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Abstract 

This exegesis mainly documents the whole process and ideas of my design of this 

animation. The background of this document is based on the fact that animation has 

always been a widely used propaganda technique, but now the environmental problems 

caused by traffic congestion have aroused widespread attention around the world. I 

believe that animation as an art form can be better to convey the rules and norms of 

politeness, civilization and culture. The main theme of this animation is to study how to 

engage the audience's thinking on environmental issues and to inspire the audience's 

new ideas on the sustainable transportation development. The main research 

methodology of this article is practice-based research. I divided my research into story 

structure, metaphors and symbols, anti-hero archetypes, and visual language. The result 

of this animation can be predicted to inspire viewers new ideas when traveling in personal 

traffic to a certain extent. 
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1 Introduction 

1.1 Background 

Environmental challenges have dominated national agendas in recent years, and leaders 

of most nations have agreed on the importance of educating the public in order to 

minimize the predicted harmful impacts of climate change. I am interested in how 

animation is an engaging art form; I am aware that animation has been used as a 

mechanism for communication for over 100 years. Animation is a plastic artform where 

the practitioner has greater ability to play with and challenge the conventions of reality 

while at the same time communicating the rules and codes of culture and society. It has 

the potential to overcome the limits of traditional photography in terms of the portrayal 

of possible worlds, allowing for a greater variety of conceivable outcomes. For instance, 

creating an imagined world for a brand. The purpose of this research is to experiment 

with animation techniques which can inspire sustainable thinking and more readily 

persuade individuals to challenge preconceived ideas and inspire a change in habits of 

thought around urban transportation. 

 

1.2 Research Aim and Research Question 

The goal of this creative research practice is to understand what visual and narrative 

strategies can be explored to most effectively communicate the need to break our 

dependency on private automobile use and to inspire viewers to live in more 

environmentally sustainable ways. Therefore, my research question is:  
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How can the practice of animation help to promote environmentally sustainable choices 

in urban transportation in Auckland/New Zealand?  

 

1.3 Research Methodology 

In this project, I chose a creative practice-based research methodology as my main 

approach. Creative and design practice is characterized not only by a focus on creating 

something new, but also by the process of making itself leading to a shift in thinking that 

results in new work (Candy, Ascott, & Edmonds, 2011, p. 68). 

According to Candy (2006), this methodology uses practices and its findings to seek new 

knowledge. Musical performances, musical recordings, fiction, screenplays, digital media, 

games, films, theatrical performances, poetry, translations, and other forms of creative 

practice are used to express original claims, creative artifacts are accompanied by a 

critical examination of the meaning and context of the claims, and only through the 

articulation of creative artifacts and critical exegesis can a complete understanding be 

obtained (p.2). Thus, practice-based research makes my work better for its purpose and 

reveals new insights into the approach of animation as a means of communication. 

As you can see, the entire process (Figure 1) of creating this computer-generated video 

was cyclical, creative, intuitive, and analytical, with a strong emphasis on study and 

reflection (Khan, 2002). The procedure may be divided into several critical phases. The 

process begins with an investigation of the background and contextualization, followed 

by the development of a project's concept. A concept statement establishes a purpose 

and directs the animation's journey. Important aspects of the main goal are considered 
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during the conceptual development processes, including story structure, audience 

psychology, knowledge of animation theory, film and visual technology, and etc. As a 

result, I implement a variety of data collection techniques, along with literature review, 

case studies, observe previous related work. Once I complete my gathering work, I intend 

to continue developing the entire animation process, as well as screen 

editing.  Obviously, criticism and reflection will play a significant role in this study. 

 

 

 

Film analysis is an aspect of my practice-based approach; the works I have sourced as 

influences come primarily from Western animation and film, which I have chosen as 

reference points to illustrate the personality and appearance of the anti-hero or 

Figure 1: My Work Process 
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superhero and inform the composition of the animated output. 

2 Literature Review 

2.1 Climate Change's Challenge and Solution  

Climate change poses a significant challenge for all countries, and according to Buis 

(2020), the average temperature of the Earth has risen by more than 2 degrees celsius 

since the 1880s. The loss of glaciers and the rise of sea levels will significantly impact the 

safety of human life soon; it is already impacting islands in the Pacific (Buis, 2020). 

