weight-maps for three example markers using the Gauss interpolation with
Voronoi Clusters: LCHEEK21, LCHEEK22, LIPS5 (from left to right) using
a color-gradient from red to blue, with red denoting 100% of influence of the
marker on the vertices and blue denoting 0%.
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a) C)

Figure 8.17: Example procedure of the Natural-Neighbor-interpolation.

Figure 8.17 (c), see Equation 8.30. The result is called weight w. This is derived from the
ratio between overlapping area A(M; N P) of P and its neighbors N and the total area A(P)
of P.

AM; NP
w:;(A(P)) (8.30)

In the presented approach the input points M1, M2, M3 are the (retargeted) motion capture
markers, the amount of stolen area represents the weight of a marker (bone respectively)
on a mesh point P. The weights are stored in a weight- map, all mesh points which are
influenced by one marker are stored inside a vertex group. Example resulting weight-maps
for three markers (LCHEK?21, LCHEFEK?22, LIPS5) can be seen in Figure 8.18.

8.4.3 Surface Restriction

So far, all skinning techniques can produce cells which expand over cavities of the face. For
example, an upper eyelid marker can also have an influence on the area under the eyes (e.g.
Figure 8.19) or a lower lip marker could influence the upper lip. This can lead to unnatural
and also impossible deformations.

An expansion over cavities could cause, for example, constantly closed eyes or mouth or a
blinking motion of the lower eyelid. To avoid those deformation, a restriction based on the
surface topology for the eyes and the mouth was performed. More specifically, the inner
manifolds (the boundaries of internal holes of the face) of the 3D- mesh were extracted. The
weights were clipped using those borders. For the lips this techniques works without any
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Marker: LCHEEK21 N Marker: LCHEEK?22

Marker: LIPS5

Figure 8.18: Weight-maps for three example markers using the Natural Neighbor Interpo-
lation based on Voronoi-Clusters: LCHEEK21, LCHEEK?22, LIPS5 (from left
to right) using a color-gradient from red to blue, with red denoting 100% of
influence of the marker on the vertices and blue denoting 0%.
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Gauss without Voronoi Clusters _ Gauss with Voronoi Clusters

Natural Neighbor Interpolation with Voronoi
Clusters

Figure 8.19: Weight-maps before the surface restriction for the eyelid marker showing the
extension and related influence of the marker over the cavity of the eye. All three
weight-determination strategies are shown: Gauss without Voronoi Clusters,
Gauss with Voronoi Clusters and the Natural Neighbor Interpolation (from left
to right) using a color-gradient from red to blue, with red denoting 100% of
influence of the marker on the vertices and blue denoting 0%.
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problems, for the eyes, however, a re-weighting needs to be done.

2 2
1 _(Um—gx) +(Uy*02y)
w = e 207 2Uy (831)

Op0yV 2T

Considering the shape of the eyelids, an elliptical two dimensional Gaussian with o, # oy
can be used. There, v;, v, denote the x- and y- coordinates of the current vertex v and ¢z, ¢y
the center of the eyelid-area (see Equation 8.31). Results can be seen in Figure 8.20 for all
three weight-determination strategies. As visible in Figure 8.20, the area of the eyes is not
influenced 100% by the marker. This is done on purpose as a 100% of deformation of a part
of the eyelid would lead to a ripping of the mesh on the eyelid area. With the re-weighting,
a smoothing of the areas of the eyelid was done to assure a coherent motion of them.

8.4.4 Normalization

Lewis et al. [LCFO00] and Baran et al. [BP07] state that the position of a mesh vertex
is always a weighted sum of all deformations applied to it, thus, their methods allow that
several bones influence the same mesh vertex. The proposed skinning methods also allow an
overlapping of influence areas, this way a flexible and non-rigid motion of the face can be
achieved. The more areas overlap, the higher the chances are that the total weight applied
to one vertex gets higher than 1.0, which means that this vertex is deformed with more
than 100% of transformation. Referring to Lewis et al. [LCF00], the here presented method
also assures that the sum of the weights registered for one vertex never exceeds 1.0, because
this can lead to unnatural deformations of the mesh. Figure 8.21 shows a comparison of an
animation result with and without the normalization step. What can be seen directly is that
the deformations without the normalization the animation approach produces more spikes
and artifacts. The results with normalization scales down the weights which are applied to
a vertex to sum up to 1.0 or 100%, respectively. The normalization step not just scales the
artifacts of the deformation down, but also the deformation itself. Thus, for our example
it also scales the laughing expression down. This is not necessarily desired, in the following
Section 8.7 a solution is offered.

8.5 Rigid Head Motion Retrieval

So far, a facial animation based on a clustering of the face with the help of a Voronoi Diagram
and a weight-determination based on a different interpolation techniques can be achieved.
At the current state of the pipeline, the facial mesh is only able to generate facial expression.
But, head movements play an important role to convey emotional or informational content.
Without rigid head motion, the mental state of sadness, boredom or tiredness might be hard
to distinguish, expressions such as agreeing or disagreeing might not convey any information
at all. Thus, the initial rigid head motion is integrated back into the virtual character.

As already mentioned in the Section 8.2.1 the virtual character does not just consist of a
facial mesh, it is attached to a full body mesh, with clothing, hair and eyes. The virtual
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Gauss without Voronoi Clusters _ Gauss with Voronoi Clusters

Natural Neighbor with Voronoi Clusters

Figure 8.20: Weight-maps after the surface restriction for the eyelid marker showing a clip-
ping and re-weighting to the eyelid area. All three weight-determination strate-
gies are shown: Gauss without Voronoi Clusters, Gauss with Voronoi Clus-
ters and the Natural Neighbor Interpolation (from left to right) using a color-
gradient from red to blue, with red denoting 100% of influence of the marker
on the vertices and blue denoting 0%.

121



8 Cluster-based Facial Animation

e | i

Deformation without Normalization Deformation with Normalization

Figure 8.21: Animation results for a happy expression with the weight-determination Natural
Neighbor: without the normalization step (left) and with the normalization.

Figure 8.22: Rig-Structure for both of the used meshes: George (left) and Georgina (right),
the important neck bones are colored in blue.

body is also rigged following the cmu-standard-guidelines [Gra02a] and skinned via Linear
Blend Skinning [LCFO00], see Section 4.3. As the head movements of the motion capture
should be retrieved back to the virtual character’s head, teh presented method makes use of
the already existing body rig, explicitly, of the neck bones. The cmu-rig provides two neck
bones, see Figure 8.22. The corresponding vertices of these bones are already skinned.

As already explained in the motion cleaning pipeline, see Section 7,the rigid head movement
was removed with the help of the Singular Value Decomposition, see Section 7.3.2 and was
saved separately in a marker as rotational values (HM marker). Now, only the displacement
of this HM marker needs to be applied on a frame-by-frame basis to the actual neck bone.
Additionally, a scaled rotation is applied to the lower neck bone to also allow a subtle
movement along the collarbone, results can be seen in Figure 8.23.
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Figure 8.23: Two example of applied head motion to virtual character George.

8.6 Wrinkle Creation

As already explained in Section 5.1.2 the face moves non-rigidly, but during a motion it
deforms in a highly flexible way. Skin deforms when muscles contract which results in
wrinkles. When an expression is produce facial muscles strain and relax repeatedly, this also
needs to be taken into account when a face is animated.

The commonly used blend-shape rig offers a default wrinkle support. As blend-shapes rep-
resent a static masks of the face, they can take profit of the fact that the wrinkles can either
be manually modelled or scanned. Interpolating between different blend-shapes also allows
a development of wrinkles as geometrical deformations of the face. This thesis wants to offer
an alternative approach to the commonly used blend-shape rig for facial animation. The
facial animation approach wants to avoid to define geometrical changes and allow a flexible
animation of the facial mesh, thus, a texture-based technique for the synthesis of wrinkles is
used.

A common technique to create surface details with texture is bump-mapping [Bli78]. It
describes a normal perturbation which allows a displacement of a surface without changing
its geometry. This technique is often used for the synthesis of expressive wrinkles. The
thereby created bump-maps are called wrinkle-maps.

For the proposed approach such wrinkle-maps are created by hand. Their influences is
interpolated based on compression rates of the facial markers. The created wrinkle-maps
consider the forehead, brow ridge (the area directly above the eyebrows), frown lines (vertical
wrinkles on the inner part of the eyebrow), crow’s feet (outer corner of the eye) and nasolabial
folds (between cheek and nose, connecting nose and corner of the mouth). The wrinkles are
first drawn by hand as black-lines on a white background and then transformed by Blender’s
integrated GLSL - Rendering into bump-maps. All of these created wrinkle-maps have the
same resolution as the texture, hence, can be use the same UV-map as the texture. The
wrinkle-maps can be seen in Figure 8.25.

All of the manually created wrinkle maps, see Figure 8.25, can have an influence value,
thus, they can be modified on a frame-by-frame basis and can affect the normal value of the
certain area of the face. To calculate that influence value, compression rates of the motion
capture markers are analysed. Compression rates should give an insight about how close two
markers are or how far away they are located in a specific frame. The compression rates are
calculated with the Equation 8.33.
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Figure 8.24: Compressions for the right side of the face for a proposed wrinkle-synthesis, can
be accordingly applied to the left side.

disty = \/(tm1 — Tm2)? + Ym1 — Ym2)? + (Zm1 — 2m2)? (8.32)
_|distg — disty|
p=s distg (8.33)

The used compressions can be seen in Figure 8.24. Compressions are simple Euclidean
distances between two different markers m; and ms. To know if and how much the markers
moved towards or away from each other, an initial distance need to be established. There,
the first frame of the animation was used as reference frame, as it is assumed to be a
neutral expression. p resembles the resulting percentage of how much the markers moved
towards one another. Looking at the defined compressions, please see Figure 8.24, it is
visible that not for all compressions the markers are moving towards one another. The
markers RUNDFERFEY E2 and REY EBR2 actually develop wrinkles under the constraint
of moving away from another. That is why, the absolute value for |disty —disty| is used. The
factor s resembles a scaling factor to emphasize the wrinkles more, the author subjectively
recommends a value of s between 5 - 8. Results with and without the calculated wrinkles
can be seen in Figure 8.26.
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8.6 Wrinkle Creation

Forehead Eyebrows right Eyebrows left
Crowfeet left Crowfeet right Frown lines left

Frown lines right Nasiolabial fold Nasiolabial fold

Figure 8.25: Manually created wrinkles maps for the virtual character George.
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8 Cluster-based Facial Animation

Fear with wrinkles Fear without wrinkles

Happy with wrinkles Happy without wrinkles

Figure 8.26: Two examples of the wrinkle synthesis on the virtual avatar George.
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8.7 Discussion

8.7 Discussion

A technique for creating facial animations based on human motion with the help of scattered
data interpolation was presented. Facial motion capture markers are used as a reference rig
and are retarget to different facial meshes. A clustering of facial regions with the help of
Voronoi Diagrams was presented and a skinning of the rig onto the mesh based on different
interpolation techniques was presented. To create a more realistic deformation of the face,
wrinkle maps were created and their influence is automatically calculated based on compres-
sion rates of the motion capture markers. This thesis offers a pipeline which automatically
creates a facial animation for arbitrary human-like facial meshes. Therefore, the facial mesh
does not need to fulfill any constraints, e.g. in form of blend-shapes. The only manual work
that needs to be done, is a creation of a correspondence map for the retargeting process, to
be able to transfer the motion capture markers in source space to the facial meshes target
space.

The presented pipeline allows a flexible usage of motion capture data to animate any kind
of human-like facial mesh. To perform a flexible deformation of the face three different
clustering and weight-determination-techniques were examined. Two of them work with
Voronoi Clusters: Gauss interpolation and Natural Neighbor Interpolation. It was also
analysed if a clustering is even necessary at all distribute, thus, the weight of one marker is
distributed over the full face based on a Gaussian interpolation function (which is similar to
the commonly used Linear Blend Skinning approach). Results can be seen in Figure 8.27.

Figure 8.27 shows an annoyed bother expression on the facial meshes George and Georgina
with three different clustering and weight-determination techniques. The annoyed bother
expression was gathered from a male actor and projected onto a male and female mesh.
For both meshes the presented technique produces a reasonable and convincing expression
but it is visible that the different skinning-approaches produce differ in quality. Directly
visible is that the combination of Voronoi Clusters and Gaussian interpolation for weight-
determination (left, see 8.27) contains the most artifacts. As the sizes of the clusters deter-
mine the o for the Gaussian interpolation, they define the fall-off of the Gaussian striving for
a weight of 0 at the border of the clusters. It can be observed that the subjectively defined
adjustment of o = {5, where a defines the area of the cluster, is more suitable for the wide
areas such as the cheeks than for more dense areas such as the lips. The produced artifacts
show, that the face cannot simply be partitioned into independent areas. The face is highly
flexible and every marker’s movement can not be seen as independent, as it also influences the
neighboring areas of the face. That is why, the other two interpolation techniques produce
better results for the same expressions. They produce smooth surfaces without any ripping
of the skin. The middle column in Figure 8.27 shows results of the Gaussian interpolation
with a fixed o without considering boundaries of the Voronoi Diagram (comparable to Linear
Blend Skinning), the right column shows results of the Natural Neighbor interpolation under
consideration of the area of Voronoi Cells and their neighbors.

What can be observed is that the amount of artifacts correlates with the amount of vertices
of the mesh. George has a higher level of detail than Georgina, which results in a higher
occurrence of artifacts. Using less detailed meshes results in less ripping artifacts. As the
connecting polygons are bigger, they cover a bigger surface. The probability of registering
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8 Cluster-based Facial Animation

Gauss w. clusters Gauss without clusters Natural Neighbor w. clusters

Figure 8.27: Different Results for the three different weight determination techniques. All
images show an annoyed bother expression performed by a male actor.

for example two vertices of a polygon for one cluster and another two vertices of the same
polygon for another cluster are quite high, thus the polygon itself is deformed and smooths
already the surface, visible in the less-detailed lip area for Georgina and the high-detailed
lip-area of George 8.27 (first column).

The flexible re-usage of different motion capture can be seen in Figure 8.28 in comparison
to Figure 8.27 the motion capture for the happy achievement expression was recorded from
a female actor. The presented method produces reasonable results for that expression on
both facial meshes, which is the result of the presented retargeting process. The different
combinations of motion capture and facial mesh genders are compared with each other, see
Appendix C.2. It can be observed that the retargeting technique using an RBF-Network
with a polynomial distance function produces the best results when male motion capture is
projected on male faces with an average Euclidean distance of 0.137, closely followed by the
combination of male motion capture on a female facial mesh with an average of 0.143. The
combination female motion capture on female facial meshes produces the worst retargeting
results with an average euclidean distance of 0.218. The fact that a projection onto the
mesh of Georgina scores less precise results is explainable with the lower level of detail and
probably related to slightly different anatomical features between male and female faces.
Looking at Georgina’s face in the middle column animated with the help of a Gauss without
Voronoi Clusters, it can be seen that this method can produce slight exaggerations, as every
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Gauss w. clusters Gauss without clusters Natural Neighbor w. clusters

Figure 8.28: Different Results for the three different weight determination techniques. All
images show a Happy Achievement Expression performed by a female actress.

marker has the same influence area, the motion of areas which have a higher density in
markers might get added up and end up being exaggerated. This method is comparable to
the Linear Blend Skinning explained in Section 4.3 which is most commonly used for bodies.
As body markers are far away from each other and widely spread the Linear Blend Skinning
gives very good results, as facial markers are quite densely located, they influence each other
quite fast and might produce high deformations or exaggerations in small areas of the face,
which might be good in applications such as cartoons. However, for realistic facial animation
the author recommends the Natural Neighbor Interpolation based on Voronoi Clusters. It
allows a flexible deformation of the face by considering the motion of neighboring markers.
Hence, it allows an animation without a ripping of the surface of the face. Thus, it produces
less artifacts than the Gaussian Interpolation with Voronoi Clusters. Additionally, it projects
the motion capture to the face without cartoonizing or exaggerating the actual movement,
like the Gaussian interpolation without Voronoi Cluster. To show further results and to state
that a flexible animation of any facial mesh is possible, the Natural Neighbor interpolation
based on Voronoi Clusters will be used.

Instead of using the pre-defined meshes, geometrically distorted meshes such as presented in
Section 8.2.2 can also be animated. As showed before younger versions of the Georgina mesh
can be established and animated it with adult motion capture. What can be derived again
from Figure 8.29 that the presented approach for geometrical modifications in section 8.2.2
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8 Cluster-based Facial Animation

can be used to produce child-like faces. All the presented faces can be a younger version of
the adult female mesh Georgina. Based on Figure 8.29 it can be additionally stated that
the algorithm allows a flexible usage of motion capture. From a technical point of view, it
is even possible to animate a child-mesh with the help of adult motion capture, whether it
perceptually makes sense, will evaluated in later sections (see Section IV). It can also be
derived from Figure 8.29 that the motions are somewhat damped in the “older” Georginas
than in the younger ones, which is related to the density of the vertices especially in the
mouth area. As the rejuventation algorithm shrinks the chin-area and stretches the forehead
area to apply childish proportions, the younger Georginas have a higher density of vertices
in the mouth area. Consequently, more vertices fall into one cluster, hence, more vertices
follow one marker’s movement. For older Georginas, the clusters are less dense and thereby
the weight-determination changes and is more spread.

Figure 8.29: Male (first row, annoyed bother) and female (second row, happy achievement)
motion capture projected onto rejuvenated faces of the Georgina mesh with
Equation 8.4 under different parameters. The clustering is done with the
Voronoi Diagram and the weight-determination with Natural Neighbor Inter-
polation.

The motion capture can also be projected onto totally different faces, which can also be
animated. Using the age regression formula, see Equation 8.4, facial meshes with exagger-
ated proportions can be produced. The animation technique is flexible enough to be able
to project the motion capture onto such meshes, see Figure 8.7. George and his geomet-
rical deformed counterparts all perform a happy laugh expression, the method still works
autonomously without manual intervention. For all three different geometrical modification
the very same correspondence pairs as for George were used. Using a geometrically deformed
mesh might need an adjustment of the correspondence-pairs to mimic the motion capture
expression.

As the motion capture is directly projected onto facial meshes, the quality of the resulting
animation is highly depending on clean and stable motion trajectories. If the motion capture
data contains errors, the produced animation will most definitely also contain errors and will
never be natural. Some results are provided in Figure 8.7. These artifacts are due to marker
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8.7 Discussion

Figure 8.30: Comparison of original George’s facial mesh and results of three geometrical
distortions, generated with different input parameters to Equation 7.13, all
performing a happy laugh expression.

swapping, two markers changed places in the middle of the animation, thus, the amount
they moved relative to their initial position changed rapidly from one frame to the other
and also to a greater amount than a facial expression would produce. This leads to a bump
in the face which can persist for a short period of time but often lasts until the end of the
animation. There, it is visible how important stable and clean motion trajectories are. To
avoid such artifacts a manual cleaning of the markers would be necessary.

As already stated in Section 8.4.4 in Figure 8.21, two of the presented skinning methods
allow an overlapping of clusters to flexibly deform the face. Thus, it is possible that several
bones influence one mesh-vertex. As Lewis and Baran et al. [LCF00, BP07] already stated
a normalization of the influence of each bone on a vertex is inevitable. The sum of all
bone weights which deform one vertex always needs to add up to 1.0 otherwise the vertex
is deformed with more than 100% which leads to unnatural deformation such as spikes of
the surface. A normalization process decreases the probability of such spikes and assures a
smoother and more coherent surface, unfortunately it also damps the motion itself. In the
content of the Natural Neighbor Interpolation several neighboring clusters are overlapped,
additionally, an underlying weight-map which is responsible for the rigid head motion exists.
Taking a look at an example, one vertex is deformed by a bone which is responsible for facial
motion and by one bone which is responsible for head motion. Following the normalization
definition of Lewis et al. [LCFO00] the vertex can not be deformed by 100% of the facial
motion and 100% of the head motion. As all weights need to sum up to 1.0 (or 100%,
respectively), the weights need to be adjusted by dividing each weight with the total number
of bones which have an influence, which means in our case w = %. Resulting in only 50%
of facial motion and 50% of head motion. This causes the damping of the both motion
types. The goal of the facial animation pipeline is to project motion capture directly to a
facial model and to guarantee that the intensity of the motion itself stays the same. As the
normalization process can not be avoided, only the motion-displacement can be amplified
on a frame-by-frame basis. The animation-tool also allows a modification of the motion,
results of an intensity increase 1.2, 1.5, 1.7 and 2.0 as multiplication-factor to the motion
displacements can be seen in Figure 8.7 in comparison to the initial motion displacements.

In Figure 8.7, different multiplication-factors for the per frame motion displacements can be
seen. With an intensity of 1.0 (initial motion) the face is only slightly deformed, there, it
can not clearly stated which emotion the virtual characters are trying to express. With an
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8 Cluster-based Facial Animation

Figure 8.31: Artifacts of the presented animation approach, due to noisy motion capture.

increase of intensity the expression gets more an more obvious. With an intensity of 2.0 the
expression even looks exaggerated and causes artifacts. Thus, the author would recommend
a multiplication factor of 1.2 - 1.7 to achieve natural and artifact-free results.

8.8 General Results

The chapter explained a cluster-based facial animation pipeline which works fully automatic
and produces retargeting, clustering and weight-mapping results in a matter of minutes. The
rigging and skinning-process is often described as the bottle-neck of the animation pipeline
because they undergo constant modification due to changing or even unknown requirements
during the planning stage of the animation. The rigging and skinning is only finished when
the full animation is rendered and ready for an audience. Having a tool which automatizes
the rigging and animation procedure can save a lot of money in this production step. The
results which were shown in the previous Section 8.7, were the direct output of the presented
cluster-based facial animation technique. Using this to generate a new weight-map during a
stressful movie or game-production can help to produce great, capable and promising first
drafts of weight-maps and to minimize the time from hours or days to a matter of minutes.
The facial animation pipeline was designed to fulfill certain requirements:

e No modifications of the actual motion signal
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Intensity : 1.0 Intensity : 1.2 Intensity : 1.5 Intensity 1.7 Intensity : 2.0

Figure 8.32: Results of intensity changes (1.0, 1.2, 1.5, 1.7, 2.0) of per frame motion-
displacements. Upper row shows the facial mesh George with an impressed
expression, bottom row shows Georgina with an light-bulb aha expression.

e Flexible re-usage of the motion capture data
e Independence of motion capture- and mesh source

e No additional mesh requirements

The presented pipeline only modifies the motion signal when a retargeting of the facial motion
is done, there, the range of motion of the motion capture is adjusted to the range of motion
of the facial mesh. This step is necessary to be able to also animate meshes which have
much higher or smaller dimensions than the motion capture data. The actual motion signal
is not modified, this step only scales the motion-displacements from one frame to the other
to globally fit the motion onto a much smaller or bigger mesh or even to locally fit different
facial feature sizes or different proportions. Hence, the facial animation method does not
directly manipulate the motion signals, it only scales it, thus, the requirement can be seen as
fulfilled. What can be derived from the various examples in Section 8.7 is that the presented
facial animation pipeline is able to project any kind human-like motion capture on arbitrary
facial meshes. Thus, a flexible re-usage of motion capture is possible, due to the RBF-
Network. This thesis’ explored various distance functions for the RBF-Network and found
a polynomial function which produces convincing results on even geometrically distorted
facial meshes. With this, the requirement of flexible re-usage of motion capture data and an
independence of motion capture and mesh source can be seen as fulfilled. Additionally, none
of the used meshes needed to have any separate mesh requirement, like e.g. blend-shapes.
Thus, this requirement can also be seen as fulfilled and it can be stated that the presented
facial animation pipeline can be used to animate various facial meshes.

Additionally, the pipeline is fully automatised. It only needs manual intervention, when
creating the retargeting correspondence pairs. Note here, that the presented pipeline might
not be seen as fully autonomous animation tool, as in some cases some fine-tuning touch-
ups around the cavities might be necessary, also the dependency towards to motion capture
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might need manual intervention to produce an even better animation. Additionally, the
normalization step also needs special attention during the facial animation. But, as all of
the presented pipeline steps are modular, they can be enabled and disabled to e.g. investigate
into perceptual aspects of emotion perception on virtual avatars. For example the wrinkles
can be enabled or disabled to find if they contribute to the recognition of emotions or adult
motion can be projected onto child-like meshes and perceptual effects can be evaluated, and
SO on.
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Previous chapters explained how a pipeline is established which allows an animation of facial
expressions on virtual avatars. The pipeline uses motion capture markers as control rig and
establishes different skinning methods based on scattered data interpolation. The goal is
to establish a pipeline which allows a perceptual analysis of different aspects of non-verbal
communication with the help of experiments.

The pipeline allows a flexible re-usage of motion capture data which is not just important
for a movie- or game production but can also be used to evaluate perceptual effects of
virtual avatars. A virtual avatar allows a more consistent and accurate control over features
of non-verbal facial communication, such as rigid head motion, wrinkle production, facial
expression, facial appearances, clothing, eye-gaze, prosodic features of the voice or skin-
complexion. Trying to consistently control all of those features in real humans would imply
to find different humans, which are, on the one hand, able to control features of non-verbal
communication to its highest extent, e.g. prosodic features of the voice or facial expression
and the associated wrinkle production, or, on the other hand, to find different humans
which show varieties of the same feature, e.g. for facial appearances, these varieties can
be different width of the eyes or different proportions in the face. Finding those humans
can be a tedious task! But with virtual avatars, this task can be handled more easily.
Geometric modifications can be changed more consistently (see Section 8.2.2), wrinkles can
be added or removed (see Section 8.6), intensity changes of facial expressions can be modified
equidistantly, even prosodic features of the voice can be handled (see the work of Schorradt
et al. [SLCC15]). Thus, virtual avatars can be a great tool to perceptually evaluate certain
aspects of non-verbal facial communication. This thesis wants to perceptually evaluate
essentially two things:

e Perceptual effects of the same motion on different virtual heads

e Enable and disable certain aspects of non-verbal communication

This thesis focused on perceptual effects when different heads are driven by the same motion
capture. The following chapter explains if and how the same motion is differently perceived
on different facial meshes, thus, this thesis focuses on the perceptual influence of appearance.
Additionally, due to the modular set-up of the facial animation pipeline, certain features of
non-verbal communication can be enabled and disabled such as the production of wrinkles,
hence, the contribution of such a feature can be analysed. Moreover, this thesis analyses the
influence of amplifying motion-displacements on the emotion perception.

To analyse such aspects of non-verbal facial communication, this thesis uses motion capture
data which is projected onto different virtual avatars. The created stimuli are evaluated
by different groups of participants in terms of emotion perception, perceived naturalness,
intensity and typicality. Afterwards, the participant’s answers are statistically evaluated.
To be able to compare the answers of the participants for the virtual avatars to the emotion
perception, perceived naturalness, intensity and typicality of the facial expressions in real
humans, an experiment is conducted which evaluates videos of the facial expression, which
were taken at the same time of the motion capture recording. As the presented pipeline allows
three different skinning methods, it is also evaluated which method is the most suitable and
does not modify the facial expressions in terms of emotion perception, naturalness, intensity
and typicality in comparison to the real human motion.
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In total six experiments are conducted, which not just evaluate our proposed motion cleaning
and the proposed facial animation technique but also give insights about the perception of
virtual avatars and describes that motion capture data can be used to animate various faces
and does not always need to come from the same actor. The following sections explain every
experiment individually, give a statistical analysis and interpretation of the results.

O General Methods

In total six experiments were performed measuring the perception of emotion, naturalness,
intensity and typicality of expressions performed by real humans and by virtual avatars
which allows an evaluation of this thesis’ proposed methods. Experiment 1 (see Section 10)
is conducted to establish a baseline. There, participants validate video sequences of real
human actors performing expressions. Experiment 2 (see Section 11) allows an evaluation of
the proposed motion cleaning and facial animation technique by validating dynamic video
sequences of a virtual character performing expressions. Experiment 3 (see Section 12)
evaluates not just an improvement of the presented method, but also different amplification
changes of the motion-displacements for the performed facial expression. The results of
Experiment 2 and 3 in comparison to the results of Experiment 1, can indicate whether or
not the proposed methods can score the same emotion recognition, naturalness, intensity or
typicality results than video of real humans performing the same expressions. Experiment 4,
5 and 6 (see Section 13, 14, 15) are conducted to show the flexibility of the proposed method
and how it can be used as a tool to analyse the perception of virtual avatars more closely.
Experiment 4 is conducted to investigate into the effect of wrinkles on the perceived emotion,
naturalness, intensity and typicality of an expression of a virtual avatar. Experiment 5 is
conducted to see if the emotion perception, the perceived naturalness, intensity, typicality
and gender of a virtual avatar changes when it is dynamically moved by motion data of an
actor of the opposite gender. Finally, Experiment 6 is conducted to analyse if geometrically
transformed meshes e.g. rejuvenated meshes can be animated with the presented facial
animation method and how child-like avatars are perceived when they are dynamically moved
with adult motion data.

Each experiment was performed with a different group of participants. The number of
participants varies between 10 — 15 people. Each participant was payed 8 euros per hour
for their participation. Before the experiment started, each participant was asked to fill
out a consent form. Afterwards, they were asked to give demo-graphical information such
as gender, age and their computer-graphics experience. The instructions of the experiment
were presented in form of written text on a computer screen, the participant was able to ask
questions at any given point and that they could stop the experiment at any given time. The
instructions as well as the experiment itself was in German. Each participant performed an
experiment one at a time and was set in front of a computer in a semi-dark cabin.

Each experiment followed the same experimental design. One stimulus was presented side
by side with different lists. From this list, the participant was able to chose his answer
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from with the help of a mouse click. For Experiment 1 - 5 the lists included an emotion
categorization and four rating scales for naturalness, intensity, typicality and gender. For
Experiment 6 a rating scale for the perceived age was included. Each list was presented one
at a time. The handling for each experiment stayed the same, the participant was able to
repeat the stimuli by clicking on the video and was able to stop the stimuli by using the
space-bar. The participant chose his answers from the given list by clicking on his selected
answer with the mouse. After they chose an answer the next rating scale was shown and the
video started from the beginning. After the participant answered all rating scales for one
stimuli, the next stimuli was presented. Every experiment was controlled by the MATLAB
PsychToolbox environment.
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10 Experiment 1 - Real Videos

Experiment 1 establishes a baseline. Videos of real humans expressing emotions are evalu-
ated. The videos were taken during the motion capture recordings which were used through-
out the thesis. This means the actors and the expressed emotions used in this experiment
were consistent with the motion capture that was used in later experiments. This experi-
ment is used to collect perceptual effects of pure video stimuli of real humans and resembles
a baseline for an evaluation of the proposed motion cleaning and facial animation pipeline
and for further investigations into perceptual effects in virtual avatars.

10.1 Research Question

General research questions for this experiment are:

e How well are facial expressions of real humans recognized when only the non-verbal
communication channels are present?

e How are facial expression of real humans rated considering perceived naturalness, in-
tensity and typicality when only the non-verbal communication channels are present?

With the help of Experiment 1 a baseline for the perception of the performed emotion,
the perceived naturalness, intensity and typicality of the expression of eight different real
human actors is gathered. As the motion capture, which was gathered at the same time of
the video recordings rated in this experiment, does not contain any acoustic or contextual
information of the facial expression, this experiment also just focused on the visual non-verbal
communication channels, hence, only facial expression, eye gaze, gestures and upper body
movement were analysed in this experiment. Additionally, information about the perceived
gender of the real human actor is collected.

10.2 Methods

The experiment is designed as previously described in Section 9. As the participants, stimuli
and scales for each experiment changed, this section is used to describe them in more detail.

Participants: In total 15 participants in an age range between 21 — 32 years (four females)
were gathered. As describe in the General Methods, see Section 9, each participant was
given the instruction and handling of the experiment, they were able to asked questions at
any given point. All participants were German. The experiment took on average 95 min.

140



10.2 Methods

Stimuli: The stimuli for this experiment were gathered during motion capture recordings
of the motion capture expression database established by Castillo et al. [CLC18]. The
motion capture expression database includes in total 62 expression performed by 10 actors.
To gather the expressions the “method acting protocol” was used, where every actor was
presented a suitable situation for every expression and was asked to react accordingly, for
more detail please see Section 7.1. During these recordings a video camera captured the
actors from an approximately 45 degree angle performing the expressions. Each actor was
asked to perform the expression three times in a row (from neutral to the apex and back to
neutral). As a part of Castillo et al.’s work [CLC18], the database was parsed and the best
repetition of every expression was subjectively selected. All actors were Spanish, as was the
experiment-conductor explaining the scenarios to the actors.

For this baseline experiment, a subset of the motion capture expression database was taken.
As stimuli served video recordings of eight actors (four females) performing 15 expression:
Agree (Agr), Anger(Ang), Annoyed (Ann), Bored (Bor), Confused (Con), Disagree (Dsg),
Surprise (Sur), Embarrassed (Emb), Fear (Fea), Guilty (Gui), Happy Achievement (Hap),
Impressed (Imp), Light bulb Aha (LiB), Sad (Sad) and Thinking (Thi). An expression video
lasted on average five seconds. Example frames of an agree expression performed by the eight
actors can be seen in Figure 10.1. All shown videos only included visual content, no acoustics
or other contextual information were present in the stimuli set. The total number of stimuli
is composed out of: 8 Actors - 15 Expressions = 150 videos.

As this experiment is also used as a baseline experiment to show the advantages of the
presented motion capture cleaning method and the proposed facial animation method, the
eight actors and their 15 expressions were chosen on purpose. The motion capture files for
those expressions needed only a low amount of manual intervention after the cleaning process.
Additionally, the selected expressions might be important for a basic communication of a
virtual avatar.

Scales Each participant was asked to answer five questions for each seen expression of all
eight actors:

1. Which emotion is this person trying to express?

2. How natural is the emotional expression of the person?
3. How intense is the emotional expression of the person?
4. How typical is the emotional expression of the person?

5. Which gender has the shown person?

For question 1 they had a given list with 15 expressions plus the option of “None of the
above” available. The list included all shown emotions: Agree, Anger, Annoyed, Bored,
Confused, Disagree, Surprise, Embarrassed, Fear, Guilty, Happy Achievement, Impressed,
Light bulb Aha, Sad and Thinking. For Question 2, 3 and 4 the participants were able
to chose from a 7-point Likert-Scale going from extremely natural, very natural, somewhat
natural, neutral, somewhat unnatural, very unnatural and extremely unnatural (natural was
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10 Experiment 1 - Real Videos

Figure 10.1: Agree Expression of the eight selected actors: SRGm, CJCm, JCRm, LRRm
(top row, left to right), ACRf, AMM{, BLAf, RGBf (bottom row, left to right).

replaced with intense or typical, according to the scale). For the last question the participant
was able to chose between male and female.

10.3 Results

To give an overview about the results, this section is split into several paragraphs gathering
the results for recognition rate, naturalness, intensity, typicality and gender.

Recognition Rate: The participant ratings were submitted to a two-way ANOVA with
actor and expression as within-participant factors. There was a main effect of expression
(F(14,196) = 19.21,p < 0.001) indicating that different expressions were perceived differ-
ently. There also was a main effect of actor (F(7,98) = 6.88,p < 0.001) showing that actors
were expressing the emotions differently well. The interaction between actor and expression
showed a significant effect (F(98,1372) = 7.346, p < 0.001) indicating that some actors were
better at expressing some emotions than other ones.

The overall recognition rate was on average 41%. Figure 10.2 (left) shows the recognition
rates for the individual expressions. It can be observed, that Agree (90%), Thinking (68%)
and Disagree (65%) recognized the best of all 15 expressions. Guilty (19%), Annoyed (23%)
and Anger (26%) receive the lowest recognition results. The recognition accuracy was always
above the chance line of 6%. The standard error of the mean was relatively low, meaning
that the participants agreed among each other with their emotion categorization.

The correct recognition rate was on average approximately 40% which is relatively low.
Please note that is the average of all emotions. Comparing the recognition accuracy for the
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Figure 10.2: Results of Experiment 1: Recognition Rate of the expression averaged over actor
(left), Recognition Rate of the actor averaged of the emotions (right). Standard
error of the mean is visualized by the vertical bars.

individual emotions shows that the results are in-line with previously conducted experiment
which use the same methodology [CBK03]. Comparing the individual recognition accuracy
with Cunningham et al. [CBKT03] reveals the following, listed as (Cunningham, Exper-
iment): Agree (94%, 90%), Disagree (67%, 65%), Thinking (67%, 68%), Confused (59%,
32%), Happy (70%, 40%) and Surprised (85%, 35%). Considering the expressions for Agree,
Disagree and Thinking the conducted experiment is able to find the same recognition rates as
Cunningham et al. [CBKT03]. For Confused a minor variability can be seen, and for Happy
and Surprise wider variations appear. The variations can be explained with between-actor
differences in the ability to express different emotions, meaning that different actors are bet-
ter at performing some expressions than others, due to different personalities, different facial
structures, different moods at the recording time and so on. The lower recognition rates
can also be due to cultural effects in emotion perception [EP13], as all of the used actors
were Spanish and all of the participants were German. Moreover, it can also be related to
the emotion categorization list, the participants were able to select their answers from. A
short interview after the experiment revealed that the participants often wanted to chose a
combination of several emotions from the emotion categorization list. To give an example,
the expression Happy Achievement not only showed a pure happy expression but the actors
were performing it as a sequence of two emotions: a happy smile and an agreeing nod. For
this, some participants wanted to select Happy and Agree from the given list. Unfortu-
nately, the used experimental design did not allow more than one answer. In that context,
a confusion matrix (please see the Appendix D.1) reveals that some emotion were hard to
distinguish, like Light Bulb Aha and Agree, or FearTerror and Surprise. This could be due
to missing situational context. As literature already stated, situational context is important
for emotion recognition [CR96]. As the example pictures of the stimuli (see Figure 10.1)
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shows, the stimuli videos showed not just the face but also the upper body movements and
gestures which can, on the one side, contribute to the correct recognition rate or could have
confused the participant.

In Figure 10.2 (right) it is visible that some actors were recognized better than others. All
male actors carry the letter “m” as last character of their name, all female actors carry as last
character “f”. It can be seen that the male actors are overall better recognized (47%) than
the female actors (36%). This is inconsistent with the findings of Hall et al. [BH08, HCHO00],
they state that women are better facial performers and thereby better recognized. The best
recognized male actors are CJCm (52%) and LRRm (45%) and the best recognized female
actors are BLAf (43%) and AMMI (36%). We can also derive the previously mentioned
between-actor differences in the ability to express emotions again, stating that different
actors are good at different expressions [CBK103].

The used videos in this experiment were taken at the same time of the motion capturing
process, the resulting motion capture recordings were used to animate the virtual avatars
with the presented method. The presented facial animation method has a lot of parameters
which can have an influence on the perceived emotion, naturalness, intensity, typicality and
the perceived gender. A full investigation into the influence of certain parameters on the
perception of the presented animation method with the here evaluated amount of actors
and expression would result in a great amount of stimuli which would extend the scope of a
single experiment. Thus, the number of actors and expressions were decimated for further
experiments. The eight most accurately recognized emotions (Agree, Disagree, Fear, Happy,
Impressed, Light-Bulb Aha, Surprise and Thinking) performed by four of the best recognized
actors (AMMI{, BLAf, CJCm, LRRm) were chosen. An additional two-way ANOVA with
actor and expression as within participant factors on the decimate stimuli-set was performed.
The main effect of expression stays significant F(7,98) = 15.89, p < 0.001 , just like the main
effect of actor F'(3,42) = 2.537,p < 0.1 and the interaction effect between the two factors
F(21,294) = 7.119,p < 0.001.

Naturalness: The participant’s perceived naturalness ratings were submitted to a two-
way ANOVA with actor and expression as within-participant factors. There was a main
effect of expression (F'(14,196) = 11.48,p < 0.001) indicating that different expressions
were rated differently on the naturalness scale. There also was a main effect of actor
(F(7,98) = 9.107,p < 0.001) showing that different actors were perceived different on the
naturalness scale. The interaction between actor and expression also showed a significant
effect (F'(98,1372) = 4.288,p < 0.001) indicating that some expression of some actors were
perceived as more natural than other ones.

Figure 10.3 (left) shows the naturalness ratings. The overall mean naturalness value was
4.91 overall expressions and all actors, meaning that the participants rated the performed
expressions “somewhat natural”. As the motion capturing process was done at the same time
when the videos were captured, the actors wore reflective markers. The naturalness ratings
might have been influenced by the reflective markers. Either the participants found the
markers irritating when rating the naturalness of the expression or the used actors were not
able to perform the expressions as natural as they would have without wearing the markers.
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Figure 10.3: Results of Experiment 1: Naturalness Ratings of the expression averaged over
actor (left), Naturalness Ratings of the actor averaged of the emotions (right),
the vertical bars resemble the standard error of the mean.

The standard error of the mean was relatively low, meaning that the participants agreed on
the naturalness values. Emotions such as Agree (5.8), Happy (5.7), Light Bulb Aha (5.13),
Thinking (5.04), Sadness(5.0) and Bored(4.9) were perceived as more natural than the other
expressions. Figure 10.3 (right) shows that some actors were perceived as more natural

than others. CJCm ( 5.45), LRRm(5.2), RGBf (4.90), and BLAf (5.17) received the highest
naturalness ratings.