Therefore, it has become a priority for all countries to reduce the damage to the 

environment and establish a sustainable development policy for the future. One of the 

underlying causes of climate change is excessive carbon emissions; the growth of 

industrialized cities and the resulting traffic congestion all contribute to high levels of 

carbon emissions worldwide. As seen in Figure 2, carbon emissions have been steadily 

increasing since 1950, reaching 36 billion tons in 2019. NASA (2020) further notes that 

the increase in greenhouse gases is the main factor leading to global warming. 

 

 
Figure 2：Annual CO2 emissions. From CO2-emissions, by H. Ritchie and M. Roser. 

 https://ourworldindata.org/co2-emissions, Copyright 2019 by Our World in Data 
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On top of the increasing impact of greenhouse inducing gases, according to Edmunds 

(2017), Auckland loses $1.3billion annually in economic terms due to traffic congestion, 

which means $2508 per minute. This suggests that carbon emissions have a 

disproportionate impact on the environment and the economy.  

For this reason, the New Zealand government has committed, in line with international 

climate protocols, to zero-carbon emissions by 2050. A key first step towards achieving 

zero carbon emissions involves improving transportation. According to the Climate 

Change Commission's (2021) recommendations, the government's push to shift 

transportation to walking, biking, public transportation, and provide incentives for public 

transportation travel is one way to do that. This is a big challenge for the government 

because of the entrenched culture of private car driving. In Sydney, Kent (2014) found 

that people were reluctant to abandon private cars because they valued the pursuit of 

flexibility and autonomy, as well as the sensory experience provided by cars. From a 

historical perspective, New Zealand shares many similarities with Australia and the United 

States in terms of city planning and urban cultures / lifestyles. They both originated from 

the United Kingdom, and travel methods are also the same. However, interestingly in the 

United States, which is also a car-oriented country, Chen (2020) observes that more and 

more Americans have been switching to electric bikes in the wake of the worldwide Covid 

epidemic. After a long period of confinement, they suggest that e-bikes have given them 

the freedom to travel. This is a promising development. 

 



Animating the Future of Urban Transportation in Auckland 
 

 12 

2.2 Storytelling 

The first principle was "Story is King," by which we meant that we would 

let nothing-not the technology, not the merchandising possibilities-get 

in the way of our story. We took pride in the fact that reviewers talked 

mainly about the way Toy Story made them feel and not about the 

computer wizardry that enabled us to get it up on the screen. We 

believed that this was the direct result of our always keeping story as 

our guiding light. (Catmull & Wallace, 2014, p. 66) 

A good story is the foundation of excellent animation. When we review historical 

animation masterpieces, we find that these animations have one thing in common: an 

engaging story. Since my output is a short-animated film of approximately 3 minutes, 

this subsection will contextualize the short animated narrative structure.  

Unlike a feature-length animation, a short film must convey a complete story in a short 

timeframe. Therefore, the story structure must be clear and connected. It is a big 

challenge to engage the audience's attention for a sustained period. Sullivan, Schumer, 

and Alexander (2008) emphasize that a short story must have a character and a purpose 

that he or she desires but has difficulty achieving, and a conflict in achieving that purpose. 

The conflict can be character vs. character, character vs. environment, or character vs. 

self. In the book Hero with a Thousand Faces, Campbell (2004) summarized the story 

structure of the Hero's Journey's by analyzing thousands of mythological tales. Vogler 

(2007) comments that stories built on the hero's journey model appeal to everyone 

because they come from a common subconscious and reflect universal concerns. As 
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Campbell states, "The myth is the public dream, and the dream is the private myth." He 

believes that dreams and myths have a similar meaning structure as they both come from 

our deepest subconscious and our inner longing, the former concern the personal and 

the latter the public. In a paradigmatic story, the hero discovers a new world which is the 

apparent world, and the deeper meaning is that he discovers the world of his inner desire. 