To decimate the amount of stimuli for further experiments the number of expressions was
reduced to eight (Agree, Disagree, Fear, Happy, Impressed, Light-Bulb Aha, Surprise and
Thinking) and number of performing actors to four (AMM{, BLAf, CJCm, LRRm). These
expressions and actors were chosen due to the highest recognition rates of the facial expres-
sions. A two-way ANOVA was performed with actor and expression as within participant fac-
tors on the decimate stimuli-set. The main effect of expression (F(7,98) = 7.758,p < 0.001) ,
a main effect of actor (F'(3,42) = 6.212,p < 0.01) and the interaction effect between the two
factors F'((21,294) = 6.034, p < 0.001) is consistent with previous findings for the dependent
variable Naturalness.

Intensity: The participant’s perceived intensity ratings were submitted to a two-way AN-
OVA with actor and expression as within-participant factors. There was a main effect of ex-
pression (F'(14,196) = 28.64,p < 0.001) indicating that different expressions were perceived
as differently intense. There also was a main effect of actor (F(7,98) = 30.1,p < 0.001)
showing that some actors were perceived as differently intense. The interaction between ac-
tor and expression also showed a significant effect (F'(98,1372) = 6.378,p < 0.001) indicating
that some expression of some actors were perceived as more intense than other ones.
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Figure 10.4: Results of Experiment 1: Intensity Ratings of the expression averaged over actor
(left), Intensity Ratings of the actor averaged of the emotions (right), Standard
error of the mean is resembled by vertical bars.

Figure 10.4 (left) shows that different expressions were perceived as differently intense. Over-
all the intensity rating was on average 4.7, meaning the participant rated the stimuli “some-
what intense”. Surprisingly, the expression of Anger is perceived as the weakest expression
in our data-set, which might be related again to different interpretations and expressions of
the emotions anger across cultures. Happy (5.7) and Light Bulb Aha (5.4) were perceived
as the most intense, which is probably due to an increase of upper body and rigid head
motion for those expressions. Figure 10.4 (right) shows that different actors were perceived
as differently intense. SRGm (5.6) and LRRm (5.0) were perceived as most intense male
actors and AMMI{(5.18) and BLAf(5) as most intense female actors.

To reduce the amount of stimuli for following experiments, a subset of the eight best rec-
ognized expressions (Agree, Disagree, Fear, Happy, Impressed, Light-Bulb Aha, Surprise
and Thinking) and four of the best performing actors (AMMI{, BLAf, CJCm, LRRm) were
selected. The actors as well as the expressions showed the best average recognition rates.
A two-way ANOVA was performed with actor and expression as within participant factors
on the decimate stimuli. The main effect of expression (F(7,98) = 3.461,p < 0.01) and an
interaction effect between the two factors was found (F(21,294) = 7.653,p < 0.001) was
retained, but no significant effect of actor was found for the dependent variable Intensity.

Typicality: The participant’s perceived typicality ratings of the expression were submitted
to a two-way ANOVA with actor and expression as within-participant factors. There was a
main effect of expression (F(14,196) = 12.49, p < 0.001) indicating that different expressions
were perceived as more typical than others. There also was a main effect of actor (F(7,98) =
7.095,p < 0.001) showing that some actors were perceived differently on the typicality scale.
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Figure 10.5: Results of Experiment 1: Typicality Ratings of the expression averaged over
actor (left), Typicality Ratings of the actor averaged of the emotions (right).
Standard error of the mean is visualized by the vertical bars.

The interaction between actor and expression also showed a significant effect (F(98,1372) =
3.478,p < 0.001) indicating that some expression of some actors were perceived as more
typical than other ones.

In Figure 10.5 (left) it is visible that most of the expressions were perceived as “somewhat
typical” (5.02 on average). Expressions such as Sad, Happy, Agree and Light Bulb Aha were
perceived as more typical than the remaining expressions. In Figure 10.5(right) it is visible
that some actors receive a higher typicality ratings than other ones.

To reduce the number of stimuli for following experiments, only a subset of eight of the best
recognized expressions (Agree, Disagree, Fear, Happy, Impressed, Light-Bulb Aha, Surprise
and Thinking) and four of the best recognized actors (AMM(, BLAf, CJCm, LRRm) were
taken. The actors as well as the expressions showed the best average recognition results.
A two-way ANOVA with actor and expression as within participant factors on the deci-
mate stimuli-set. The main effect of expression F/(7,98) = 2.15,p < 0.05, the significant
effect of actor F'(3,42) = 2.987,p < 0.05 and the interaction effect between the two factors
F(21,294) = 2.807,p < 0.001 was retained for the dependent variable Typicality.

Summary: To summarize, the experiment found comparable accuracy results to Cunning-
ham et al. [CBKT03] and showed that different actors are good at different expressions. On
the other hand, it also found that it is actually hard to recognize facial expression without
contextual information like acoustics or situation. This is consistent with previous findings
[CR96, WBCB08, MHD*11]. Even without contextual information with only the visual
communication channel available, the participants were able to recognize the facial expres-
sion with 41% of accuracy, on a reduced stimuli-set the average recognition rate was even
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higher (56%). For the naturalness, intensity and typicality of the facial expression was rated
on average “somewhat natural / intense / typical”. These results can be used as a baseline
for further experiments to evaluate the emotion perception, perceived naturalness, intensity
and typicality changes for virtual avatars.
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To animate a facial mesh with natural movement, real human facial motion capture is often
used. To transfer the motion capture to the facial mesh it needs to have animation controls,
this is often referred to as rig. Most commonly blend-shape rigs are used. That is a set
of captured static masks of the peak expressions of an actor. Blend-shapes are mixed and
interpolated over time to match the expression of the motion captured actor. To allow a
lossless transfer and guarantee a perfect mimicry of the expressions of the motion captured
actor, the motion captured expressions and the facial mesh need to come from the same
person. This thesis created an alternative rigging and skinning method for facial animation.
Therefore, the motion capture is directly projected onto the facial mesh without any blend-
shape-instance between. The proposed technique explores various retargeting and skinning
methods. In chapter 8.3, the author already gave recommendation for the distance measure
of the RBF in the retargeting stage based on geometric measurements. The found polynomial
distance function allows a precise retargeting when the facial mesh and the facial motion
does not come from the same person. Under consideration of this recommendation, this
experiment evaluates the proposed clustering and skinning methods (see Sections 8.4 and 8)
with the help of perceptual experiments.

11.1 Research Question

In general the research questions for this experiment are:

e Compared to real human facial expression, are facial expressions of virtual avatars
equally well recognized when only non-verbal communication cues are present?

e Compared to real human facial expression, are facial expressions of virtual avatars
equally perceived in terms of naturalness, intensity and typicality when only non-verbal
communication cues are present?

Additionally, in this experiment it is also possible to evaluate the presented animation
method and to find if it is able to convey the same information than videos of real humans
performing expressions. As the here proposed facial animation method implemented differ-
ent skinning techniques this experiment was conducted to find the most suitable method
to project motion captured expressions onto an arbitrary facial mesh. To evaluate if the
proposed skinning methods are suitable for facial animation, the results of this experiment
are compared to the results of the baseline Experiment 1 (see section 10). Note here that
the actor and the expressions for the video and the motion capture were identical. This
experiment will also indicate if the proposed facial animation pipeline animates virtual faces
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without disturbing the actual motion signal and without deforming the facial meshes with
distracting artifacts, which can lead to a miscommunication of the intended expressions.

11.2 Methods

The experiment is designed as previously described in Section 9. As the participants, stimuli
and scales for each experiment changed, this section is used to describe them in more detail.

Participants: A total number of 15 participants in an age range between 19 — 57 years (five
females) was gathered. As describe in the General Methods (see Section 9) each participant
was given the instruction and handling of the experiment, they were able to asked questions
at any point. All participants were German. The experiment took on average 68 min.

Stimuli: For this experiment only a subset of expressions evaluated in Experiment 1 (see
Section 10) were taken. The actors as well as the expressions which were best recognized
in Experiment 1 were selected. The actors were: AMMI{, BLAf, CJCm and LRRm. The
expressions were: Agree (Agr), Disagree (Dsg), Fear (Fea), Happy-Achievement (Hap), Im-
pressed (Imp), Light-Bulb Aha (LiB), Surprise (Sur) and Thinking Remember (Thi). Note
here in Experiment 1 the participants evaluated videos of real humans performing expres-
sions. These videos were taken at the same time the motion capture of the expressions were
gathered. The motion capture was cleaned with the here proposed motion cleaning method
7. The cleaned motion capture was then used to animate two different facial meshes (George
and Georgina, see Section 8.2.1) with the help of the proposed facial animation pipeline, see
Section 8. The gender of the motion capture matched the facial mesh’s. For the static facial
feature retargeting of the motion capture onto the facial mesh the polynomial distance func-
tion for the RBF-retargeting was used (see Section 8.3 and Equation 8.17). To retarget the
motion-displacements from the motion capture dimensions onto the facial mesh’s, an overall
Global Bounding Box (see Section 8.3.2) was used. To evaluate which one of the three im-
plemented weight-interpolation methods (skinning methods, see Section 8.4) is perceived as
the best in terms of recognition rate, naturalness, intensity and typicality in comparison to
the evaluation results for Experiment 1, every expression was rendered for each actor for the
three different skinning methods: Gauss with Voronoi clusters (GC), Gauss without Voronoi
Clusters (GWOC) and Natural Neighbor interpolation with Voronoi Clusters (NN). This
leads to a total amount of 96 stimuli (8 expressions - 4 Actors - 3 skinning methods)

Scales: Each participant was asked to answer five questions for one seen expression:

1. Which emotion is this person trying to express?

\V)

. How natural is the emotional expression of the person?

. How intense is the emotional expression of the person?

OV

. How typical is the emotional expression of the person?
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5. Which gender has the shown person?

For question 1, the participants had a given list with eight expressions (Agree, Disagree,
Fear, Happy, Impressed, Light-Bulb Aha, Surprise and Thinking) plus the option of “None
of the above” available. For question 2, 3 and 4 the participants were able to chose from a
7-point Likert-Scale going from extremely natural, very natural, somewhat natural, neutral,
somewhat unnatural, very unnatural and extremely unnatural (natural was replaced by
intense or typical, according to the scale). For the last question the participant was able to
chose between male and female.

11.3 Results

To give an overview about the results, this section was split into several paragraphs gathering
the results for recognition rate, naturalness, intensity and typicality.

Recognition Rate: To evaluate if and how our facial animation method influences the
perception of emotions, the participant’s emotion categorizations were analysed with the help
of a three-way ANOVA with actor, skinning and emotion as independent, within-participant
factors. The results of the ANOVA show a main effect of actor (F'(3,42) = 6.913,p < 0.001)
and emotion (F(7,98) = 63.51,p < 0.001), moreover an interaction effect between both
factors (F(21,294) = 8.175,p < 0.001) was found. Which is consistent with the results for
the videos (see Experiment 1, in Section 10) of the real actors, meaning that the proposed
animation method does not distort the essence of a facial expression nor the actors ability to
express them. The shown clustering and skinning method had no effect on the recognition
rate of the expressions, there were also no interaction effects of the skinning method with the
actor or the shown expression. Meaning that all of the implemented methods were equally
well recognized by the participants.

The overall recognition rate was on average 33%, which is significantly lower than the recog-
nition rate of the real videos for this reduced set of expressions (56%). Looking at the
individual skinning methods: GC (34%), GWOC (33%), NN (32%) it is visible that they
were more or less recognized with the same accuracy. The decrease of the recognition rate
to the real videos can be related to various reasons. First of all, the videos included more
non-verbal information than the actual motion capture that was projected onto the virtual
avatar. The real videos also showed the upper body of the actor, gestures and included eye
motion. The virtual avatar was only moving its head and its face according to the motion
capture, additionally the eyes of the avatar were adjusted to always look ahead. The miss-
ing communication channel of the eyes, the upper body and the hand movement did most
probably lead to a lower recognition rate in comparison with the real videos. Wallraven
et al. [WBCBO0S§] also stated that deriving emotions from pure facial expressions is a very
difficult task. Additionally, as stated before, for the presented facial animation method a
separate normalization step (see Section 8.4.4) is needed, which assures that the weight of
the deformation which is applied to each vertex always sums up to 1. Unfortunately, this
normalization step scales not just the artifacts but also the actual motion down which is
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Figure 11.1: Results of Experiment 2: Recognition Rate of the expression averaged over actor
(left), Recognition Rates of the actor averaged over the expression (right)). Both
plots are split by skinning method: GC (Gauss with Voronoi Cluster), GWOC
(Gauss without Voronoi Clusters) and NN (Natural Neighbor with Voronoi
Cluster). All results are shown in comparison to the real video recognition rate
(V - grey bar), the vertical bars resemble the standard error of the mean.

applied to facial regions. This could also be resulting in lower recognition rates, Experiment
3 12 offers a solution to the problem.

Figure 11.1 (left) shows the recognition rates of the different skinning methods (GC in red,
GWOC in orange, NN in green and the real videos in grey) averaged among actors but
split by emotion. In general, it is visible that the recognition rate is always lower than
the real videos for all three skinning-methods, except for Disagree. The recognition rates for
Happy, Impressed and Surprised are either under or very close to the chance line (11%). The
confusion matrix 11.1 shows that Happy was often categorized as Agree. As an expression
of Happy Achievement was selected from the motion captured database the expression did
not show a pure happy expression. The actors were performing Happy Achievement as
a sequence of two emotions, first they showed a happy smile which was followed by an
agreeing nod. The participants were only able to select one of the expressions from the list
and mainly focused on the head motion. This is consistent with the findings of Griesser et
al. [GCWBO07] stating that rigid head motion highly contributes to the recognition of facial
expressions. For Impressed and Surprised the participant’s answers varied a lot, which might
be related to missing contextual information of the upper body, hands or eyes and due to the
normalization step in our pipeline. Figure 11.1 (right) shows that all actors received lower
recognition rates when their motion was projected onto a virtual avatar. The figure also
shows that the motions of LRRm received the lowest recognition results when transferred
onto a virtual avatar, CJCm is still recognized the best of all actors.
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Displayed Emotions
Agree | ThinkRemember | Disagree | LightBulb | Impressed | FearTerror | HappyAchiv | Surprise
None 2 36 10 21 18 14 6 19
Agree 149 10 4 51 12 10 121 20
ThinkRemember | 11 59 10 6 36 37 6 33
Answered | Disagree 3 19 140 15 34 14 1 23
Emotions | LightBulb 2 12 3 41 14 25 8 13
Impressed 11 10 0 17 24 15 15 12
FearTerror 2 15 9 9 16 30 6 25
HappyAchiv 0 0 0 0 2 10 13 11
Surprise 0 19 4 20 24 25 4 24

Table 11.1: Confusion matrix for Experiment 2: Displayed emotions resemble the column,
answered emotions resemble the rows.

Note here that adding mesh as independent variable to the previously performed ANOVA
would result in a singular model because male motion was mapped onto a male virtual
character and female motion onto a female virtual character. But the motion of two male
actors was mapped onto one male mesh and the motion of two female actors was mapped onto
one female mesh. Thus, the influence of the facial mesh might still show interesting results.
That is why, the emotion categorization of the participants is considered in a different three-
way ANOVA with mesh, skinning and emotion as independent factors. It shows a significant
main effect of expression (F(7,98) = 63.51,p < 0.001) consistent with previous results,
listed here for consistency), no main effect of mesh or skinning. Indicating that neither
of the two meshes nor the three skinning methods were perceived differently in terms of
emotion recognition. The results for the interaction effects show a significant interaction
between mesh and skinning (F'(2,28) = 4.64,p < 0.05), a significant interaction between
mesh and emotion (F(7,98) = 12.97,p < 0.001). There was no effect of the interaction
between skinning and emotion. Additionally, there was a small but significant three-way
interaction effect between mesh, skinning and emotion (F'(14,196) = 1.65,p < 0.1)

The ANOVA results can also be seen visually in Figure 11.2. For George, the Natural
Neighbor skinning method produced the best recognition results, which, on the other hand,
produced the low recognition results for Georgina. As George has more vertices all three
skinning methods produce slightly better results (34% for George vs. 32% for Georgina),
as subtle movements can be better represented. Georgina has significantly less vertices
and thereby bigger polygons, as the presented method weights the vertices of polygon, the
polygon itself works as a smoothing factor between the weights of the vertices. This might
be the reason why Georgina’s movement is harder to decipher (32%). From this diagram
it can also be assumed, that the skinning method GC might work better on low-resolution
meshes and NN works better on higher-resolution meshes in terms of emotion recognition.

Naturalness: To evaluate how the facial animation method influences the perceived natu-
ralness of the expressions, the participant’s naturalness ratings were passed into a three-
way ANOVA with actor, skinning and emotion as independent, within-participant fac-
tors. A main effect of skinning (F(2,28) = 4.396,p < 0.05) and emotion was found
(F(7,98) = 9.128,p < 0.001), there was no significant effect of actor found on the de-
pendent variable Naturalness. Significant interaction effects between actor and skinning
(F(6,84) = 7.769,p < 0.001), and actor and emotion (F'(21,294) = 4.917,p < 0.001) were
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Figure 11.2: Results of Experiment 2: Recognition Rate of the expression averaged over the
different meshes split by skinning method: GC (Gauss with Voronoi Cluster
shown in red), GWOC (Gauss without Voronoi Clusters shown in orange) and
NN (Natural Neighbor with Voronoi Cluster shown in green) in comparison to
the real video recognition rates for all male actors and female actors individually.
Standard error of the mean is shown with vertical bars.

found. The interaction between skinning and emotion had no significant effect on the per-
ceived naturalness. Additionally the three-way interaction between actor, skinning-method
and emotion (F'(42,588) = 1.415,p < 0.05) was found for naturalness.

The overall naturalness ratings for each of the three different skinning-methods were : GC
(4.3), GWOC (4.5) and NN (4.6). A slight increase for the Gauss without clusters and
Natural Neighbor with clusters is visible, meaning that both skinning methods produce
promising animation results in terms of perceived naturalness. Figure 11.3 (left) shows the
naturalness ratings for each expression split by the skinning method. It is visible that our
participants rated the stimuli between neutral and somewhat natural. For some emotions at
least one of the skinning methods produced naturalness ratings for the real humans which
are quite similar to the ratings for the virtual avatars: these expressions were Disagree and
Impressed. For the remaining expressions the virtual avatars were rated as less natural than
the real videos. Griesser et al. [GCWBO07| found that eye motion is particularly important
to recognize expressions such as happy or thinking, the eyes might also be very important
when rating the perceived naturalness of the emotions of the virtual avatar. Looking at
Figure 11.3 (right) it is visualized that females (AMMf and BLAf) were rated more natural
in the GC condition than the male actors (CJCm and LRRm), they however were rated
more natural in the GWOC and NN condition.

An additional three way ANOVA was performed with mesh, skinning and emotion as within-
participant factors. There was a main effect of skinning (F'(2, 28) = 4.396, p < 0.05) and emo-
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Figure 11.3: Results of Experiment 2: Naturalness of the expression averaged over actor
(left), Naturalness of the actor averaged over the emotions (right)). Both plots
are split by skinning-method: GC (Gauss with Voronoi Cluster, shown in red),
GWOC (Gauss without Voronoi Clusters, shown in orange) and NN (Natu-
ral Neighbor with Voronoi Cluster, shown in green). All results are shown in
comparison to the real video naturalness rate (V - represented with grey bar).

tion (F(7,98) = 9.128,p < 0.001) (listed here for consistency), but no significant effect for
mesh. There was a significant interaction between mesh and skinning (F'(2,28) = 12.71,p <
0.001), and an interaction effect between mesh and emotion (F(7,98) = 7.319,p < 0.001).
There was no significant interaction effect between skinning and emotion and no three-
way interaction between mesh, skinning and emotion for the dependent variable naturalness

found.

As Figure 11.4 shows the influence of the mesh on the perceived naturalness ratings of the
participants. The female mesh Georgina, who was driven by the female actors, was rated
overall less natural (4.39) than the male mesh George (4.54), who was driven by the male
actors. It can also be observed that the GC skinning method works better for Georgina
than for George. As shown before in Section 8.4.2.1 and Figure 8.16, the Gaussian weight
determination with Voronoi Clusters (GC) can show a lot of artifacts at the transition
from one cluster to the other. As Georgina has less vertices these artifacts “auto-correct”
themselves as the bigger size of the polygons help to smooth the surface. For George the GC-
method produces more artifacts, which results in a lower naturalness rating than Georgina
in the GC-skinning-condition.

Intensity: To investigate into the effect of the proposed facial animation method on the
perceived intensity of the expressions, the participant’s intensity ratings were passed into a
three-way ANOVA with actor, skinning and emotion as independent, within-participant fac-
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Figure 11.4: Results of Experiment 2: Naturalness of the expression averaged over the differ-
ent meshes split by skinning method: GC (Gauss with Voronoi Cluster), GWOC
(Gauss without Voronoi Clusters) and NN (Natural Neighbor with Voronoi
Cluster) in comparison to the real video naturalness rates for all male actors
and female actors individually.

tors. A main effect of actor (F(3,42) = 9.552,p < 0.001) and emotion was found (F(7,98) =
29.15,p < 0.001), there was no effect of skinning found on the dependent variable intensity.
A significant interaction effect between actor and emotion (F'(21,294) = 10.19,p < 0.001)
was found. The interaction between actor and skinning, emotion and actor, and emotion
and skinning had no significant effect on the perceived intensity. Additionally, the three-way
interaction between actor, skinning and emotion showed no significant effect on the perceived
intensity.

The overall rated intensity for each of the three skinning methods was: GC (4.59), GWOC
(4.47) and NN (4.50). It can be observed that the GC-method was rated slightly more
intense, which might be related to the fact that this method produces more artifacts, the
participants might have included the artifacts in their ratings. All methods were rated
between “neutral” and “somewhat intense”. Figure 11.5 (left) shows how different emotions
were perceived considering different skinning-methods. What is immediately visible is that
the virtual avatars reach the same intensity ratings for emotions such as Agree and Disagree,
these were also the best recognized emotions from the used data-set. Expressions such as
Light Bulb Aha and Happy were not well recognized on the virtual avatar, but are rated
similarly on the intensity scale in comparison to the real videos. Impressed and Thinking are
rated less intense in comparison to the real videos which might be due to missing situational
context or due to missing eye motion.

Additionally, a three-way ANOVA was performed with mesh, skinning and emotion as in-
dependent, within-participant factors. There was a small but significant effect of mesh
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Figure 11.5: Results of Experiment 2: Intensity of the expression averaged over actor split by
emotion (left), Intensity of the actor averaged over the emotions split by actor
(right)). Both plots are split by skinning method: GC (Gauss with Voronoi
Cluster, shown in red), GWOC (Gauss without Voronoi Clusters, shown in
orange) and NN (Natural Neighbor with Voronoi Cluster, shown in green). All
results are shown in comparison to the real video intensity rate (V - grey bar).
The vertical bars represent the standard error of the mean.

(F(1,14) = 3.423,p < 0.1) and a main effect of emotion (F(7,98) = 29.15,p < 0.001) (listed
for consistency). Additionally, there was a significant effect for the interaction between mesh
and emotion (F'(7,98) = 3.217,p < 0.01), there were no significant effects found for other
interactions.

Figure 11.6 shows a visual representation of the ANOVA results. Georgina (4.59) was per-
ceived as slightly more intense than George (4.46). The meshes are perceived differently in
the intensity scale in the GC-condition and the NN-condition. Georgina is perceived as more
intense in those conditions than George. Which might be related to female actor AMMI,
she drives the Georgina mesh, and was already rated high on intensity in those conditions
in Figure 11.5.

Typicality: To investigate into the effect of the proposed facial animation method on the
perceived typicality of the expressions, the participant’s ratings were passed into a three-way
ANOVA with actor, skinning and emotion as independent, within-participant factors. There
were main effects of actor (F(3,42) = 21.87,p < 0.001), skinning (F(2,28) = 2.545,p < 0.1)
and emotion (F'(7,98) = 16,p < 0.001) found. There were interaction effects found for actor
and emotion (F'(21,294) = 5.427,p < 0.001), and a slight interaction effect for skinning and
actor (F'(6,84) = 1.913,p < 0.1). No other interaction effects were found for the dependent
variable typicality.
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Figure 11.6: Results of Experiment 2: Intensity of the expression averaged over the different
meshes split by skinning method: GC (Gauss with Voronoi Cluster, shown
in red), GWOC (Gauss without Voronoi Clusters, shown in orange) and NN
(Natural Neighbor with Voronoi Cluster, shown in green) in comparison to the
real video intensity rates (V, shown in grey) for all male actors and female actors
individually. The vertical bars represent the standard error of the mean.

The overall typicality ratings for the three skinning methods are: GC (4.61), GWOC (4.60),
NN (4.76). The Natural Neighbor skinning methods shows the highest typicality results,
meaning that this method was perceived to produce slightly more typical facial expressions
than the Gauss-motivated skinning methods. In Figure 11.7 (left) shows the typicality
ratings split by emotions. Surprisingly, Disagreement is perceived as more typical on the
virtual avatar than on a real human. For the real humans the disagree expression was often
confused with the expression confused. As the animated virtual avatar did not mimic the
eye motion of the real humans, this could have actually helped to produce better recognition
results, which also is noticeable in the typicality ratings. In Figure 11.7 (right) the typicality
among actors is visible, it can be observed that CJCm’s motion is perceived almost as typical
on the virtual avatar in comparison to the real video. Overall, his motion are also perceived
as most typical from all of the four actors, and was rated by the participants mostly as
“somewhat typical”. For the other actors, a slight decease for the typicality ratings can be
observed in the virtual avatar condition. This can be related with the increased amount of
communicational information available in the real videos. Probably, the participants were
more sure about their emotion categorization for the real videos, which also influenced their
typicality ratings. Rating the virtual avatars might have led to ambiguities in the emotion
recognition and their typicality ratings due to missing eye motion, gestures or upper body
motion.

Additionally, we performed a three-way ANOVA with mesh, skinning and emotion as inde-
pendent, within-participant factors. A significant effect of mesh (F(1,14) = 27.8,p < 0.001),
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Figure 11.7: Results of Experiment 2: Typicality of the expression averaged over actor (left),
Typicality of the actor averaged over the emotions (right)). Both plots are
split by skinning method: GC (Gauss with Voronoi Cluster), GWOC (Gauss
without Voronoi Clusters) and NN (Natural Neighbor with Voronoi Cluster).
All results are shown in comparison to the real video typicality rate (V - grey
bar), Standard error of the mean in represented with vertical bars.

skinning (F'(2,28) = 2.545,p < 0.1, listed for consistency) and emotion (F(7,98) = 16,p <
0.001, listed for consistency) was found. There was also a slight interaction effect be-
tween mesh and skinning (F'(2,28) = 3.093,p < 0.1), and between mesh and emotion
(F(7,98) = 3.246,p < 0.01). No other interactions effects were found for perceived typi-

cality.

Figure 11.8 shows the significant effect of mesh visually. George’s expressions (4.86) were
always perceived as slightly more typical than Georgina’s (4.45). The GWOC-condition
seems to produce less typical expressions on the Georgina mesh than on George. On the one
hand, this is related to the actresses driving the mesh (see Figure 11.7, AMMf and BLAf in
GWOC are already rated low in typicality), on the other hand, this might also be related to
this condition’s tendencies to over-exaggerate expressions, which might have an influence on
the perceived typicality. The over-exaggeration is related to the avoidance of clusters and
the uniform usage of the same o for all areas of the face in the GWOC-condition (see Section

8.28).

Summary: To summarize, the experiment was conducted to see if the proposed facial ani-
mation can be used to animate virtual avatars. The previous chapters established different
skinning methods, whose influence on the emotion perception was analysed with this exper-
iment. It was found that the three skinning methods are on average recognized equally well,
moreover the average intensity ratings were also similar among the skinning methods. The
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Figure 11.8: Results of Experiment 2: Typicality of the expression averaged over the different
meshes split by skinning method: GC (Gauss with Voronoi Cluster, shown
in red), GWOC (Gauss without Voronoi Clusters, shown in orange) and NN
(Natural Neighbor with Voronoi Cluster, shown in green) in comparison to the
real video typicality rates (V- shown in grey) for all male actors and female
actors individually. The standard error of the mean is represented by the grey
bars.

average ratings of the skinning methods differ in terms of perceived naturalness and typical-
ity. The Natural Neighbor skinning method received the highest ratings in these categories.
It can also be stated that there was an influence of the facial mesh in the categories recogni-
tion rate, naturalness and typicality due to a different level of detail of the facial meshes and
the associated ability to show subtle movements of the facial expressions. Comparing to the
results of the real videos, it can be stated that the recognition rate, naturalness, intensity
and typicality was lower in all three skinning conditions of the virtual avatar, which can be
related to the missing non-verbal communication cues such as eye gaze, gestures and upper
body movement, which were present in the video but not in the motion capture driving the
facial mesh. An additional reason can be the normalization step (see Section 8.4.4) which is
performed in the facial animation pipeline to reduce the amount of artifacts, unfortunately,
this does also scale down the motion which makes it harder to decipher. The following
Experiment 3 investigates into that problem by amplifying the motion-displacements on a
frame-by-frame basis to balance out the damping caused by the normalization.
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12 Experiment 3 - Amplifying Motion-Displacements

As described in Section 8.4.4, for the proposed facial animation method a normalization step
is needed to avoid spikes of the surface. Accompanied with this step is a reduction of the
influence a marker has on a vertex. Theoretically, a marker should have 100% influence on
a certain group of vertices, meaning that the vertices follow the markers transformation to
100%. As the face is non-rigid and flexible several markers move one vertex, which results in
a deformation of a vertex which is above 100%, leading to artifacts in form of spikes. This
way, no smooth facial surface can be guaranteed. Thus, an normalization step is needed,
which means that the sum of the weight — which is responsible for the applied deformation —
of a vertex needs to add up to 1. As a consequence, the surface stays mainly free of artifacts,
but a damping of the applied motion is also produced. Thus, only slight movements of the
face are produced and visible in the animation. As the normalization step is necessary, this
thesis explores the perceptual effect of amplifying the motion-displacements of the markers
to ensure a correct deformation without emerging spikes.

12.1 Research Question

The main research interest for this experiment is to find out if the recognition rate of Ex-
periment 2 (see Section 11) can be increased. The general research questions are:

e Is the recognition accuracy of facial expressions of virtual avatars influenced by ampli-
fying the motion-displacements?

e Is the perceived naturalness, intensity and typicality of facial expressions of virtual
avatars influenced by amplifying the motion-displacements?

As was stated already the presented method needs a normalization step. The thesis presents
a method to balance out the resulting damping of the motion related to the normalization
step by amplifying the per-frame motion-displacements with an amplifying factor. This
experiment wants to find out if the amplifying factor has an influence on the perception of
the expression; does it increase the recognition rate of the animated expression, or does the
perceived naturalness, intensity or typicality of the expression.

12.2 Methods

The experiment was designed as previously described in Section 9. As the participants,
stimuli and scales for each experiment changed, this section is used to describe them in more
detail.
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Participants: A total number of nine participants (four females) in an age range between
20 — 39 years were gathered. As describe in the General Methods ( see Section 9) each
participant was given the instruction and handling of the experiment, they were able to
asked questions at any given point. All participants were German. The experiment took on
average 35 min.

Stimuli: For this experiment the motion capture expressions and a subset of the actors
from Experiment 2 (see Section 11) were taken. The actors were: BLAf and CJCm. The
expressions were: Agree (Agr), Disagree (Dsg), Fear (Fea), Happy-Achievement (Hap), Im-
pressed (Imp), Light-Bulb Aha (LiB), Surprise (Sur) and Thinking Remember (Thi). The
actors as well as the expressions received the best recognition rates in the baseline Exper-
iment 1 (see Section 10). The cleaned motion capture was used to animate two different
facial meshes (George and Georgina, see Section 8.2.1) with the help of the proposed facial
animation pipeline, see Section 8. The gender of the motion capture matched the one of the
facial mesh. For the static facial feature retargeting of the motion capture onto the facial
mesh the polynomial retargeting was used (see Section 8.3 and Equation 8.17. To retarget
the motion-displacements from the motion capture onto the facial mesh, an overall Global
Bounding Box (see Section 8.3.2) was used. The retargeted motion displacements were then
modified by four different amplifying factors: 1.2, 1.5, 1.7 and 2.0. An amplifying factor
of e.g. 2.0 means the markers move twice the amount they actually moved from one frame
to the other. To keep the amount of stimuli and related trails manageable only the Natu-
ral Neighbor skinning method (NN) was considered. As Experiment 2 showed the Natural
Neighbor skinning produces promising naturalness and typicality results. This leads to a
total amount of 64 stimuli (8 expressions - 2 Actors - 4 Amplifying factors)

Scales: Each participant was asked to answer five questions for one seen expression:
1. Which emotion is this person trying to express?
2. How natural is the emotional expression of the person?
3. How intense is the emotional expression of the person?
4. How typical is the emotional expression of the person?
5. Which gender has the shown person?

For question 1 the participants had a given list with eight expressions (Agree, Disagree,
Fear, Happy, Impressed, Light-Bulb Aha, Surprise and Thinking) plus the option of “None
of the above” available. For question 2, 3 and 4 the participants were able to chose from a
7-point Likert-Scale going from extremely natural, very natural, somewhat natural, neutral,
somewhat unnatural, very unnatural and extremely unnatural (natural was replaced by
intense or typical, according to the scale). For the last question the participant was able to
chose between male and female.
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Figure 12.1: Results of Experiment 3: Recognition rate of different levels of the amplifying
factor on average (left), Recognition rate of the different amplifying levels split
by the two meshes averaged over the emotions (right)). All results are shown
in comparison to the real video recognition results for corresponding actor (V -
grey bar). The vertical bars resemble the standard error of the mean.

12.3 Results

To give an overview about the results, this section was split into several paragraphs gathering
the results for recognition rate, naturalness, intensity, typicality and gender.

Recognition Rate:  This experiment was conducted to see if the recognition results are
influenced when the motion of the markers is amplified to different levels. The emotion cat-
egorization of the participants was passed into a three-way ANOVA with mesh, emotion and
amplifying factor as within-participant factors. Significant main effects were found for mesh
(F(1,8) = 16.85,p < 0.01), emotion (F(7,56) = 28.67,p < 0.001) and amplifying factor
(F(3,24) = 4.552,p < 0.01). Significant main effects were found for the interaction between
mesh and emotion (F(7,56) = 14.55,p < 0.001). There was no significant interaction found
for mesh and amplifying factor, emotion and amplifying factor and the three-way interaction
for mesh, emotion and amplifying factor.

In Figure 12.1 (left) it can be observed the overall recognition rates of the real videos (V),
the motion transferred onto the virtual avatar (Level 1) and the per-frame amplified motion
for different Levels: 1.2 (Level 2), 1.5 (Level 3), 1.7 (Level 4), 2.0 (Level 5). The overall
recognition rates for the real videos(V) was 57% for the selected expression- and actor-subset
and the overall recognition rates for the animated virtual avatars (Level 1) 32.5% (with NN
skinning method). In comparison the overall recognition rates for the different amplifying
levels are: 1.2 (34%), 1.5 (43%), 1.7 (43%) and 2.0 (36%). Showing that the recognition
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Figure 12.2: Results of Experiment 3: Recognition rates of the expression split by the dif-
ferent amplifying levels averaged over both meshes in comparison to the real
video recognition rates averaged over both actors (grey bar) split by emotion.
Vertical bars resemble the standard error of the mean.

rate increases with the level of amplification. At the multiplication factor of 1.5 and 1.7 the
virtual avatars score the best recognition results but are still under the real humans. This
might be related to the extra communication channels the real human video stimuli also had
available: they showed upper body movement, hand gestures and eye motion additional to
the rigid head and the facial motion. This extra information helps deciphering the actual
expression. The virtual avatars only show a canalized version of the actual full body motion:
the motion captured facial movement and rigid head motion. This might have increased
the ambiguity of the overall expression. In Figure 12.1(right) the same effect can also be
observed. In general the recognition rate of an expression on George is higher than on
Georgina, which is related to the source of the motion. The male actors produced better
recognition rates than the female actors.

In Figure 12.2 the recognition rate among the different amplifying factors split by emotion
is shown, additionally a comparison with the real videos can be made. It is visible that
the expression Agree shows the highest recognition rates, higher than the accuracy for the
real videos. The expression Disagree also shows higher recognition rates in comparison to
the real videos. Happy and Surprised score in all amplifying levels low recognition rates,
which might be related to either missing situational context, or missing non-verbal commu-
nication channels like eye motion or due to missing expression features like e.g. wrinkles.
The confusion-matrix also shows that Happy was often confused with Agreement, which is
related with the stimuli selection of Happy-Achievement. For the expression Impressed the
participant ratings were simply inconclusive, which shows that the expression might not have
been meaningful enough (see Table 12.1). In general we can see that for each expression an
amplifying factor of 1.5 or 1.7 produces the best recognition rates.
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Displayed Emotions
Agree | ThinkRemember | Disagree | LightBulb | Impressed | FearTerror | HappyAchiv | Surprise
None 0 8 5 0 7 8 0 15
Agree 66 9 1 27 0 2 54 8
Answered | ThinkRemember | 2 37 6 2 14 5 0 4
Disagree 0 4 45 1 6 9 0 8
Emotions | LightBulb 1 1 0 28 8 9 5 5
Impressed 3 4 1 10 14 5 6 7
FearTerror 0 2 14 1 9 27 0 21
HappyAchiv 0 1 0 2 0 3 7 1
Surprise 0 6 0 1 14 4 0 3

Table 12.1: Confusion Matrix for Experiment 3: The columns resemble the displayed emo-
tions and the row the participant answers.

Naturalness: This experiment is suppose to evaluate if the perceived naturalness changes
when an amplifying factor is applied to the displacements of the markers per frame. The
naturalness ratings of the participants were passed into a three-way ANOVA with mesh,
emotion and amplifying factor as within-participant factors. Significant main effects were
found for emotion (F(7,56) = 11.72,p < 0.001) and amplifying factor (F'(3,24) = 18.95,p <
0.001). The mesh had no significant effect on the perception of naturalness. Significant
main effects were found for the interaction between mesh and emotion (F(7,56) = 7.669, p <
0.001), the interaction of emotion and intensity (F'(21,168) = 2.302,p < 0.01) also had a
significant effect on the naturalness ratings. Additionally the three-way interaction between
mesh, emotion and amplifying factor was significant (F'(21,168) = 1.682,p < 0.05).

Figure 12.3 (left) shows the naturalness ratings for the different amplifying levels in com-
parison to the real videos (V). The overall naturalness rating for the real video was 5.47
which is equal to “somewhat natural” on our scale, the animated virtual avatars without
on amplifying factor were perceived on average as neutral on the naturalness scale (4.5).
The avatars which motion was amplified were rated as 1.2(4.94), 1.5(4.76), 1.7(4.38), 2.0(4)
showing an downwards trend for the perceived naturalness. The higher the amplification
is the lower the perceived naturalness. The higher the amplification factor is, the more ar-
tifacts are produced on the mesh which most certainly are responsible for the naturalness
ratings. In Figure 12.3 (right) it can be seen that the amplification level of 1.2 produces the
highest naturalness results for both facial meshes, the downwards trend is also visible for
both meshes.

In Figure 12.4 the naturalness ratings split among the different expressions are shown. Some
emotions are rated higher on the naturalness scale than the real videos: agree, disagree,
impressed and thinking. This is surprising and might be related the the ambiguous term of
naturalness. The participants might have rated the real videos in terms of how convincing
was the expression and, on the other hand, rated the generated stimuli in terms of how
artifact-free does the animation look. For fear, happy and surprise the highest amplification
factor 2.0 produces the lowest naturalness ratings. As these three expression move the face
a lot, the artifacts are more present for higher amplification levels. Assuring the before
mentioned assumption that the higher amplification levels are most probably producing
artifacts which will result in unnatural deformations of the facial surface.
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Figure 12.3: Results of Experiment 3: Naturalness of different levels of the amplifying factor

on averaged (left), Naturalness of the different amplifying levels split by the two
meshes averaged over the emotions (right)). All results are shown in comparison
to the real video naturalness ratings for corresponding actor (V - grey bar).
Standard error of the mean is represented with vertical bars.
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Figure 12.4: Results of Experiment 3: Naturalness ratings of the expression split by the dif-

166

ferent amplifying levels averaged over both meshes in comparison to the real
video naturalness averaged over both actors (grey bar). The vertical bars rep-
resent the standard error of the mean.
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Figure 12.5: Results of Experiment 3: Intensity of different levels of the amplifying factor
on averaged (left), Intensity of the different amplifying levels split by the two
meshes averaged over the emotions (right)). All results are shown in compar-
ison to the real video intensity ratings for corresponding actor (V - grey bar).
Standard error of the mean is represented by the vertical bars.

Intensity: To investigate into the effect of an amplifying factor for the per-frame-displacements
of the markers on the perceived intensity of an expression a three-way ANOVA was conducted
with mesh, emotion and amplifying factor as within-participant factors. Significant main ef-
fects were found for mesh (F(1,8) = 22.27,p < 0.01) and emotion (F(7,56) = 29.18,p <
0.001). Surprisingly, the amplifying factor for the per-frame-displacements had no signifi-
cant effect on the perception of the intensity of an emotion. Significant main effects were
found for the interaction between mesh and emotion (F(7,56) = 18.16,p < 0.001). No other
interactions showed a significant effect on the intensity ratings.