As storytellers, we want the audience to become one with the hero and to recognize 

themselves through the Hero's Journey through empathy. Finally, it is important to 

mention that it is often unnecessary to integrate all parts of the hero's journey into the 

story in short narratives due to time constraints. Besides, sometimes the herald can be 

an object or a sound. For example, in Pixar's Presto, the knocking's sound on the door 

plays the herald's role. (Brigg, 2020) 

 

 

2.3 Audience engagement 

2.3.1 Empathy 

This section mainly summarizes the definition of empathy and discusses why empathy is 

so important in animation. Empathy refers to the ability to understand the inner feelings 

of others objectively from their perspective and position and convey this understanding 

to others. According to Brene Brown (2016), empathy is a form of connection, and 

empathy is feeling. In her example, when someone is feeling down, an empathetic person 

will say I know what it feels like; you are not alone. When we create a story, we need to 

carefully consider the emotional nature of connections between the heroes and the 
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audience. Meroz (2016) refers that when our inner desire is consistent with the characters 

in the animation, we will automatically connect with them, including the villain. This point 

also proves to a certain extent why those anti-hero characters are so prevalent in movies, 

such as Gru in Despicable Me（Coffin, P., & Renaud, C. 2010）, Rick from Rick and Morty 

(Roiland and Harmon, 2013), all character for Simpsons (Groening, 1989) and etc., 

because they are more realistic and relatable than traditional heroes as well as the 

characters' inherent flaws that make them resonate with the audience. Eric Wesselmann 

agreed that “In reality, humans are morally complex, and life is not always clear-cut. So, 

these morally ambiguous protagonists reflect that ambiguity.” (Kennedy 2018). 

Miyamoto (2018) summarizes seven ways to create resonant characters, one of which is 

to include an underdog; the author notes that audiences like underdogs because they 

know what it means to be an ordinary person. It also means more conflict and motivation. 

To sum up, whether it is animation or film, we can easily bring the audience to another 

level by evoking empathy, thus causing them to connect with their inner desires. 

 

2.3.2 Metaphor and Symbol 

In an era constituted by the primacy of the image, watching movies, television, and media 

information has become an increasingly important part of our daily life. According to the 

report, adult spend an astounding 17 hours and nine minutes every day staring at smart 

devices (Lee 2020). As a mass media art, animation has become a media form that 

dominates our times. Animation is critical because it enables us to tell tales and convey 

emotions and ideas in a unique, easy-to-understand manner that both little children and 
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adults can comprehend (Gibson, 2019). This section discusses the relationship between 

metaphor, symbols. 

Lakoff & Johnson (2003, p.14-15) proposed that the essence of metaphor is to use one 

thing to understand and experience another, and the authors also pointed out that the 

human thinking process is metaphorical, and metaphor is used as a way of language 

expression. This explains to a certain extent why metaphorical structures in animation or 

movies are widely used. According to Forceville (2013, p. 262) although the metaphors 

in the movie are very important to the story, they are just very basic templates for 

complex stories, only familiar with symbols, intertext, and genre audiences can appreciate 

these improvements.“It is important to be aware of the continuum from deep-rooted, 

embodied, presumably universal image schemas and metaphors, via culturally specific 

knowledge, to the idiosyncrasies of unique texts.” (Forceville, 2013, p.262). 

 

2.3.2.1 Doors as a symbol 

In film and animation, doors may take on a variety of meanings, including reflection of 

the character's mind，a pipeline linking two realms, or a hint of hope. In The Truman 

Show (Weir, 1998), Truman lived in a utopian paradise since he was a toddler. Everything 

in his life was under the control of others, yet this also provided him a sense of peace. 

Ultimately, after going out to sea and enduring all of the director's sufferings, he 

eventually walked out of the ultimate door of freedom, which also suggests to the viewer 

that the possibility of a really free world in the future beyond. 
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Figure 3: A frame from The Truman Show, Truman is running away from the place that has controlled him all his life, 

and he's at the last gate, Weir, P. (1998). The Truman Show. Paramount Pictures. 

 

In The Wizard of Oz (Fleming, 1939), the door serves as a link between the two worlds, 

linking to a whole new universe via color, expressing the original world via the 

monochrome system and the wonderland via color. The second interpretation uses black 

and white to symbolize Dorothy living through unpleasant experiences; Dorothy begins 

to dream of life "above the rainbow" and having "no trouble in life." She dreamed her 

way out of this desolate atmosphere. 

Although my work is in the form of animation, I have selected some film elements for 

reference. In essence, film and animation are both forms of storytelling. Whether in film 

or animation, the director usually uses certain objects as symbols giving the film or 

animation a deeper level of meaning. In my animation, I also use the door in this way. 
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Figure 4: A frame from In the Wizard of Ox, Dorothy opens that door, which is connect two worlds (Fleming, 1939). 
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2.3.3 Semiotics 

Ferdinand de Saussure regards signs as the basic units of meaning, dividing signs into 

signifiers and signifiers. He emphasizes that the form can be a sound, a word, or an 

expression, and the concept of signification can be an actual object or a command. 