In Figure 12.5(left) a slight correlation between the increase of the amplifying factor and the
perceived intensity is visible. The real video were rated with 5.1, meaning they were rated
between as “somewhat intense”. The animated virtual avatars without any modification
of the motion signal (Level 1) were rated on average as 4.5 on the naturalness scale. The
different intensity levels reached following ratings: 4.62 (Level 2), 4.83 (Level 3), 4.88 (Level
4) and 4.93 (Level 5). The amplification factor Level 5 actually produces similar intensity
results than the real video, even though the video showed more information (eye-motion,
hand gestures and upper body motion). This leads to the assumption that the amplification
of the motion signal was actually perceived as an intensity increase in the emotion. This
needs to be noted, as a change of the intensity of an expression can convey something totally
different than originally intended. This tendency can also be found for both of the facial
meshes (see Figure 12.5 (right)). George is always perceived as more intense than Georgina,
this is due to his high-resolution mesh which allows more fine-grained weight determination
of the vertices. Georgina’s expressions are perceived as less intense, due to a lower resolution
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Figure 12.6: Results of Experiment 3: Intensity ratings of the expression split by the different
amplifying levels averaged over both meshes in comparison to the real video
intensity averaged over both actors (grey bar). Standard error of the mean is
represented with vertical bars.

mesh, the polygons are bigger and serve as an additional smoothing of the vertex weights
and, hence, also the motion.

In Figure 12.6(left) the intensity ratings split by emotion and the different amplifying fac-
tors are shown. It is visible that Happy — which was often confused with Agree — receive
even higher intensity results then Agree itself, which is consistent with the findings in the
real videos. Additionally, we can derive that even when the recognition rates were low for
expressions such as happy or surprise the participants were still able to recognize the inten-
sity of the expression quite well. For the expressions Agree, Disagree, Happy, Surprise and
Light Bulb Aha the intensity ratings are similar or higher than the intensity ratings for the
real video. This again, leads to the assumption that by using such amplifying factors, the
intensity of the motion is also modified. Maybe only movements of certain areas of the face
can be amplified, e.g. those that were highly affected by the normalization step, instead
of applying the amplifying factor to motion-displacements of all markers in the face. This
way, the normalization step could be balanced out without modifying the actual perceived
intensity of the emotion.

Typicality: This experiment is conducted to see if the perceived typicality changes when an
amplifying factor is used on the frame-by-frame-displacements of the markers. The typicality
ratings of the participants were passed into a three-way ANOVA with mesh, emotion and
amplifying factor as within-participant factors. Significant main effects were found for mesh
(F(1,8) = 13.17,p < 0.01) and emotion (F(7,56) = 14.44,p < 0.001). But the amplifying
factor had no significant effect on the perceived typicality. Significant main effects were
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Figure 12.7: Results of Experiment 3: Typicality of different levels of the amplifying factor
on averaged (left), Typicality of the different amplifying levels split by the two
meshes averaged over the emotions (right)). All results are shown in compari-
son to the real video typicality ratings for corresponding actor (V - grey bar).
Vertical bars represent the standard error of the mean.

found for the interaction between mesh and emotion (F(7,56) = 4.509,p < 0.001), a slight
but significant interaction of mesh and amplifying factor (F'(3,24) = 2.428,p < 0.1) was
found.

In Figure 12.7 (left) it can be observed see that the typicality of the expression has been rated
independently of the amplification factor, as all amplifications were rated equally, except for
the original motion (Level 1 = 1.0). In Figure 12.7 (right) the slight significant interaction
effect between mesh and amplifying factor is visible for the typicality ratings. It is visible
that the expressions on George’s facial mesh has been rated as slightly more typical, which
is related to the actor driving George’s mesh. CJCm (actor for George) was already rated
slightly more typical than BLAf (actor for Georgina), which is consistent with the findings
for Experiment 1, see Figure 10.5.

Figure 12.8 shows that for the expression Light-Bulb Aha, for Happy and for Disagree the
typicality ratings are higher than for the original videos. This is surprising because it means
that the expressions are more typical on the virtual avatar than on the real humans. For
almost all expression the amplifying factors of 1.2 or 1.5 reach the best typicality results.
For fear, we recorded the highest decrease in the typicality rating, which might be related
with the missing eye movements or wrinkles on the virtual avatars.

Summary: This experiment was conducted to mainly find a solution for the problem of
motion damping in the normalization phase of the presented algorithm, but also some valu-
able perceptual conclusions can be drawn for an amplification of motion. On average the
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Figure 12.8: Results of Experiment 3: Typicality ratings of the expression split by the dif-
ferent amplifying levels averaged over both meshes in comparison to the real
video typicality averaged over both actors (grey bar). Vertical bars show the
standard error of the mean.

amplification factor helped to recognize the motion better, especially the factor 1.5 and 1.7
increased the recognition rate on average about 11% which is a great result for the presented
animation pipeline as this means that amplification factors for the motion-displacements
can be used without making the facial expression unrecognizable. The perceived natural-
ness is also influenced by the amplification factor. The factor needs to be carefully selected,
as the experiment showed a negative correlation with the perceived naturalness, meaning
higher amplification factors lead to lower naturalness results. On the other hand, the in-
tensity ratings showed on average a slight positive correlation with the amplification factor,
meaning the higher the factor, the higher the perceived intensity. This needs to be noted,
because with the the actual expression information are modified. Typicality ratings seem to
be on average resistant against the amplification of motion but show for different emotions
a different behavior.
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Blend-shapes are most commonly used as a control rig to animate a facial mesh. A blend-
shape resembles a 3D-static mask of peak facial expressions. They store the geometrical
deformation of the surface a facial expression causes relative to its neutral expression. Thus,
blend-shapes have the great advantage of a default wrinkle support. If the skin deforms
and forms a wrinkle at the peak expression the wrinkle will also be stored as geometrical
deformation of the surface inside the blend-shape. The presented method deforms the facial
mesh only by using motion capture markers as rig and does not use any other deformation
input. To still be able to support the creation of wrinkles, the presented facial animation
method makes use of normal maps (see Section 8.6). This does not deform the surface of
the mesh geometrically but disturbs the surface normal, so the impression of a wrinkle is
made. The presented facial animation pipeline can be used to perceptually evaluate non-
verbal communication in detail. As Experiment 2 and 3 showed already different skinning
methods can be evaluated and the motion signal can be modified, related perception effects
such as a change in the perception of naturalness, intensity or typicality as well emotion
categorization can be found. Additionally, as described already in the background chapter
(see Section 8) this pipeline is modular, certain non-verbal communication features such as
rigid head motion or wrinkle production can be enabled to see their contribution to the
perception of emotions on virtual avatars. This Experiment 4 focuses on the contribution of
wrinkles on the emotion perception in virtual avatars.

13.1 Research Question

The main research questions for this experiment are:

e Are facial expressions better recognized when additional non-verbal communication
cues such as wrinkles are present?

e Are facial expressions rated differently in terms of perceived naturalness, intensity or
typicality when additional non-verbal communication cues such as wrinkles are present?

13.2 Methods

The experiment was designed as previously described in Section 9. As the participants,
stimuli and scales for each experiment changed, this section is used to describe them in more
detail.
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Participants: In total 16 participants in an age range between 18 — 39 years (seven females)
were gathered. As describe in the General Methods, see Section 9, each participant was given
the instruction and handling of the experiment, they were able to asked questions at any
given point. All participants were German. The experiment took on average 57 min. The
answers of participant 16 needed to be excluded from the analysis because this participant
left the experiment early due to health issues.

Stimuli: For this experiment the motion capture expressions and a subset of the actors
from Experiment 1 (see Section 10) were taken. The actors were: AMMI{, BLAf, CJCm and
LRRm. The expressions were: Agree (Agr), Disagree (Dsg), Fear (Fea), Happy-Achievement
(Hap), Impressed (Imp), Light-Bulb Aha (LiB), Surprise (Sur) and Thinking Remember
(Thi). The actors, as well as the expressions received the best recognition rates in the
baseline Experiment 1. The cleaned motion capture was used to animate two different
facial meshes (George and Georgina, see Section 8.2.1) with the help of the proposed facial
animation pipeline, see Section 8. The gender of the motion capture matched the one of the
facial mesh. For the static facial feature retargeting of the motion capture onto the facial
mesh the polynomial retargeting was used (see Section 8.3 and Equation 8.17. To retarget
the motion-displacements from the motion capture onto the facial mesh, a overall Global
Bounding Box was used (see Section 8.3.2). No amplification factors were used on the
motion-displacements. The normal-maps which include the wrinkles have been manually
created (see Figure 8.25) for George and Georgina, their influence is calculated based on
compression rates of the markers of the face, as described in Section 8.6. Two different
skinning methods were used to animate the facial meshes : Gauss with Voronoi Clusters
and Natural Neighbor Interpolation with Voronoi Cluster (GC and NN) leading to a total
amount of 64 stimuli (8 expressions - 4 Actors - 2 Skinning Methods).

Scales: Each participant was asked to answer five questions for one seen expression:

1. Which emotion is this person trying to express?

2. How natural is the emotional expression of the person?
3. How intense is the emotional expression of the person?
4. How typical is the emotional expression of the person?

5. Which gender has the shown person?

For question 1 our participants had a given list with 8 expressions (Agree, Disagree, Fear,
Happy, Impressed, Light-Bulb Aha, Surprise and Thinking) plus the option of “None of
the above” available. For question 2, 3 and 4 the participants were able to chose from a
7-point Likert-Scale going from extremely natural, very natural, somewhat natural, neutral,
somewhat unnatural, very unnatural and extremely unnatural (natural was replaced by
intense or typical, according to the scale). For the last question the participant was able to
chose between male and female.
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13.3 Results

To give an overview about the results, this section is split into several paragraphs gathering
the results for recognition rate, naturalness, intensity, typicality and gender.

Recognition Rate: The presented facial animation pipeline is flexible and modular, thereby
certain features of expressions e.g. wrinkles can be separately analysed and investigations
about the influence on the emotion perception can be made. To analyse whether or not
wrinkles make a difference in the emotion recognition, the participant results of Experiment
2 (stimuli without wrinkles) were combined with this experiment results (stimuli with wrin-
kles). For both experiment we only extracted the results for the Natural Neighbor skinning
technique.

First of all, this experiment allows a analysis of the effect of wrinkles on the recognition rate
of emotions. Therefore, the emotion categorizations of all participants were passed into a
one-way ANOVA with wrinkles as between participant factor. The ANOVA results show no
significant effect of wrinkles on the recognition accuracy.

For the following analysis, only the group of participants (15 participants) who saw the stim-
uli which included wrinkles were considered. The emotion categorizations of the participants
were passed into a two-way ANOVA with mesh and emotion as within-participant factors.
A main effect of emotion (F'(7,98) = 29.34,p < 0.001) and mesh (F(1,14) = 4.469,p < 0.1),
and an interaction effect between both factors (F(7,98) = 5.352,p < 0.001) were found.
Additionally the participant answers were passed into a two-way ANOVA with actor and
emotion as within-participant factors. A main effect of emotion (F'(7,98) = 29.34,p < 0.001,
listed for consistency) and actor (F(3,42) = 6.406,p < 0.01), and an interaction effect be-
tween both factors was found (F'(21,294) = 3.626,p < 0.001). This is consistent with the
findings in Experiment 2, stating that the perception of the emotion did not change the
recognition rate when the wrinkles were present.

Figure 13.1 (left) shows visually what the ANOVA results already presented, the presence of
wrinkles did not increase the recognition results. To visualize if wrinkles helped to recognize
individual expressions better, Figure 13.1 (middle) was plotted. It is visible that for Agree
and Disagree the wrinkles even reduced recognition rates, for Light-bulb Aha and Thinking
the presence of wrinkles slightly increased the recognition rates. The recognition rates for
Happy, Impressed and Surprised are either below or very close to the chance line (0.11, 11%),
suggesting that the participants were not sure which emotions they have seen. Happy was
often confused with Agreement due to our selection of Happy Achievement. For Surprise and
Fear the participants were categorizing the expression slightly better than without wrinkles.
Considering the facial mesh of George (see Figure 13.1 (right)), he was perceived slightly
better, which is consistent with the findings of Experiment 2 and Experiment 3 and related to
the actor’s motion, which was driving George’s expressions. It shows no significant increase
of the recognition rate in the wrinkle condition.
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Figure 13.1: Results of Experiment 4: Recognition rate averaged among mesh, actor and
emotion (left), Recognition Rate of expression averaged among mesh and ac-
tor (middle), Recognition Rate of expression averaged among actor and emo-
tion(right)). All results are split by the absence or presence of wrinkles. Stan-
dard error of the mean is shown with vertical bars.

Naturalness: This experiment investigates into the perceived naturalness changes. There-
fore, the naturalness ratings of two participant groups were taken: one group saw the stimuli
without wrinkles (from Experiment 2), the other group saw the stimuli with wrinkles (from
this Experiment 4). The ratings are passed into a one-way ANOVA with wrinkles as be-
tween participant factor. The ANOVA results show no significant effect on the perceived
naturalness of the expression.

For the following analysis the group of 15 participants who saw the stimuli which included
wrinkles was considered. The naturalness ratings of the participants were passed into a two-
way ANOVA with mesh and emotion as within-participant factors. A main effect of emotion
(F(7,98) = 5.135,p < 0.001). The mesh had no effect on the perceived naturalness, there
was also no interaction effect. This is again consistent with the findings in Experiment 2.
Additionally, a two-way ANOVA with actor and emotion as within-participant factor was
performed. A main effect of actor (F(3,42) = 3.063,p < 0.05) and emotion (F(7,98) =
5.135,p < 0.001, listed for consistency) was found, but no interaction effect. This is partly
consistent with the findings in Experiment 2, the actor shows a significant effect now, whereas
the interaction effect becomes insignificant.

Figure 13.2 (left) shows the again what the ANOVA already presented, in this case the
presence or absence of wrinkles had no significant effect on the perceived naturalness. Both
stimuli-sets were perceived as between “neutral” with a tendency to “somewhat natural”.
This is consistent with McDonnell’s [MBB12] findings, stating that wrinkles do not mod-
ify appeal, friendliness, familiarity, realism and trustworthiness of virtual avatars. Figure
13.2 (middle) shows that in the used set-up, wrinkles had no significant effect on the per-
ception of the naturalness. Leading to the assumption that the participants, did not need
wrinkles to perceive the avatar as “neutral” or “somewhat natural”. Looking at Figure 13.2
(right) it is shown that for Georgina and George the wrinkles slightly increased the perceived
naturalness.
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Figure 13.2: Results of Experiment 4: Perceived naturalness averaged among mesh, actor
and emotion (left), Perceived naturalness of expression averaged among mesh
and actor (middle), Perceived naturalness of expression averaged among actor
and emotion(right)). All results are shown with and without wrinkles. Vertical
bars represent the standard error of the mean.

Intensity: This experiment investigates into the influence of wrinkles on the perceived inten-
sity of an expression. To analyse whether or not wrinkles make a difference on the perceived
intensity, the participant results of Experiment 2 (without wrinkles) were combined with
this Experiment’s results (with wrinkles). For both experiment, only participants ratings for
the Natural Neighbor skinning technique are considered. A one-way ANOVA was conducted
with wrinkles as between participant factor. Surprisingly, no significant effect of wrinkles on
the perceived intensity was found.

For the following analysis only the group of 15 participants who saw the stimuli which in-
cluded wrinkles was considered. The intensity ratings of the participants were passed into
a two-way ANOVA with mesh and emotion as within-participant factors. A main effect of
emotion (F(7,98) = 29.82,p < 0.001) and mesh was found (F(1,14) = 6.397,p < 0.05),
additionally the interaction between mesh and emotion was also proven to be significant
(F(7,98) = 3.073,p < 0.01), which is consistent with the findings in Experiment 2. Addi-
tionally, a two-way ANOVA with actor and emotion as within-participant factor was per-
formed. A main effect of actor (F(3,42) = 13.51,p < 0.001) and emotion (F(7,98) =
29.82,p < 0.001, listed for consistency) was found. Additionally an interaction effect was
found (F(21,294) = 8.922,p < 0.001 ). All the main and interaction effect found are consis-
tent with the findings in Experiment 2, stating that the perception of the emotion did not
change the intensity ratings when the wrinkles were present.

Figure 13.3 (left) shows that the wrinkles did not influence the perceived intensity. Looking
at the different emotions (see Figure 13.3 (middle)) it can be observed that wrinkles also
did not have an effect on the perceived intensity. In Figure 13.3 (right)) it is shown that the
perceived intensity was not significantly changed by the different facial meshes, Georgina
is perceived slightly more intense with and without wrinkles, which is consistent with the
findings in Experiment 2.
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Figure 13.3: Results of Experiment 4: Perceived intensity averaged among mesh, actor and
emotion (left), Perceived intensity of expression averaged among mesh and ac-
tor (middle), Perceived intensity of expression averaged among actor and emo-
tion(right)). All results are shown with and without wrinkles.

Typicality: This experiment investigates into the influence of wrinkles on the perceived
typicality of an expression. To experimentally provide proof whether or not wrinkles make a
difference in the perceived typicality of an expression, the participant results of Experiment
2 (without wrinkles) were combined with this experiment results (with wrinkles). For both
experiment, only the results for the Natural Neighbor skinning technique were considered. A
one-way ANOVA was conducted with wrinkles as between participant factor. Surprisingly,
no significant effect of wrinkles on the perceived typicality was found.
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Figure 13.4: Results of Experiment 4: Perceived typicality averaged among mesh, actor and
emotion (left), Perceived typicality of expression averaged among mesh and
actor (middle), Perceived typicality of expression averaged among actor and
emotion(right). All results are split by the absence and presence of wrinkles.
vertical bars represent the standard error of the mean.

For the following analysis, only the group of 15 participants who saw the wrinkled stimuli
was considered. The typicality ratings were passed into a two-way ANOVA with mesh and
emotion as within-participant factors. A main effect of emotion (F(7,98) = 6.629,p <
0.001), but no main effect of mesh nor a significant interaction on the perceived typicality
was found. Additionally, a two-way ANOVA with actor and emotion as within-participant
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factor was performed. A main effect of actor (F(3,42) = 8.041,p < 0.001) and emotion
(F(7,98) = 6.629,p < 0.001, listed for consistency) was found, additionally an interaction
effect was found (£'(21,294) = 2.514,p < 0.001).

In Figure 13.4 (left) is visible that wrinkles have no significant effect on the perceived typ-
icality of the expressions. Looking at Figure 13.4 (middle) the typicality ratings are shown
split by shown emotions. For the expressions Light-bulb Aha wrinkles slightly increase the
typicality ratings. In Figure 13.4 (right) it is visible that the typicality ratings for Georgina
slightly increase in the wrinkled condition.

Summary: To summarize, this experiment was conducted to evaluate the contribution of
wrinkles for the emotion perception in terms of recognition, naturalness, intensity and typi-
cality. The experiment showed that wrinkles do not have an effect on the emotion perception.
All wrinkled stimuli were equally rated than in the wrinkle-free condition. Thus, it can be
derived that wrinkles are not from greater importance when non-verbal facial expression are
perceived.
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The presented facial animation method can be used to investigate into perceptual effects in
the field of motion and appearance perception. As the presented method performs facial
feature retargeting, as well as facial motion retargeting, it is possible to map arbitrary
human-like facial motion onto a human-like facial mesh. Note that for the presented method
both entities do not need to come from the same person. This way it is possible to evaluate
features of non-verbal communication more flexibly and investigate into perceptual effects
when e.g. the motion and appearance source do not match.

14.1 Research Question

As Zibrek et al. [ZHRM13] stated men and women differ in the way how they express
emotion. Hall et al. [BHO8] even found experimental proof that women are better facial
performers and state that expressions on female faces are better recognized than on male
faces. This experiment verifies if these statements are still true when motion and appearance
are not coming from the same human actor. Thus, following research questions arise:

e How does the recognition rate change, when the gender is cross-mapped between ap-
pearance and motion source compared to gender-matching stimuli?

e How does the perception of naturalness, intensity and typicality change, when the gen-
der of appearance and motion source are cross-mapped, compared to gender-matching
stimuli?

e Is the perceived gender of the virtual avatar influenced by the gender of the appearance
or the motion?

e Does the gender of the participant influence the recognition rate, perceived naturalness,
intensity and typicality of the cross-mapped and gender-matching stimuli?

Thus, are there perceptual effects when male motion is projected onto a female face and vice
versa. Are cross-mapped stimuli evaluated differently than matching stimuli (appearance and
movement is coming from the same person) in terms of emotion categorization, naturalness,
intensity or typicality rating and most interestingly does the cross-mapping have an effect
on the perceived gender of the virtual avatar.
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14.2 Methods

The experiment was designed as previously described in Section 9. As the participants,
stimuli and scales for each experiment changed, this section is used to describe them in more
detail.