(Bradley, 2016). The sign not only contains the relationship between the signifier and the 

signified, but it also includes the relationship between itself and the external symbol 

system (Cobley and Jansz, 1997, p 40). "Peirce added a third part, the interpretant or 

what the audience makes of the sign or the sense of what's actually communicated" 

(Bradley, 2016). Peirce focused on sign in three aspects: Icon, Index, and Symbol (See 

table 2). While it's natural to believe that all signs are the same and communicate in the 

same manner by presenting one item as a representation of another, there are several 

distinct sorts of signals that communicate in unique ways. (Bradley, 2016). 

 

 

 

2.4 Montage  

Montage started in early Soviet films with two early pioneers: Lev Kuleshov and Sergey 

Eisenstein. Kuleshov conducted a series of experiments to prove that the audience's 

reaction to the same scene is different, which usually depends on the images shown 

Icons Symbols Indexes 

Signs where the signifier 
resembles the signified. 

Signs where the relation 
between signifier and 

signified is purely 
conventional and culturally 

specific. 

Signs where the signifier is 
caused by the signified. 

Table 1: A table for explain about Icon, Symbols and Indexes. (Hilton Design,2015) 
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before and after the scene; this was called The Kuleshov experiment (Edgar et al., 2010, 

p. 162) The content of the experiment was a close-up shot of actor Eugene Moss without 

any expression, combined with the following shots (Explained in Figure 5). 

According to Edgar et. al. (2010), Sergei Eisenstein “believed the business of film was 

conflict of all kinds: of lines, angles, colors, and ideas and the most significant mode of 

montage is dialectical or intellectual." (p. 162). Eisenstein developed several modes of 

montage that were intended to produce emotional, thematic, and visual resonances in 

a film, including Metric, Rhythmic, Tonal and Overtone and Intellectual (p. 164). 

 

 

Figure 5: “Kuleshov Effect” Kuleshov cut the pictures of men's faces without any expression 

and added them to the pictures of a pot of soup, a coffin, and a girl respectively. However, 

the audience have different emotional identification with these three pictures, believing that 

the "expressions" of men had different emotional characteristics: He was "hungry" for the 

soup, "sad" for the coffin, and "desire” for the girl. From The Kuleshov Effect Explained (and 

How Spielberg Subverts it), 2019. (https://www.studiobinder.com/blog/kuleshov-effect-

examples/),. Copyright 2019 by StudioBinder. 
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2.5 Continuity  

Continuity is possibly the most critical aspect of the invisible technique; it's all about 

preserving the illusion by avoiding abrupt cuts that disrupt the story's flow like the 

match cut. The match cut is often used as a transitional device between scenes (Brown, 

2016, p. 163).  The match cut is an editing technique that imparts a feeling of 

metaphor or symbolic link between the many realms (Duckworth, 2008). One of the 

most effective uses of a match cut is in 2001: A Space Odyssey (Kubrick, 1968) as 

shown in Figure 6 below. The last shot of the previous scene is the prehistoric ape man 

throwing his bones into the air. When it fell, Kubrick inserted a match cut, and the bone 

became a spaceship flying in space in the next scene. The shape and direction of the 

bones are similar to those of a spaceship, forming a perfect connection. At the same 

time, both are human tools. This match cut artfully shows the evolutionary history of 

human tools from prehistoric times to the space age. Without continuity, a film 

devolves into a sequence of unnaturally jarring events that break the viewer's illusion 

and divert their attention away from the tale.  

Brain (2016) claims that there are several categories of continuity, and each has its own 

challenges and possibilities. They are content, movement, position and time.  
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Figure 6: A frame from 2001: A space odyssey. At the end of the first chapter of the movie "The Dawn of Man ", a 

chimpanzee discovered that bones can be used as a tool and threw the bone stick in his hand high; As the bone rod 

slowly fell, the image switched to a spaceship similar to the bone rod and floating in the boundless universe. 

(Kubrick, 1968) 
 

White (2006, p. 298) summarizes two rules of ensuring that there is no confusion in the 

minds of the audience about what is happening from scene to scene.  
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• “If a character exits screen right in one shot, he needs to enter from screen left in 

the next, to keep the line of action moving along the same plane.” (2006, 

p. 298). 

• “If two people are seen interacting during several scenes—with one positioned 

to the right and the other positioned to the left—they need to maintain that 

relationship throughout a sequence of subsequent shots.” (2006, p. 298). 

 

 

3 Discussion 

3.1 Developing the story concept  

This section discusses how I arrived at and built my story concept through storyboard 

and determined the story structure. Before I started my capstone project, I was always 

concerned with social issues such as environmental issues, drink driving, gender 

equality and so on. I hoped to help solve some of these problems through art and 

design, and in early 2020, after experiencing Auckland turning into a dusty city (Figure 

7) due to the fires in Australia, I became more concerned about environmental issues. 
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Figure 7: Dusty Auckland, 2020 From Australia bushfires: 'Unprecedented' plumes turn skies orange as smoke hits NZ 

by Ricky Wilson Stuff, 2020. ( https://www.stuff.co.nz/national/118593619/australia-bushfires-more-smoke-on-its-

way-to-new-zealand) Copyright 2020 by Ricky Wilson 

As the New Zealand government has been planning the implementation of a ZERO 

carbon plan by 2050 in recent years in terms of the Kyoto protocol1and Paris 

Agreement2, I was inspired to think about sustainable public transport as a topic to 

address. My supervisors suggested that I could work with Big Street Bikers (BSB), giving 

me a BSB illustration of the town map as inspiration. This gave me a better insight into 

the culture and philosophy of BSB, which helped in identifying a suitable story concept. 

 
1  “Kyoto Protocol operationalizes the United Nations Framework Convention on Climate Change by committing 

industrialized countries and economies in transition to limit and reduce greenhouse gases (GHG) emissions in 

accordance with agreed individual targets. The Convention itself only asks those countries to adopt policies and 

measures on mitigation and to report periodically.” (United Nations Climate Change, 2021) 
2 “New Zealand’s NDC under the Paris Agreement is to reduce emissions to 30 percent below 2005 levels by 2030 

(equivalent to 11 percent below 1990 levels).” (New Zealand Parliament, 2020)  
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Figure 8: BSB Town Map, by Harris and Cleve, 2018 

After deciding on a direction, I reviewed a significant number of animations, including 

commercial animations, experimental animations, Disney animations, and the Coca Cola 

Company's Happy Factory (Todd & Kylie, 2006) series discussed previously. I proceeded 
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to investigate what might be done to increase the audience's attention span, and I 

grouped my findings into four categories: metaphor, empathy, story structure, and visual 

approaches. 

Before starting the animation, when I envisioned the story's concept, the most important 

thing I thought about was, what kind of character would be the most relatable or most 

effectively elicit empathy for the core message? In other words, what kind of character 

would help make people realize that using fossil fuel-based transport is harmful to the 

environment and themselves, and what kind of communication methods might 

effectively convey the urgent imperative to shift towards low carbon travel. My purpose, 

therefore, is to make the viewer change their views on transport, making a transition from 

private cars to electric bicycles. This challenge also involves inspiring people to leave their 

comfort zones to find another way to replace it. 

In the first step, I researched many stories behind Disney and other famous animation 

studios. I watched many excellent animations such as Inside Out (Docter, 2015), Up 

(Rivera & Docter, 2009), and The Incredibles (Walker & Bird, 2004) made by Pixar Studios. 

They emphasize that story is essential, and the world and the characters are a 

fundamental part of the story. Moreover, the main characters must have strong contrasts, 

prominent personal characteristics, and a convincing experience. In an interview between 

the director and storyboard artist in Pixar in a Box (Khan Academy, 2015), they 

emphasized that their stories are sourced from their life experiences because they are 

authentic, emotional, and easier to remember. According to Sullivan et al.’s (2008, p. 8) 

definition of a story, the story's composition revolves around the character and goals. 
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Thus, in the beginning, my thoughts were about an unhealthy and depressed person 

going out. Suddenly he wanted to find a public toilet, but there was a traffic jam, so he 

had to get out of the car to look for a bathroom. He found one in an alley but with a 

mysterious door. Going through the door, he enters a new world, discovering a different 

non carbon universe. (See Figures 31-40 in the Appendix).   