Participants: In total 11 participants are gathered in an age range between 21 — 33 years
(four females). As describe in the General Methods Section (9), each participant was given
the instruction and handling of the experiment, they were able to asked questions at any
given point. All participants were German. The experiment took on average 53 min.

Stimuli: For this experiment the motion capture expressions and a subset of the actors from
Experiment 1 were taken. The actors are: AMMI{, BLAf, CJCm and LRRm. The expressions
are: Agree (Agr), Disagree (Dsg), Fear (Fea), Happy-Achievement (Hap), Impressed (Imp),
Light-Bulb Aha (LiB), Surprise (Sur) and Thinking Remember (Thi). The actors as well as
the expressions received the best recognition rates in the baseline Experiment 1. The cleaned
motion capture was used to animate two different facial meshes (George and Georgina, see
Section 8.2.1) with the help of the proposed facial animation method, see Section 8. This
time, the motion coming from a male actor was projected onto a male and a female facial
mesh (George and Georgina), the female motion was also projected on a male and female
facial mesh. For the facial feature retargeting the polynomial distance function for the
weight-determination of the Radial Basis Function was used. To retarget the facial motion
the Global Bounding Box (see Section 8.3.2) was used, to skin the markers to the mesh the
Natural Neighbor interpolation generated the weight-maps (see Section 8.4.2.2). This led to
a total number of 64 Stimuli (8 expressions - 4 actors - 2 facial meshes).

Scales: Each participant was asked to answer five questions for one seen expression:

1. Which emotion is this person trying to express?
How natural is the emotional expression of the person?
How intense is the emotional expression of the person?

How typical is the emotional expression of the person?

RATEEE R

Which gender has the shown person?

For question 1 the participants had a given list with eight expressions (Agree, Disagree,
Fear, Happy, Impressed, Light-Bulb Aha, Surprise and Thinking) plus the option of “None
of the above” available. For question 2, 3 and 4 the participants were able to chose from a
7-point Likert-Scale going from extremely natural, very natural, somewhat natural, neutral,
somewhat unnatural, very unnatural and extremely unnatural (natural was replaced by
intense or typical, according to the scale). For the last question concerning the gender, the
participant was able to chose from a 7-point Likert-Scale: male, very male, somewhat male,
neutral, somewhat female, very female and female.
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14.3 Results

To give an overview about the result, this section was split into several paragraphs gathering
the results for recognition rate, naturalness, intensity, typicality and gender.

Recognition Rate: As the facial animation technique allows a flexible retargeting and an-
imation of arbitrary motion on arbitrary facial meshes, investigations can be made if the
recognition rate changes when male motion is projected on a female face (and vice versa).
As similarity-attraction theory [VHT15] suggests, the gender of the participant can have
an influence on their given answers. A one-way ANOVA was performed with participant-
gender as between participant factor. A small but significant effect on the recognition
rate was found (F'(1,702) = 3.531,p < 0.1). Additionally, a three-way ANOVA was per-
formed with participant-gender, mesh-gender, and motion-gender. There, a main effect of
motion-gender was found (F(1,9) = 8.885,p < 0.05), and a small effect of mesh-gender
(F(1,9) = 3.794,p < 0.1). Neither an interaction between participant-gender and motion-
gender, participant-gender and mesh-gender nor a three-way interaction was found to be
significant.

To analyse the results in more detail, the data was split into male and female virtual faces
and two one-way ANOVAs were performed on the subsets. When a male face was presented,
the ANOVA showed no effect for the different motion-genders on the recognition rate of
the expression. When a female face was presented the motion-gender significantly changed
the recognition accuracy of the participants (F(1,10) = 7.565,p < 0.05). Moreover, the
initial data was split by the male and female motion for further investigations. Thus, two
one-way ANOVAs were performed on the subsets. For a female motion a main effect of
mesh-gender was found (F'(1,10) = 9.073,p < 0.05), surprisingly, this was not the fact for a
male motion.

Figure 14.1 (left) shows the overall recognition rate. Comparing the recognition of the male
motion and female motion on a male mesh, it can be observed that both combinations
are recognized equally well (male motion - male mesh (39%), female motion - male mesh
(38%)). Comparing the recognition of male motion and female motion on female meshes,
it can be derived that the recognition rate suffers when female motion is projected on a
female mesh (male motion - female mesh (37%), female motion - female mesh (28%)). This
stays in contrast to Zibrek et al.’s findings [ZHRM13], stating that the combination of male
motion on female models receives the lowest recognition results. Comparing the results for
both meshes, it can be derived that the used male actors for the experiments are the better
facial performers than the female actors, which is inconsistent with Hall et al. findings
[HCH00, BHOS] stating the direct opposite. Interpreting the results a little bit further, it
can be seen that the participants were on average more accurate when a male mesh was
presented independently of the applied source motion. The combination of female face
and female motion received significantly lower recognition rates (down by 10%). Which is
surprising because using the same motion on a male mesh was more accurately recognized.
This can be related to the fact that females might use more micro-movements, which are, due
to George’s higher resolution mesh, more present in the male face. Georgina’s low-resolution
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Figure 14.1: Results of Experiment 5: Recognition rates of the averaged gender-cross-
mapped and gender-matching stimuli (left). Recognition Rates of gender-cross-
mapped and gender-matching stimuli split among emotions (right). Vertical
bars show the standard error of the mean.

mesh might have accidentally smoothed those micro-movements making the overall facial
expressions harder to decipher.

Looking at the Figure 14.1 (right), it is visible that the male mesh-male motion-combination
was almost always better recognized except for the Thinking and Light-bulb Aha expression,
there the female motion independent of the mesh-gender was more accurately recognized.
In general Happy and Impressed received low recognition rates, even below chance (11%).
For Surprise, female motion also received recognition rates below chance. Here, the author
is not able to find tendencies such as presented by Hess et al. [HSKT00] and Hall et al.
[HCHO0, BHO08], stating that emotions such as Happiness, Surprise and Fear are more likely
to appear and, hence, be recognized better on females. This might be related to cultural
differences in emotion expression and recognition, as the participants were German, but the
actors were Spanish.

Figure 14.2 (left) shows the influence of the participant-gender on the recognition rate of
the mesh-motion combinations. Female participants recognized the combination male mesh
- male motion slightly better. Male participants, however, recognized female motion on
male meshes best. That male and female participants recognized the motion of the opposite
gender best, might be related to evolution and subconscious instincts. Male participants
recognizing motion better on a male mesh, might be due to the higher resolution of George’s
mesh, this also increases the visibility of subtle motions on the face and creates a more
expressive motion. Georgina is less detailed and thereby also shows less subtle movements
of the face leading to lower recognition rates especially for male participants. This might
lead to the assumption that men are not as good at deciphering facial expressions than
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women. Figure 14.2 (right) shows recognition rates for each combination split by emotion
and participant-gender.
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Figure 14.2: Results of Experiment 5: Recognition rates of gender-cross-mapped and gender-
matching stimuli depending on participant-gender (left). Recognition rates for
each mesh-motion-combination split by emotion and participant-gender (right).
Vertical bars represent the standard error of the mean.

Naturalness: Different to studies of Zibrek, Hall and Battochi et al.” [HCH00, BPGBO5,
ZHRM13], this experiment goes beyond pure emotion recognition and gender perception
and also investigates into the perceived naturalness of gender-matching and gender-cross-
mapped stimuli. The main question in this context is: Is motion still perceived as natural
when projected on a mesh which has a different gender? The following section analyses if
the perceived naturalness of the expression is influenced by a cross-mapping of male/female
motion on a mesh which has the opposite sex.

Similarity-attraction theory [VHT15] suggests that the gender of the participant can have
an influence on the perception of the virtual character. A one-way ANOVA was conducted
to see if naturalness ratings are influenced by the participant-gender, participant-gender was
set as between participant factor. A significant effect of participant-gender on the perceived
naturalness was found (F'(1,702) = 7.956,p < 0.01). Additionally, a three-way ANOVA
was performed with participant-gender as between participant factor, and mesh-gender and
motion-gender as within participant factors. There, a main effect of motion-gender was found
(F(1,9) = 30.764,p < 0.001), and a small effect of mesh-gender (F(1,9) = 3.493,p < 0.1).
Neither an interaction between participant-gender and motion-gender, participant-gender
and mesh-gender nor the three-way interaction was found to be significant.

To analyse the data in more detail, we created a subset of the data-set considering the
two mesh-genders individually. A one-way ANOVA was performed with motion-gender as
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within-participant factor. For the male head, a significant effect of the motion-gender on the
perceived naturalness (F(1,9) = 8.191,p < 0.05) was found. For a female head the motion-
gender also had a main effect on the perceived naturalness (F'(1,9) = 22.68,p < 0.001).
Additionally, instead of splitting the data by mesh-gender, a splitting by motion-gender was
done for further investigations. Thus, two one-way ANOVAs were performed on a data-set
considering only female and only male motion individually. For male motion a main effect of
mesh-gender was found (F(1,10) = 6.402,p < 0.05) on the perceived naturalness, this was
not the case for a female motion.
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Figure 14.3: Results of Experiment 5: Naturalness ratings of the averaged gender-cross-
mapped and gender-matching appearance and motion (left). Naturalness rat-
ings of gender-cross-mapped and gender-matching appearance and motion, split
among emotions (right). Vertical bars show the standard error of the mean.

Various studies show that female facial expressions are better recognized than male [HCHO00,
BPGBO05]. The findings of this experiment show that independently of the recognition
rate the perceived naturalness can highly differ between gender-matching and gender-cross-
mapped stimuli. Figure 14.3 (left) shows that participants found female motion more un-
natural than male motion independent of the appearance and gender of the mesh (female
motion-male mesh (4.18), female motion-female mesh (4.3)). Surprisingly, male motion on
a female mesh (4.94) was perceived much more natural than male motion on a gender-
matching mesh (4.5). Interpreting that from a technical point of view, this might be related
with Georgina’s low resolution mesh, which produces a smoother surface, which causes a
smoother deformation of the skin. Interpreting that from the psychological point of view,
this is highly interesting. McDonnell et al. [MJHT09] and Zell et al. [ZZM19] stated, that
using motion capture of the opposite sex to animate a male or female body can lead to in-
adequate or confusing results. McDonnell et al. [MJHT09] and Zell et al.[ZZM19] indicated
that this can happen for bodies. This experiment used only rigid head movements and facial
motion and produces the opposite effect, as male motion on a female face was perceived as
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more natural than projected on a male face.

Looking at Figure 14.3 (right) it can be observed that all male motions were perceived over
almost all emotions as more natural, female motion on a male mesh always received the
highest naturalness ratings.

Looking at the Figure 14.4 (left) the influence of the participant-gender on the perceived
naturalness of the gender-matching and gender-cross-mapped stimuli is shown. It can be
observed that male participants perceived the stimuli in general slightly more natural than
female participants. The different ratings for the male and female subjects for each emotion
can be found in Figure 14.4 (right). The general tendency to rate the male motion more
natural independent from the mesh is visible for male and female participants.
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Figure 14.4: Results of Experiment 5: Naturalness rating of gender-cross-mapped and
gender-matching appearance and motion depending on participant-gender (left).
Naturalness ratings for each mesh-motion- combination split by emotion and
participant-gender (right). Vertical bars represent the standard error of the
mean.

Intensity: Is motion perceived differently intense when projected on a mesh which has a
different gender? This experiment analyses if the perceived intensity of the expression is
influenced by the cross-mapping of male or female motion on a mesh which has the opposite
Sex.

A one-way ANOVA with participant-gender as between subjects factor was conducted, as well
as a three-way ANOVA with participant-gender as between participant factor and motion-
gender and mesh-gender as within-participant factors. Neither main effects nor interaction
effects of the factors were found to have a significant influence on the perceived intensity of
the expression. Considering the mesh genders in separate subsets and performing individual
one-way ANOVAs with the data-sets showed no significant effects. Thus, neither for a male
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or female appearance, the motion-gender had a significant effect on the perceived intensity.
Additionally, splitting the data-set by motion-gender and performing two one-way ANOVAs
with mesh-gender as within-participant factor revealed that for a male motion the mesh-
gender had a significant effect (F'(1,10) = 5.185,p < 0.05) on the perceived intensity, this is
not the case for a female motion.
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Figure 14.5: Results of Experiment 5: Intensity ratings of the averaged gender-cross-mapped
and gender-matching appearance and motion (left). Intensity ratings of gender-
cross-mapped and gender-matching appearance and motion, split among emo-
tions (right). Vertical bars show the standard error of the mean.

Even though the ANOVAs showed no significant effect, the perceived intensity for the differ-
ent meshes is shown in Figure 14.5 (left). It can be observed that male motion is perceived
as slightly but not significantly more intense than female motion. Additionally, it can be
observed that regardless of the motion-gender, the female mesh was perceived as slightly
more intense. Figure 14.5 (right) splits the intensity ratings by emotion and reveals a slight
tendency that female motion is perceived as more intense for a Happy and Light-bulb expres-
sion independent of the mesh. On the other hand male motion for the impressed expression
is perceived slightly more intense for female motion. Looking at Figure 14.6 (right) and
Figure 14.6 (left) it is visible that male and female participants rated the intensity almost
for all emotions equally.

Typicality: If the perceived typicality is significantly modified when the gender of motion
and facial mesh are cross-mapped, was tested with the help of a three-way ANOVA with
participant-gender as between participant factor and motion-gender and mesh-gender as
within-participant factors. A main effect of motion-gender was found (F(1,9) = 35.696,p <
0.001). The mesh-gender showed no significant effect. Neither a interaction between participant-
gender and motion-gender, participant-gender and mesh-gender nor the three-way interac-
tion was found to be significant. Additionally, a one-way ANOVA with participant-gender
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Figure 14.6: Results of Experiment 5: Intensity rating of gender-cross-mapped and gender-
matching appearance and motion depending on participant-gender (left). Inten-
sity ratings for each mesh-motion-combination split by emotion and participant-
gender (right). Vertical bars represent the standard error of the mean.

as between subjects factor was performed, the gender of the participant has a significant
effect on the perceived typicality of the virtual characters (F'(1,702) = 9.741,p < 0.01).

To analyse the data in more detail, the data-set was split by mesh-gender into two separate
data-sets. Two one-way ANOVAs were performed on the data with motion-gender as within-
participant factor. For the male (F'(1,10) = 12.753,p < 0.001) and female head (F'(1,9) =
15.03,p < 0.01) a significant effect of the motion-gender on the perceived intensity was found.
Additionally, instead of splitting the data by mesh-gender, a splitting by motion-gender was
done. Thus, two one-way ANOVAs were conducted on a data-set considering only female
and only male motion. No significant effect was found for the gender of mesh for neither the
female motion nor the male motion.

In Figure 14.7 (left) it is visible that independent of the appearance the male motion was
rated slightly more typical than the female motion. Figure 14.7 (right) shows that this is
particularly true for an Agree, Disagree and Impressed facial expression.

Figure 14.8 (left) shows a slight tendency to rate male motion more typical in both participant
genders. Figure 14.8 shows this in more detail for each emotion. There it is visible that male
participants rated the emotions slightly more typical than females.

Gender: Is a virtual character’s perceived gender influenced by the motion or by the ap-
pearance or even by the participant’s gender? To give answers to that question, a one-way
ANOVA with participant-gender as between subjects factor was performed. No main ef-
fect of the participant-gender on the perceived gender was found. Additionally, a three-way
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split by emotion and participant-gender. Vertical bars represent the standard

Figure 14.8: Results of Experiment 5: Typicality ratings for each mesh-motion-combination
error of the mean.
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Figure 14.9: Results of Experiment 5: Gender ratings of the averaged gender-cross-mapped
and gender-matching appearance and motion across all emotions.

ANOVA was performed with participant-gender as between participant factor and motion-
gender and mesh-gender as within-participant factors. The mesh-gender had a significant
influence on the perceived gender (F(1,9) = 147.776,p < 0.001). There were no other main
effects or other interaction effects found. This means that participants were purely judging
the gender by the appearance not by its movement, which is consistent with the findings for
McDonnell et al. [MJHT09] stating this for bodies.

This findings are also shown by two additional one-way ANOVAs on a subset of the data-set.
The data-set was split by the gender of the motion and an ANOVA with mesh-gender as
within participant factor was performed. A significant effect for mesh-gender was found for
the male motion (F(1,10) = 155.3,p < 0.001) and the female motion (F'(1,10) = 170.7,p <
0.001). No significant effect was found for motion-gender on the different heads. Indicating
that people were purely judging the avatar’s gender by their facial appearance regardless of
the source of the motion.

In more detail, Figure 14.9 shows the relationship of perceived gender, and mesh and motion
gender split among expressions. Regardless of the motion of the facial expressions, the
participants rated the male mesh as male and the female mesh as female. This is inconsistent
with the findings of Hall et al.[HCH00, BHO8], stating that men and women express emotions
differently. Leading to the assumption that the male and female actors were performing the
facial expressions either fully gender-neutral or the usage of the virtual avatar blurs the
actual gender perception.

Summary: To summarize, this experiment was conducted to evaluate how the perception
of emotion is influenced by the appearance and the motion gender of the stimuli, additionally
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the participant gender was considered. Therefore, the participant’s ratings for emotion cate-
gorization, naturalness, intensity, typicality and perceived gender of gender-matching stimuli
was compared to gender cross-mapped stimuli. To answer the previously defined research
questions, the recognition rate was significantly influenced by motion-gender, leading to the
assumption that for the present set-up men were better facial performers than women. For
the perceived naturalness, there was a main effect of motion-gender and mesh-gender found.
In more detail, the analysis states that male and female motion was perceived more natural
when it was projected onto the female mesh. The highest naturalness ratings received the
combination of male-motion-female-mesh. For the perceived intensity, it was found that
regardless of the present motion-gender, the female mesh was perceived as slightly but more
intense. For the perceived typicality it can be stated that male motion was perceived more
typical no matter if it was projected onto male or female mesh. With these findings, it can
be shown that cross-mapping mesh- and motion-gender can have an influence especially on
the perceived naturalness. But, previous findings like the contrast effect [HAJKO04], stating
that cross-mapped motion can be perceived as inadequate or confusing, was not proven to
be true in the used experimental set-up. Moreover, the used participants did not consider
the motion-gender when they rated the gender of the virtual avatar. Statistical measure-
ments show that for the gender categorization task the participants were only relying on
the mesh-gender. Additionally, the influence of the participant-gender on the emotion cate-
gorization, perceived naturalness, intensity and typicality was analysed, statistical analysis
found that the emotion categorization and the perceived naturalness ratings was depending
on the participant’s gender, leading to the assumption that women are better at recognizing
facial expressions and men perceive virtual avatars as more natural.
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People intuitively use facial features such as wrinkles or proportions to make guesses about
the age of the interlocutor to determine how to interact with them. Ryan et al. [RGBH86]
showed that we lexically and syntactically adjust what we say to the other person’s age. As
the goal of a virtual agent can be to look, act and react as human, the age of the virtual
agent should also be considered when designing and animating it. For certain virtual avatar
applications, e.g. e-learning scenarios using child avatars can be a good idea. As it is
ethically questionable to gather facial meshes or motion data from children a method which
transforms adult facial meshes and motion into child-like data can remedy.

15.1 Research Question

The main research interest for this experiment can child-like meshes be animated with adult
motion data. Hence. following research questions arise:

e How does the recognition-rate change when adult motion is projected onto a child-like
virtual face?

e [s the perceived naturalness, intensity or typicality of the facial expression altered,
when adult motion is projected onto a child-like virtual face?

e How old is the virtual avatar perceived, when adult motion is defining its movement?

e How is the gender of the virtual avatar perceived, when it is dynamically moved by
adult motion?

Additionally, it can be attested, if the presented facial animation method can animate meshes
which are geometrically deformed with the age regression method in Section 8.2.2. With
this experiment, the perception of the performed emotion, naturalness, intensity, typicality,
gender and age of the child-like avatar is evaluated in comparison to the adult avatar.

15.2 Methods

The experiment is designed as previously described in 9. As the participants, stimuli and
scales for each experiment changed, this section is used to describe them in more detail.
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Participants: In total 10 participants in an age range between 19 — 36 years (5 females)
were gathered. As describe in the General Methods Section (9) each participant was given
the instruction and handling of the experiment, they were able to asked questions at any
given point. All participants were German. The experiment took on average 74 min.