After that, I researched the story structure of the Hero's Journey, which was first proposed 

by Joseph Campbell. He suggested that most of the stories and myths in the world can 

be summarized into a single model. He divided this model into three-parts and 17 steps, 

but Vogler (2007) condensed this idea into 12 steps. As shown in Figure 6, Campbell 

emphasized that the hero's journey symbolizes the longing hidden in each of us. 

(Campbell, 2004, p. 39-40) 

 

 

Figure 3: HERO"S JOUENRY  Joseph Campbell first proposed the structure of the hero's journey, and Christopher 

Vogler further summarized this structure in the writer's journey and integrated the combination into 12 stages. 
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In classic movies, such as Harry Potter and the Philosopher's Stone (Heyman & Columbus, 

2001), The Matrix (Silver & Wachowskis, 1999), The Wizard of Oz (Fleming, 1939), etc, the 

stories are based on a protagonist living in an ordinary world. Suddenly, one day, the 

protagonist receives a call to enter the special world to face a challenge, overcome it and 

receive a reward. Campbell emphasized that the hero's primary task is to leave the status 

quo, the reason for the real difficulty in exploring the actual problem, which resides in 

the subconscious areas of the human mind, which is what psychoanalysis calls an 

archetype (Campbell 2004, p. 16). Jung believed that there is a collective unconscious just 

like there is an individual Unconscious; fairy tales and myths reside in this part of humanity 

(Vogler, 2007. p.21). The hero's archetype symbolizes the hero's pursuit of self-integrity. 

Archetypes reflect an essential desire that is universal in life, to know ourselves deeply, 

especially those parts that make us fear: after seeing the inside, we will inevitably think 

that fear is at first what this world brings to us, but after a journey, we will eventually 

discover that what we really fear is ourselves, our inner self. 

 

Vogler (2007, p. 28) also proposed that the purpose of the hero is to provide the audience 

with a window into the story; the hero is a perspective on the world which the audience 

can relate to through empathy; therefore, heroes must have universality and resonance. 

Based on the above theory, I continued to strengthen my story conflict; the story mainly 

revolves around time and how the conscious word impacts on our unconscious lives. In 

building a story, I had to consider connecting with the audience and empathizing. What 
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is everyone's dream? According to Campbell's explanation, it is undeniable that people's 

unconscious minds desire a better life and state. The invention of the private motor 

vehicles is a perfect exemplification of the desire in society for a better life. Cars from the 

outset promised faster and safer travel from one place to another, with the claims of a 

better world promised with every new model released. In the 20th century the motor car 

embodied a collective lifestyle for modern society and signifier for the individual pursuit 

of freedom. However, today, cars have also brought us inconvenience, trouble and harm. 

In considering the contemporary position of the private motor vehicle, the dream of 

individual transport has become a collective nightmare. These dreams need to change if 

we wish to reduce the impacts of climate change. I modified my story so that the main 

characters daily trouble with traffic congestion becomes a frequent nightmare. After 

experiencing traffic jams, missing the bus, and realizing that he was about to miss the 

scheduled time, he discovered the door to another possible world, thus starting a new 

experience. . . 

According to Vogler (2007), the most popular story design takes a circular or closed form, 

in which the story returns to the starting point. In this structure, the hero returns to the 

place or world where she started. Perhaps the return is a visual or metaphorical cycle, 

through the replay of the original image, or the repetition of the lines or scenes in the 

first act. This is a way to make the story more complete. Now that the hero has completed 

this journey, this image or phrase may have a new meaning and the audience can make 

a comparison to measure how far the hero has gone, how he has changed, and how 

different his old-world looks now. 
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After the protagonist experiences the other possible world, the alarm clock rings again. 

He wakes up happy from his cycling dream, and tries to find that world he was 

experiencing in the dream. This ending gives the audience a kind of psychological hint 

and inspiration, suggesting that cycling is a happy and joyful choice, potentially 

prompting the audience to consider a change in mode of urban transportation. 

 

3.1.1 Story Logline 

The protagonist has an important appointment in the morning, but the traffic worked 

against him to the point where he needed to find a speedy mode of transit or risk being 

late.  

 

3.1.2 Story conflict structure 

 
Figure 9: My Story Conflict Structure  

I use a linear table to make the structure clearer, the higher the linear peak, the richer the 

emotion. 
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3.1.3 Story Timeline 

 
Figure 1: My Story Timeline 2021 

3.1.4 Story synopsis 

The protagonist is anxiously waiting for the light to turn green; he has been stuck in traffic 

for an hour and is still stuck in traffic; suddenly, the alarm clock rings, and the protagonist 
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realizes he is having a nightmare. He wakes up and realizes he has a big day and cannot 

be late; he thinks about driving but decides on the bus. However, he misses the bus and 

now feels desperate and a failure. As the main character walks along the road, he notices 

a mysterious door, calling to him; he enters and discovers a bike and helmet inside. From 

here, the protagonist begins his wonderful bike tour of an alternate city; he rides through 

many amazing places and meets some new friends. As he nears his destination, the alarm 

clock begins to ring again. Once again, it was a dream. A new day begins, and the 

protagonist begins to make different decisions. 

 

3.2 Character Development: The Anti-Hero/Underdog Archetype  

This section focuses on the design and development of the main character using the 

philosophy of anti-hero and empathy. The aim is to connect to the audience more 

effectively. My idea comes from my everyday life experience. I first portray the current 

life situation of people in today's society through an unhealthy person, eating high-

calorie junk food and doing no exercise. An anti-hero is a specific type of hero – a solitary 

person who dismisses society or the society that rejects him or a underdog. Vogler (2007) 

notes that the audience will relate with these socially excluded individuals, as everyone 

has experienced rejection at some point in their lives. Humans, unlike heroes, are far from 

flawless, and thus the audience views themselves via the anti-hero. This is a more 

compassionate response for the spectator, and the anti-hero is nearly always redeemed 

at the film's or novel's conclusion, leaving us with the hope that we, too, may be 

rehabilitated (Megan, 2021).   
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According to Steemit (2018), while the audience follows the anti-hero experience, they 

also experience spiritual catharsis, which is a psychological term for the act of releasing 

emotions that, if not vented, may accumulate and explode at a later time. Catharsis may 

help to effect positive change in an individual in relation to different life choices (Cherry, 

2021). 

 

3.2.1 Character Design 

According to Wright, (2005.p.62) as human beings, we all share basic characteristics. 

Everyman is a figure who symbolizes us all, and we will always be able to relate to him. 

Real humans are a synthesis of universal characteristics and distinctive, individual 

characteristics. Characters should be a blend of those universal features and the 

distinctive attributes that define them as one-of-a-kind.  

The proportion and shape of the characters have a significant impact on their 

personalities. Rarely is the obese protagonist a noble masculine leader. Typically, the 

character demands physical attractiveness, bravery, and agility (White, 2006, p. 43). The 

anti-hero protagonist, on the other hand, might takes the opposite direction in terms of 

bodily proportions. Selecting a character with an unsteady body style and a large 

stomach might help elicit empathy by making them more relatable. 

Shape also helps to represent a personality in the animation. The circle usually symbolizes 

softness, oneness, cuteness, strength according to form-psychology (Nachdi，2021). 

Squares and rectangles signify equality and uniformity for human beings (Nikolaeva, 

2016). The familiar forms are powerful, stable, trustworthy, tidy, restful, equal, and serene. 
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Depending on the direction in which they point, up and down, triangles suggest motion, 

direction, and stability. Triangles have force and energy that represent conflict or strength. 

Also, Triangles sometimes represent advancement, goal, hierarchy, legislation, religion, 

tension, or craftiness, etc. (Nachdi, 2021). 

For instance, Carl’s face was a sculpted square in Up (Doctor, 2009) to reflect his 

obstinate and powerful personality. Mr. Incredibles’ face was likewise created to be 

square in The Incredibles (Walker & Bird, 2004), as he is a superhero and a symbol of 

power. Additionally, in Inside Out (Doctor, 2015), Angry's form is a square since his 

character embodies the impulsive and obstinate element of our nature. 

 
Figure 4：A Frame from Up (Rivera & Docter, 2009). 

 

Figure 5:A Frame from Inside Out (Docter, 2015). 
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Figure 6: Mr. Incredibles from The Incredibles (Walker & Bird, 2004). 