Stimuli: For this experiment the motion capture expressions and a subset of the actors from
Experiment 2 were taken. The actors were: BLAf and CJCm. The expressions were: Agree
(Agr), Disagree (Dsg), Fear (Fea), Happy-Achievement (Hap), Impressed (Imp), Light-Bulb
Aha (LiB), Surprise (Sur) and Sad (Sad). The actors as well as the expressions received
the best recognition rates in the baseline Experiment 1. The expression Thinking was ex-
changed with the expression Sad because the last experiments showed that the recognition
rate for Thinking was in general very low due to missing suitable eye movements (which is
consistent with findings of previous work [GCWBO07, CW09]). Additionally, a Sad expression
might be worth considering when evaluating child-like avatars. The cleaned motion capture
was used to animate five different facial meshes. These meshes are the result of the geo-
metrical transformation with the presented rejuvenation technique, see Section 8.2.2. The
presented method only performs geometrical changes of the 3D-head and does not include
texture rejuvenation. As the available textures integrate details like facial hair for eyebrows
or beard-stubble, the texture which can resemble a child the most needs to be taken. Thus,
for this experiment Georgina see Section8.2.1 was rejuvenated with five different parameter-
sets for 6, ¢, m,n and k which were found to be consistent with the categorization of 2 — 3,
4—6,7—10, 11 — 14 and older than 14. This age-categorization is commonly used in the
field of developmental psychology [NNN*72]. The parameter-sets define five different levels
of transformation. The five resulting child-like meshes were integrated in a child-like version
of Georgina’s body, exported from the open-source software MakeHuman [Mak19]. Addi-
tionally, Georgina’s original head was also included in the stimuli, it was uniformly scaled
to fit the child-like body. These child-like meshes were animate with the presented facial
animation pipeline 8. For this experiment male motion and female motion were projected on
the child-like Georginas. For the facial feature retargeting the polynomial distance function
was used as weight-determination for the Radial Basis Function, to retarget the facial motion
the Global Bounding Box (see Section 8.3.2) was used, to skin the markers to the mesh the
Natural Neighbor skinning generated the weight-maps (see section 8.4.2.2). This led to a
total number of 96 Stimuli (8 expressions - 2 actors - 6 facial meshes).

Scales: Each participant was asked to answer five questions for one seen expression:
1. Which emotion is this person trying to express?

How natural is the emotional expression of the person?

How intense is the emotional expression of the person?

How typical is the emotional expression of the person?

Which gender has the shown person?

A S

How old is the person?

191



15 Experiment 6 - Children

For question 1 our participants had a given list with eight expressions (Agree, Disagree,
Fear, Happy, Impressed, Light-Bulb Aha, Surprise and Sad) plus the option of “None of
the above” available. For question 2, 3 and 4 the participants were able to chose from a
7-point Likert-Scale going from extremely natural, very natural, somewhat natural, neutral,
somewhat unnatural, very unnatural and extremely unnatural (natural was replaced by
intense or typical, according to the scale). For the gender-question the participant was able
to chose from a 7-point Likert-Scale: male, very male, somewhat male, neutral, somewhat
female, very female and female. For the last question about the age, the participant was able
to chose from a given list of: 2 —3,4 — 6, 7 — 10, 11 — 14 and older than 14. Such an age-
classification scale is commonly used in the field of developmental psychology [NNN*72].

15.3 Results

To give an overview about the results, this section was split into several paragraphs gathering
the results for recognition rate, naturalness, intensity, typicality and gender.

Recognition Rate: For this experiment a face of an adult female mesh was geometrically
transformed to make it appear child-like. Therefore, five meshes were produced under differ-
ent transformation levels which can be considered as different age groups. If such geometric
transformations influence the recognition rates of the actor’s expressions was analysed with
the help of a three-way ANOVA with transformation-level, emotion and actor as within
participant factor. The recognition rate was influenced to an significant amount by the ac-
tor (F(1,13) = 24.61,p < 0.001) and the expression (F(7,91) = 30.08,p < 0.001) not by
the transformation-level. There was an interaction effect of emotion and transformation-
level (F(35,455) = 2.338,p < 0.001) stating that some emotions were better recognized
on younger or older meshes. Additionally an interaction effect between emotion and actor
(F(7,91) = 25.45,p < 0.001) was found which is consistent with the finding of Experiment
1, see Section 10.

In Figure 15.1 (left) it is visible that the recognition rate for all transformation levels is ap-
proximately the same. Additionally, it is visible that the transformation-levels receive lower
recognition results than the recognition rates of the real human videos, see Experiment 1 in
Section 10. This can be related to the additional non-verbal communication cues which were
present in the videos in form of upper body movement, gestures or eye gaze but not in the
motion capture data. The motion capture data only included motion for facial expression
and for the rigid head, thus a canalized version of the actual performance was shown on
the virtual avatars which most probably has affected the recognition rates. Nevertheless,
the recognition rate of the adult Georgina was lower than the recognition rate of the trans-
formation levels. This is due to the low resolution of Georgina’s mesh. The vertices are
quite far apart leading to broad and wide polygons. Animating it with the Natural Neighbor
skinning-method can result in an additional smoothing of the facial expression, which makes
it harder to decipher. However, this is not the case for the child-like Georginas. Due to the
rejuvenation related geometrical modification, the vertices of the mesh are squished together
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Figure 15.1: Results of Experiment 6: Recognition Rates of different age-transformation lev-
els (left), Recognition Rates of the different age-transformation levels across
emotion (middle), Recognition Rates of different age-transformation levels
across actors (right). All results are listed in comparison to the real videos
(Adult real) and the adult virtual avatar of Georgina (Adult VA). Vertical bars
represent the standard error of the mean.

especially in the area of the mouth, which allows the skinning-method to provide more ver-
tices with the movement of a certain marker. This influences the accuracy results for the
transformed meshes as Griesser et al. [GCWBO07] showed that the mouth contributes an
important part to the emotion perception. It can also be observed that the transformation
levels have no significant influence on the recognition rate, meaning that the rejuvenation
method can be used with different parameters in combination with the presented skinning
method without distorting the motion. In Figure 15.1 (middle) the recognition rate split
by emotion is shown. The recognition rate for the transformed face is better for Agree,
Disagree and Sad than for the real videos. This is interesting leading to the assumption
that using adult motion to animate child-like meshes produces more recognizable or more
expressive facial motion. Moreover, it is interesting that this happens for negative expression
as sadness and disagree, which also can gather more attention on child-like faces than on
adult faces. Surprise, Fear and Impressed receive significantly lower recognition rates. This
is probably is due to the normalization step of the facial animation method, as this not just
scales down artifacts but also the facial expression. As Experiment 3, see Section 12 showed,
using different amplification levels as multiplication factor for per-frame displacements can
help to increase the recognition rates on child-like meshes. In Figure 15.1 (right) we can
see the motion of the male actor CJCm was better recognized than the female actor BLAf,
when projected on the different meshes. This is consistent with the findings in Experiment
1 (real videos, see Section 10), which also shows that the geometrical transformation of the
mesh does not distort or blur the motion signal.

Naturalness: This experiments main research interest is to evaluate if child-like meshes can
be animated with adult motion data. Additionally this experiment can evaluate, if geomet-
rically transformed meshes (e.g. rejuvenated meshes) can be animated with the presented
facial animation method. To analyse if the perceived naturalness is influenced by the level
of transformation, emotion or the actor of the expression, a three-way ANOVA with trans-
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formation level, emotion and actor as within participant factors. A significant effect of actor
(F(1,13) = 49.54,p < 0.001), a significant effect of emotion (F(7,91) = 9.661,p < 0.001)
and no significant effect of the transformation level was found. Indicating that differ-
ent transformation levels do not suffer or succeed from the presented facial animation
method. Additionally, there was an interaction effect found between emotion and actor
(F(7,91) = 4.292,p < 0.001), indicating that one actor was performing the emotion more
natural than the other one, which is consistent with the findings of Experiment 1.
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Figure 15.2: Results of Experiment 6: Naturalness Ratings of different age-transformation
levels (left), Naturalness Ratings of the different age-transformation levels across
emotion (middle), Naturalness Ratings of different age-transformation levels
across actors (right). All results are listed in comparison to the real videos
(Adult real) and the adult virtual avatar of Georgina (Adult VA). Vertical bars
represent the standard error of the mean.

In Figure 15.2 (left) it is visible that all of the age-transformation levels are perceived around
neutral or somewhat natural. The real videos get the best naturalness ratings. It is visible
that for no transformation level the naturalness significantly drops which shows that all
of the rejuvenated meshes are perceived the same on the naturalness scale. Figure 15.2
(middle) shows the results split by emotion. For Happy, Light-bulb Aha and Surprise the
real videos are rated more natural, which might be due to the fact that more non-verbal
communication information were visible in form of eye motion, upper body motion, hand
gestures and wrinkles, which might have been needed in the virtual avatar to receive the same
naturalness results. Figure 15.2(right) shows the perceived naturalness among actors. We
can see that the male actor (CJCm) was perceived in all transformation levels as more natural
than the female actor (BLAf). CJCm’s motion on the rejuvenated meshes was perceived
only slightly less natural than the motion of the virtual characters which is consistent with
the findings in Experiment 2 (see Section 11).

Intensity: To evaluate if adult motion can be used to animate child-like meshes and
if geometrically transformed meshes can be animated with the presented facial animation
method, this experiment is conducted. A three-way ANOVA with age-transformation level,
emotion and actor as within participant factor was performed to find if the factors influence
the perceived intensity. A significant effect of actor (F(1,13) = 42.15,p < 0.001) and
emotion (F(7,91) = 34.43,p < 0.001) was found. The transformation level did not influence
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the perceived intensity of the expression. Additionally, there were interactions effects found
for emotion and actor (F'(7,91) = 38.41, p < 0.001) and a slightly significant effect of emotion
and transformation-level (F(35,455) = 1.366,p < 0.1), leading to the assumption that the
transformation-level changed the perceived intensity.
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Figure 15.3: Results of Experiment 6: Intensity Ratings of different age-transformation levels
(left), Intensity Ratings of the different age-transformation levels across emotion
(middle), Intensity Ratings of different age-transformation levels across actors
(right). All results are listed in comparison to the real videos (Adult real) and
the adult virtual avatar of Georgina (Adult VA). Vertical bars represent the
standard error of the mean.

For Figure 15.3 (left) it can be observed that the perceived intensity did not change among
age - transformation level. Comparing the results to the real videos it can be observed that
the perceived intensity slightly decreased for the child-like avatars. As this marks only a
slight decrease, it can be stated that the retargeting- and skinning methods do not influence
the actual perceived intensity of the motion. This is also visible in Figure 15.3 (middle)
because the intensity ratings for the transformation level and for the real video were roughly
the same across emotions, except for Impressed. The ANOVA showed a slightly significant
interaction effect between emotion and transformation-level, this can be visually examined
in the case of the age level 5. For the expressions Fear, Agree, Sad and Surprised it seemed
to be rated either more intense or less intense than the other age transformation levels.
In Figure 15.3 (right) it can be observed that the intensity ratings were slightly but not
significantly increased for the actor CJCm on all transformation levels.

Typicality:  To evaluate if geometrically transformed meshes such as rejuvenated meshes
can be animated with the presented facial animation method, an experiment was conducted
to see if the perceived typicality of the performed expression changes when different trans-
formation levels are applied to an adult mesh. A three-way ANOVA with transformation
level, emotion and actor as within participant factor was performed. A significant effect of
actor (F'(1,13) = 51.3,p < 0.001), a main effect of emotion (F(7,91) = 26.88,p < 0.001)
was found. The transformation level did not influence the perceived typicality of the ex-
pression. There was a slight interaction effect found for emotion and transformation-level
(F(35,455) = 1.426,p < 0.1), and a significant interaction effect for emotion and actor
(F(7,91) = 10.95,p < 0.001).
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Figure 15.4: Results of Experiment 6: Typicality Ratings of different age-transformation lev-
els (left), Typicality Ratings of the different age-transformation levels across
emotion (middle), Typicality Ratings of different age-transformation levels
across actors (right). All results are listed in comparison to the real videos
(Adult real) and the adult virtual avatar of Georgina (Adult VA). Vertical bars
represent the standard error of the mean.

In Figure 15.4 (left) it is visible that the typicality does not change among age transforma-
tion level. All expressions on the rejuvenated meshes are perceived slightly less typical than
the real videos. This is also visible in the Figure 15.4 (middle). There it can be observed
that the typicality did not decrease or increase for the rejuvenated meshes among expres-
sion. In Figure 15.4 (right) it is shown that the expressions on the rejuvenated meshes are
perceived almost as typical than the real video of the actor CJCm, a slight decrease of the
perceived typicality for the motion of the female actress BLAf is visible. Surprisingly, in
terms of typicality we can say that adult motion projected on a child-like character was still
perceived as “somewhat typical”. The author would have expected participant’s ratings to
be significantly lower in comparison to the real videos, as children move faster, quirkier and
simply more than adults. Apparently for our experimental set-up and for the participants
the adult expression on child-like meshes were perceived as somewhat typical.

Perceived Age:  As neither the used mesh nor the used motion came from a child, this
experiment is conducted to see if the virtual avatar is still perceived as a child. Therefore, a
three-way ANOVA was performed with actor, emotion and level of transformation as within
participant factors. The actor and the emotion had no influence on the perceived age of the
mesh, meaning the motion-gender was not considered, only the appearance played a role
when rating the age of the child-like meshes. However, the transformation level showed a
main effect (F'(5,65) = 105.1, p < 0.001), meaning that the presented rejuvenation algorithm
was effectively producing children of different ages. No interaction effects between all three
factors were found.

All of the rejuvenated meshes were driven by the same adult motion. This experiment shows
that it is possible to animate child-like meshes with adult motion and still be able to change
the perceived age only by changing the appearance. Figure 15.5 shows that the rejuvenation
process is able to produce meshes which are perceived as 6 — 7 year-old children. The used
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Figure 15.5: Results of Experiment 6: Perceived age among different age-transformation
levels. Vertical bars are the standard error of the mean.
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Figure 15.6: Results of Experiment 6: Perceived gender among different age-transformation
levels (right). Perceived gender of different age-transformation levels among
different actors (right). Vertical bars are the standard error of the mean.

parameter-set can produce convincing results for 10 — 11 year-old children. It can also be
observed that the adult Georgina was perceived as the oldest of all meshes in the range of a
young adult. What is also visible is that our parameter-set increases the perceived age, which
is consistent with the findings of Legde et al. [LCC18] for the used parameter-set. These
findings show again that adult motion can be used to drive child-like meshes of different
ages.

Gender: This experiment also considered different motion sources, thus, male and fe-
male motion were projected onto an rejuvenated female head. To see if the actor or the
transformation-level influenced the perceived gender of the transformed mesh, a two-way
ANOVA was conducted with actor and transformation-level as within participant factors.
A main effect of actor (F(1,13) = 13.44,p < 0.01) was found, indicating that the rejuve-
nated head was differently perceived when male motion or female motion was applied. No
interaction effect was found.

Figure 15.6 (left) shows that the rejuvenated Georgina’s were rated in between “somewhat
male” and “very male”, which is surprising, considering the perceived gender ratings for
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the real videos and the adult Georgina. As the factor actor had a significant influence on
the perceived gender the ratings were also plotted among the two different actors. What
is visible is that the meshes animated with male motion (CJCm) was rated slightly more
male than animated with female motion (BLAf). What can be observed is that for the
youngest of the transformation levels (Level 1 and Level 2) this is especially true. The
perceived gender can have two reasons: the rejuvenation algorithm or the chosen clothing.
The rejuvenation algorithm produces child-like meshes by geometrically deforming them
regarding a mathematical function, obvious deformations are the stretching of the forehead
and the squishing together of the mouth area. Also the nose was squished in and the puffiness
of the cheeks was increased. Additionally, the used parameter-set was evaluated by Legde
et al. [LCC18] as effective for generating male child-like meshes. Using that parameter-set
to rejuvenate female adult meshes, produces children with quite broad jaws, which can be
mistaken to be a boy instead of a girl. Additionally, a lot of participants were voting for
a male gender because of the chosen clothing of the child-like body. A default standard
clothing of MakeHuman [Mak19] for child bodies was used which consisted out of jeans and
a blue shirt. Many participants selected the male option because they considered blue as a
male-specific color.

Summary: This experiment was conducted to see if adult motion can be used to animate
child-like meshes. In general, it can be stated that using the presented facial animation
pipeline, adult facial features and motion can be retargeted to child-like meshes. With the
help of the skinning-method it is also possible to bind the motion capture marker effectively
to the mesh which allows a motion of the child-like meshes. Perceptually evaluating the
results, it can be observed, that the recognition rate for the rejuvenated meshes increase
in comparison to the adult version of the mesh. The child-like meshes are even for some
expression more accurately recognized than the actual real humans. For the naturalness,
intensity and typicality it can be stated that the rejuvenated meshes are perceived the same
way as the adult version of the avatar. This leads to the assumption that the method does
not alter the actual motion signal when it is retargeted to geometrically modified versions
of the mesh. The most valuable result of this experiment is that the youngest dynamically
moving child-like mesh is perceived between 4 — 6 years old, even though it is moved by
adult motion. The oldest of the age transformed meshes is still perceived approximately
4 years younger than the adult version of the avatar. This experiment shows that it is
possible to geometrically modify adult-meshes to resemble child-like meshes of the same
person. Additionally, this experiment shows that it is possible to dynamically move such
synthetically modified meshes with adult data and still create the “illusion” of a child. This
experiment also showed that the rejuvenated meshes are perceived as male even though an
adult female mesh was taken as reference, this perception consists when the motion-gender
is modified.
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16 General Results

The previous chapter conducted various experiments to show on the one hand the capability
of the facial animation pipeline but also gives valuable insights into the field of psychology
and the perception of virtual avatars. The conducted experiments show that the previously
defined requirement:

e Perceptual effects of the same motion on different virtual heads

e Enable and disable certain aspects of non-verbal communication

can be met with the proposed facial animation pipeline, motion capture coming from different
actors are transferred onto different virtual faces with different proportions and different
facial feature sizes under consideration of the different range of motion. The experiments
analysed different aspects of non-verbal communication, such as the presence or absence of
wrinkles, an amplification of the motion displacements and a different age and gender of the
motion sources.

The first experiment was conducted to establish a baseline for the perception of emotion
in real humans, finding that the recognition rate is 41%, their expressions are perceived
as “somewhat natural”, “somewhat intense”, “somewhat typical”. Experiment 2 evaluated
the different skinning-methods implemented in the facial animation pipeline, finding that
they mainly differ in the perceived naturalness and intensity, leading to the recommendation
of the author to use the Natural Neighbor skinning method, see Section 8.4, because it
leads to a smoother and more natural movement of the face than the other methods. This
experiment also showed the need to find a way to improve the expressiveness of the resulting
facial animations, by amplifying the motion displacements. Thus, Experiment 3 showed that
low recognition rates on the virtual avatars (approx. 33%) can be increased about 10% to
43% with such amplification factor. Experiment 4 showed that wrinkles do not contribute
to the perception of emotion on virtual avatars. Experiment 5 analysed if the gender of the
motion or the gender of the mesh influences the perceived gender of the overall avatar, the
results show that the participants mainly judge the overall avatar’s gender by the gender of
the facial mesh. Lastly Experiment 6 showed again the capability of the facial animation
pipeline by projecting adult motion capture onto child-like meshes. The child meshes are
still perceived as child-like even though they are driven by the dynamic motion of an adult,
which is highly interesting and surprising. Overall, it can be stated that the presented
facial animation pipeline can be used to analyse the overall effect of a virtual avatar on a
real human, especially when it comes to non-verbal communication cues such as motion or
appearance.






Part V

Conclusion and Future Work






The presented thesis aimed to offer a facial animation pipeline to ease the projection of
motion capture onto various facial meshes to analyse different perceptual effects. For this
purpose, requirements were extracted from state of the art facial animation methods to
find an implementation which allows a retargeting of facial features and range of motion
onto different facial meshes, a rigging with the help of facial motion capture markers and a
skinning to transfer the facial motion onto corresponding facial regions. This thesis presented
in detail, why, in that context, a direct projection of the facial motion capture markers is
inevitable, to find the cheapest, precise and most flexible solution for a facial animation. It
additionally stated that for this solution to work the captured motion data needs to also meet
requirements like coherent and stable motion trajectories, and consistently labeled markers,
which demands a special attention for such a dense structure like the face. Thus, in addition
to the presented skinning methods, this thesis also implemented a post-processing technique
for clean motion capture data, which is specialized to work on non-rigid structures like the
face. In the course of the full implementation of the facial animation- and post-processing-
method, the thesis offered not just different strategies to reach its defined goal, it also
explained, implemented and evaluated them finding the optimal solution without modifying
the actual motion signal, without manual intervention and without extra pre-defined mesh
requirements, such as blend-shapes. Hence, the presented pipeline offers a cheaper, more
precise and less constraint alternative to the conventional facial animation pipeline.

The thesis showed that the field of perception, especially the field of perception of virtual
avatars, can profit from the presented implementation. A series of experiments was con-
ducted to evaluate the capability of the presented facial animation pipeline and also to offer
the possibility to re-use motion capture data. Perceptual experiments in the field of emotion
perception on virtual avatars were conducted to investigate into the contribution of wrin-
kles, motion amplification, gender-cross-mapping of motion and facial mesh and animation
of child-like meshes with adult data. Other than expected, it was found that wrinkles do not
contribute to the correct emotion categorization or to an increase in the perceived emotion
intensity. It was confirmed that an amplification of per-frame motion displacements increases
the expressiveness of obtained facial animations and the overall perceived intensity of an ex-
pression. This thesis demonstrated that the appearance not the source motion of the virtual
avatars determines the specified gender. And lastly, the experiments showed that child-like
avatars can be animated with adult motion data and still be perceived as children.

The experiments evaluating the capability of the pipeline showed that the facial animation
pipeline already produces smooth and convincing facial expressions, but can also be im-
proved. As the approach avoids to take example input for facial deformation such as blend-
shapes, the probability to produce unnatural deformation like spikes on the facial surface is
high. As a solution for that and as recommended in the literature, an additional normaliza-
tion step was implemented. This decreases resulting artifacts, but has the disadvantage of
also scaling down the motion of the facial expression. This makes it harder to decipher and
to understand the facial expression of the virtual avatar. The thesis showed with the help
of perceptual experiments that the amplification of the per-frame motion displacements can
help to balance out the damping of the motion, but also needs to be carefully monitored to
not accidentally increase the intended motion intensity. Therefore, future experiments are
needed to find the optimal integration of the amplification factor for the per-frame motion
displacements. A plausible solution can be to only amplify certain areas of the face which
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are known to be the most expressive such as the eyebrows or the mouth. Additionally, an
integration of dynamically moving eyes, the possibility to utter sentences or a dynamically
changing skin-complexion can also be valuable improvements of the pipeline.

With those named improvements the facial animation pipeline becomes an even more pow-
erful tool to investigate into more perceptual effects in the field of non-verbal multimodal
communication. Further experiments can analyse how much eye-gaze, a voice or the skin-
complexion contributes to the perception of emotion and naturalness of the virtual avatar.
Additionally, due to the already provided rigged and skinned body of both virtual avatars,
integrating body motion can be easily done. The used rig is following the CMU-standard-
guidelines which allows to transfer body motion capture onto the virtual body. The existing
CMU-database [Gra02a] offers thousands of different captured movements, among others
there are also different affective walking styles such as a happy or a sad walk. With percep-
tual experiments the multimodality of emotion can be analysed for example by using a happy
walk with a sad facial expression and asking a participant which emotion is perceived.

Just like Watzlawick stated that humans “can not not communicate” [WBJ85], we see it as
our task to also give virtual avatars that ability and still be perceived as natural even though
they are synthesized.
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Appendix



A Age Regression

The following section is part of the “Results” section of the published work: AgeRegres-
sion: Rejuvenating 3D-Facial Scans by Katharina Legde, Susana Castillo and Douglas W.
Cunningham, WSCG 2018, Plzen, Czech Republic, May 28—-June 1, 2018, Short Papers
Proceedings and was created and published during the research studies of this PhD thesis.

The proposed technique can produce a very wide range of facial deformations. Careful choice
of the parameter values can reduce the apparent age of a 3D adult facial scan to any desired
age. Other parameter values, however, can produce unnatural facial meshes. A small sample
of possible results considering a subjectively chosen parameter space can be seen in Figure
A.1. First, the parameters k;, n; and m; are linearly interpolated in a proposed interval to
rejuvenate the 3D scan of an adult. The faces in the middle of the parameter range clearly
resemble children of different ages. Extreme values for k;, n; and m; decrease the degree
to which the face appears human-like. Figure A.1 also makes it clear that to control the
apparent age of a face, more than the age coefficient k needs to be considered. In particular,
the size of the exponents can play an important role, consistent with Ramanathan et al.’s
[RC06a] claim that different areas of the face grow at different rates. A closer glance at the
figure shows that, for example, for coefficients k;, = 0.6 through kj;, = 0.8 (sixth through
eighth row) with low exponents of n; and m; (left side of the spectrum) will produce almost
baby-like faces. Higher values for n; and m; (right side of the spectrum) will produce older
children. It is important to note that the coefficients k; can also be used for reducing or
expanding a region, e.g. using a negative coefficient can help to regulate the nose tip better
[LCC18]. The same parameter space was used to rejuvenated a female mesh, please see
Figure A.2 for results.
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A sample of results of the proposed age regression technique. Parameter values for
kn,knp and k,; as well as the exponents n,m for the specific areas are given in the
picture. For initial testing k., was held constant with a value of 0.30. [LCC18]
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Figure A.2: A sample of results of the proposed age regression technique. Parameter values for
kn, knp and k,; as well as the exponents n,m for the specific areas are given in the
picture. For initial testing k., was held constant with a value of 0.30.
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B Labeling

The following figure are listed for visualization reasons and are consistent with the figures
shown in Section 7.3.3.
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Figure B.1: Naming scheme shown in a real picture (right) and in a Voronoi Diagram (left)

of an example actor
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Figure B.2: Example annotated Voronoi reference mask for actor ACRf shown on the top,

Reference Mask with three projected frames of an Confused expression of Actor
ACRf (every frame is visualized with a different symbol) shown on the bottom.
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Figure B.3: Example annotated Voronoi reference mask For a better visualization a projec-
tion of two example markers: full version (top) and the zoomed version (right).
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Figure B.4: Labeling artifact due to misalignment of the neutral reference mask and facial
expression frames of Actor BLAf: full Voronoi Diagram(top), zoomed Voronoi
Diagram(bottom).
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C Retargeting

In Section 8.3 different distance functions for a Radial Basis Function network are analysed.
The following sections will show results for a decrease in the correspondence pairs and the
impact of different mesh-motion-gender-combinations.

C.1 Decrease the number of Correspondence Pairs

It was shown in Section 8.3 that good and precise results can be achieved with 39 corre-
spondence pairs for the multi-quadratic and the polynomial distance function. Reducing the
correspondence pairs to 25 does not change the average Euclidean distance much, see Table
C.1. But, the precision of the retargeting process influences every marker individually. For
some markers, it increases the individual Euclidean distances quite a lot, e.g. RCHEFEK32,
for other it decreases the Euclidean distances e.g. F'H D22.

C.2 Evaluating the Impact of Gender on Facial Mesh and Motion
Capture

In the Table 8.1 in Section 8.3 it was shown that good retargeting results are achieved when
male motion capture is retargeted to a male facial mesh. Investigations into the effect of
gender in the retargeting process have been made. Therefore, The Euclidean distances be-
tween automatically retargeted markers and subjectively defined “optimal” marker positions
have been calculated. The following tables show the Euclidean distances for all three dis-
tance functions: Gauss, Multi-quadratic and Polynomial for the combinations: male motion
capture-female facial mesh (see Table C.2), female motion capture-female facial mesh (see
Table C.3), female motion capture-male facial mesh (see Table C.4) for 39 correspondence
pairs. In general it can seen that the polynomial distance function works best for all com-
binations (including male motion capture on male facial meshes). The combination which
receives the best retargeting results is male motion capture and male faces with an average
Euclidean distance of 0.137, closely followed by the combination of male motion capture
on female facial mesh with an average of 0.143. The combination female motion capture
on female facial meshes produces the most imprecise retargeting results with an average
Euclidean distance of 0.218.



Markers Gauss Multi-quadratic Polynomial

CHIN4 0.656818550872217 | 0.114678128069859 | 0.078079400668266
CHINS 0.758280011076335 | 0.084810552652877 | 0.066114546710482
CHING6 1.44669898591465 0.215936884999595 | 0.044917369297813
FHD21 0.840363055362695 | 0.211920287358378 | 0.087836533791009
FHD22 1.58492354705281 0.213774605877488 | 0.077536590117267
FHD23 1.63834884433389 0.273216445031456 | 0.072152479451075
FHD24 1.57924558040962 0.357199022573005 | 0.08958096150236
FHD25 0.236051158111635 | 0.230273865205888 | 0.127742959494664
LCHEEKI11 0.504005271982874 | 0.150961807434115 | 0.033694453285385
LCHEEK12 2.22227711375925 0.522614655911768 | 0.210243598409697
LCHEEK13 0.386793255396363 | 0.254756424651837 | 0.126951149290013
LCHEEK15 0.612573959746205 | 0.409675477682006 | 0.096375746030063
LCHEEK22 0.250836736685333 | 0.128521751512608 | 0.122585931350185
LCHEEK32 0.855628948868736 | 0.114901588480341 | 0.143097669416664
LEYEBRI1 0.736812949659914 | 0.083737868455352 | 0.11433170007213
LMOUST 2.03916196825295 0.272989548173345 | 0.084124158691681
LUNDEREYE1 0.463221658233962 | 0.307807949491651 | 0.252192024772071
LUNDEREYE3 0.548497651436499 | 0.30996307845809 0.309055379503657
LUNDEREYE4 2.16659777273819 0.082995889415345 | 0.254742251836137
NOSE2 0.327675075961096 | 0.074570156201205 | 0.133433118718666
RCHEEK11 0.234290798899702 | 0.255951917483439 | 0.164394006531898
RCHEEK12 1.71957756356973 0.233714621718674 | 0.080024177609158
RCHEEK13 0.701901010912979 | 0.302004581866678 | 0.129440948408765
RCHEEK15 1.21722336876547 0.395187835528332 | 0.220843649163006
RCHEEK22 0.806906118325296 | 0.351366083372884 | 0.189966295161138
RCHEEKS32 0.938258521786635 | 0.739897641164248 | 0.51432214754024
REYEBRI1 0.369566153213062 | 0.214494970383959 | 0.048519360600739
RMOUST 1.73521321267749 0.220122991405089 | 0.121655249834334
RUNDEREYE1 0.33569000949812 0.223948099660836 | 0.128217773832739
RUNDEREYE3 0.55273173023852 0.233918644643336 | 0.179326102926099
RUNDEREYE4 1.34004078700832 0.140950462868882 | 0.129134874146084
REYEBR3 0.006686419747967 | 0.006291179792991 | 0.005841113239931
LEYEBR3 0.744985016843643 | 0.188101975894199 | 0.265267923717947
LCHEEK23 1.12739504871841 0.232348767575184 | 0.118376888192695
RCHEEK23 0.868466598823583 | 0.056996139828273 | 0.081656235235913
NOSE3 0.693519342643687 | 0.117642874158916 | 0.150393242424792
LIPS10 2.23307926369506 0.266316846378872 | 0.104592834682075
LIPS9 4.05239987409633 0.385006922957036 | 0.14785135958137
LIPS8 4.12035726610568 0.379617002048025 | 0.133620106515398
LIPST7 1.37230536192502 0.258848268869583 | 0.100568517754973
LIPS5 0.080285892161805 | 0.162617723913846 | 0.080540992400161
LIPS4 0.174238505045866 | 0.10379677578908 0.08806010415114
LIPS3 0.297597257732626 | 0.123166304090998 | 0.090032296085309
LIPS2 0.394212420245124 | 0.23457574910532 0.080772396428385
CHIN2 1.21051103218644 0.241635185659654 | 0.109232863079033
Average Euclidean | 1.07232387888004 0.238268762586239 | 0.0136078170037559
Distances

Table C.1: Comparing all the RBF results of three distance functions with Euclidean dis-
tances between automatically retargeted markers and subjectively defined posi-
tion in the facial mesh. The correspondence pairs were 25, gender of the mesh
was male, gender of the motion capture was male.



C Retargeting

Markers Gauss Multi-quadratic Polynomial

CHIN4 0.273738801785632 | 0.104386971724668 | 0.083971354107889
CHIN?5 0.92641694620469 0.24679173394291 0.171956086445103
CHING 0.784794363583737 | 0.127090768893626 | 0.076280800866237
FHD21 0.684462455910794 | 0.088381564227251 | 0.035874593965947
FHD22 0.790150689129582 | 0.185199028344706 | 0.10308584512122
FHD23 0.974431755173898 | 0.178412423034635 | 0.134322659761342
FHD24 0.787423791320291 | 0.212206223016931 | 0.043356780612512
FHD25 0.662031327513499 | 0.090691087015982 | 0.019546957194655
LCHEEK11 0.379062998074691 | 0.059674946079784 | 0.071036099525079
LCHEEK12 0.854496655790045 | 0.177580270435563 | 0.061581420427243
LCHEEK13 0.846761353601299 | 0.089805365057105 | 0.084333888756821
LCHEEK15 0.577890631328502 | 0.367646924615413 | 0.169745838221451
LCHEEK22 0.852174183261744 | 0.334607684529648 | 0.125483370504098
LCHEEK32 1.88740148634844 0.272576260602453 | 0.246983814255299
LEYEBR1 0.43077621839158 0.120887701224171 | 0.168247631955377
LMOUST 0.667529037437329 | 0.215373445396948 | 0.074214806602131
LUNDEREYE1 0.32115594027992 0.214817174459775 | 0.247573438103457
LUNDEREYES 0.586137603036529 | 0.137499722350626 | 0.371845596533782
LUNDEREYE4 1.18807481127586 0.238618119407471 | 0.169621814234585
NOSE2 0.348122068581433 | 0.25771986881645 0.172357919763037
RCHEEK11 0.289753173155042 | 0.208103300564418 | 0.158047776220698
RCHEEK12 1.17010796427026 0.064211837675549 | 0.111790283650439
RCHEEK13 0.534773956243888 | 0.159361240936555 | 0.103801816572956
RCHEEK15 0.414438434652821 | 0.181109989732453 | 0.144586651809054
RCHEEK?22 2.41443504265423 0.134305659930802 | 0.144564114071282
RCHEEK32 0.87182239315354 0.264993239278218 | 0.311414979903449
REYEBRI1 0.285904275042547 | 0.113405762110635 | 0.074471525994435
RMOUST 1.00724537655987 0.054407801070328 | 0.038962244029904
RUNDEREYE1 0.37066973799518 0.160797014827558 | 0.177488351792135
RUNDEREYE3 0.585718549263639 | 0.217301240868431 | 0.25540484819854
RUNDEREYE4 0.78809714001117 0.173973038293881 | 0.157491679589689
Average FEuclidean | 0.78519997203439 0.181731246948831 | 0.143648166292995
Distances

Table C.2: Comparing all the RBF results of three distance functions with Euclidean dis-
tances between automatically retargeted markers and subjectively defined posi-
tion in the facial mesh. The correspondence pairs were 39, gender of the mesh
was female, gender of the motion capture was male.
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C.2 Evaluating the Impact of Gender on Facial Mesh and Motion Capture

Markers Gauss Multi-quadratic Polynomial
CHIN4 1.35161834455804 0.395495252876239 | 0.227756209098432
CHINb5 0.80283341629979 0.169254774987824 | 0.121742148536791
CHING 1.08945223266171 0.585486871448288 | 0.192858706169777
FHD21 1.05412084230742 0.613052536611787 | 0.21104967120434
FHD22 0.904919365831474 | 0.682198291063551 | 0.14967532713052
FHD23 0.547431132423173 | 0.323148015096901 | 0.230626181820079
FHD24 1.07903020059694 0.128898269932744 | 0.159954239334743
FHD25 1.52372215037319 0.494252370712963 | 0.364222999719925
LCHEEKI11 1.1954592518182 0.546596545307912 | 0.118830460135346
LCHEEK12 0.866012424993805 | 0.237582996066745 | 0.115997319473409
LCHEEK13 1.07557692581677 0.182029206842807 | 0.235334125133823
LCHEEK15 0.967245649806788 | 0.243131018648894 | 0.126621633153393
LCHEEK?22 1.35960185267736 0.672754741253254 | 0.353694535084451
LCHEEK32 1.42893306361473 0.818132667933723 | 0.452888341748572
LEYEBRI1 0.64141917049094 0.396311755103815 | 0.177635154944867
LMOUST 0.648526203132771 | 0.285754567601168 | 0.202465422518101
LUNDEREYE1 0.68480369413971 0.779614072520239 | 0.197812887298453
LUNDEREYE3 1.2352321648029 1.07109232505569 0.504701123308141
LUNDEREYE4 1.51068005157602 0.64205358821542 0.391155368510789
NOSE2 0.628492304556262 | 0.488124209284879 | 0.157190745640807
RCHEEKI11 0.90800245577639 0.40144424012031 0.075463119540938
RCHEEK12 1.06166519744857 0.18139387075955 0.145156368320826
RCHEEK13 0.65065461778107 0.36886211964837 0.123680247775192
RCHEEK15 1.3405465442121 0.440423978167053 | 0.166033464871894
RCHEEK?22 1.05108356046529 0.306159732608214 | 0.269441800606295
RCHEEK32 1.57860254081426 0.291308872069808 | 0.311858353322949
REYEBR1 0.415775044750375 | 0.441504698483057 | 0.161592609948621
RMOUST 0.684920468917147 | 0.596085546543053 | 0.109984578930971
RUNDEREYE1 0.647317441544514 | 0.658468582846251 | 0.14364780433934
RUNDEREYE3 0.780979524219435 | 0.584982348512898 | 0.142777738829653
RUNDEREYE4 1.04860609869478 0.565760384494716 | 0.189742624626297
Average Euclidean | 1.02544213123673 0.486378615027271 | 0.217719710369258
Distances

Table C.3: Comparing all the RBF results of three distance functions with Euclidean dis-

tances between automatically retargeted markers and subjectively defined posi-
tion in the facial mesh. The correspondence pairs were 39, gender of the mesh
was female, gender of the motion capture was female.
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C Retargeting

Markers Gauss Multi-quadratic Polynomial

CHIN4 1.16251075014246 0.349831424078636 | 0.100427850146832
CHIN?5 0.96887329792941 0.299619776198158 | 0.094981151398564
CHING 0.97079592005749 0.56307394434373 0.205763718985764
FHD21 1.51011037892755 0.410315344089255 | 0.149894193915991
FHD22 0.969548317593404 | 0.847019445759399 | 0.159102719612927
FHD23 0.772977543396993 | 0.440556258064216 | 0.172609136083589
FHD24 1.21328227230037 0.115313559194156 | 0.147834027082143
FHD25 1.56518452641183 0.673779051370751 | 0.365320881065344
LCHEEK11 1.28480020841334 0.688095106939119 | 0.13046903568084
LCHEEK12 1.21112458565243 0.424122938126013 | 0.034377144702674
LCHEEK13 1.40486812373846 0.317375968084704 | 0.152368155667638
LCHEEK15 1.2190658834267 0.26763774392588 0.118205640644434
LCHEEK22 1.89418375687181 0.536327925402273 | 0.255182274434149
LCHEEK32 1.67762261922437 0.894295722557291 | 0.43446600589725
LEYEBR1 0.704029409353543 | 0.641007482314819 | 0.194672852699011
LMOUST 0.831611766861025 | 0.344716838764943 | 0.105097499287845
LUNDEREYE1 0.797267748643027 | 0.435491407055541 | 0.161491554051567
LUNDEREYES 1.44316500179072 0.92697081454674 0.493482778261154
LUNDEREYE4 1.58566641768884 0.825176105410413 | 0.501570618683691
NOSE2 0.849769098686386 | 0.396250997495152 | 0.176362690457262
RCHEEK11 0.989571623303026 | 0.40488447251934 0.097508471163768
RCHEEK12 1.22004658484325 0.22730457530727 0.246918965416528
RCHEEK13 0.981743420910228 | 0.308180169208925 | 0.128156865519749
RCHEEK15 1.44781636147206 0.345668467718923 | 0.187620298085285
RCHEEK?22 1.57904386334761 0.295557176248361 | 0.316094441577405
RCHEEK32 1.85877133097753 0.136482009625408 | 0.445387911430905
REYEBRI1 0.892639418065206 | 0.449363006870335 | 0.115220423738294
RMOUST 0.785725863465065 | 0.76023392253667 0.108046840463914
RUNDEREYE1 1.01355608961867 0.447259127745648 | 0.164616111494416
RUNDEREYE3 0.876333023132354 | 0.586314515616262 | 0.17618453612059
RUNDEREYE4 1.21126824167817 0.688114921662008 | 0.138060453315823
Average Euclidean | 1.22976578159744 0.501544673959345 | 0.209249841569512
Distances

Table C.4: Comparing all the RBF results of three distance functions with Euclidean dis-
tances between automatically retargeted markers and subjectively defined posi-
tion in the facial mesh. The correspondence pairs were 39, gender of the mesh
was male, gender of the motion capture was female.
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D Evaluation - Experiment 1 Real Videos
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trix of Experiment 1 - the displayed expressions resemble the

: Confusion ma

Table D.1
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columns and the answered emotions are the rows.
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