I had a basic notion of what the protagonist might look like in my imagination when I 

developed the character and experience. I wanted to depict a person making the 

transition from unhealthy to healthy. To build a bridge between the two worlds, I chose 

an office persona based on cartoons. According to my plot, I intended to give the 

protagonist a somewhat square face and an exaggerated body proportion, giving him 

an appearance of decadence and laziness. I tried to make him appear slothful and 

demonstrate how he was impacted by the pollution of the current society in which he 

lives. I deliberately chose to include several black stains into the texture of his clothing 

and shoes. On the texture of his garments, I placed the number zero and an oil barrel as 

a symbol, signifying that he wants to escape the polluted world. Hair is the most 

challenging aspect for me. I've not included a Cinema 4D hair dynamics part in my project 

since it slows down my machine significantly. As a result, I created a style hairdo with 

smooth contours and straightforward forms. I researched the many haircuts worn by 

males in the office, and I found one that was both amusing and stuffy. I adopted the style 

of a male office worker from an American television show (See Figure 15), complete with 
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a symmetrical bang (I felt this was a relatable scene for my audience). In the old world, 

the protagonist has a large belly and is the same length as the top and bottom halves, 

which does not look like a perfect figure.  

 
Figure 7: My characters’ visual reference, Character from Office Tv Show, Gervais, R., & Merchant, S. (Directors). 

(2001). The Office (American TV series) [TV series]. 

 

 

My 3D Modeling view  

 
Figure 8: My model view 

https://www.citefast.com/?s=APA7
https://www.citefast.com/?s=APA7
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Figure 17: My model side view 

 

3.2.2 Rigging 

This is my favorite part of the animation process because I have always enjoyed character 

creation. I spent a lot of time learning how to bind on the face because previously I would 

only be binding on the body. The good news is that Cinema 4D now offers a controller 

to use, which was a huge help for me. The biggest challenge I faced was making sure 

that the expression was not exaggerated. I realized I needed a deeper understanding of 
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the facial topology's line move direction and the facial muscle distribution.  

 
Figure 18: My Model Face Rigging 

 

Facial expressions can be divided into eight groups (see figure 19): joy, sadness, surprise, 

fear, anger, disgust/contempt, interest, and pain. These are hereditary characteristics, not 

acquired. Each fundamental emotion has its associated facial expression. These are 

universal characteristics of all human cultures. Additional variants can be deduced from 

the preceding phrases (Roberts, 2004, p. 186). To create more believable facial emotions, 

I watched a lot of Disney character animations and added some of my own to the picture.  
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Figure 19: Roberts divided facial Expression into eight groups. From Character animation in 3D: Use traditional 

drawing techniques to produce stunning CGI animation (p.186), by Roberts, S. (2004). CRC Press. Copyright 

2004 by Steve Roberts. 

 

 
Figure 20：A frame from Incredibles 2 (Walker & Bird, 2018). 
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Figure 21：A frame from The Incredibles (Walker & Bird, 2004). 

After I dealt with the protagonist's binding, I needed to consider how to deal with the 

binding of other characters, because in the world of BSB, there are a lot of musical 

elements and bands in the scene, so I included some band characters in my animation. 

 

Figure 22：Bank live in BSB Showground, Own Work  
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As a result, I needed a technique to swiftly animate several characters, and so I turned 

to Mixamo, which provides a range of actions that can be transferred straight to my 

characters, making it a time-saving tool for me and independent filmmakers too.  

 
Figure 23: Mixamo Screenshot 

The advantages of the Mixamo online binding tool include the ability to bind quickly, 

not requiring draw weighting, and supporting direct copying for multiple actions.  

Additionally, the website provided a basis for parameter adjustments, such as arm 

distance adjustment, speed adjustment, and position adjustment. There were some 

disadvantages: much more time required on the topology for the model; a lack of facial 

binding, it is challenging to alter details in subsequent animations, and it is 

incompatible with other action bindings. As a result, this binding approach is preferable 

for supporting or background actors, and it is also extremely convenient for extensive 

dancing sequences. 
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Figure 24: A frame from my animation People dance in front of BSB Showground with a band, Own Work.  

 

3.3 Creating the Story World  

3.3.1 Mise en Scène 

The word "mise-en-scene," which translates as "place on stage," refers to all the visual 

components of a production that take place inside the confines of the stage. Filmmakers 

have appropriated the phrase and expanded its meaning to refer to the director's control 

over the visual components included inside the film picture (Lathrop & Sutton, n.d. p.1). 

The film director uses setting, clothing, lighting, and figure movement to arrange the 

action for the camera in order to leave his audience with vivid, crisp recollections 

(StudioBinder, 2020).  

In this section, I focus on the many ideas and approaches that I utilized to lay out the 

scene or story world design. My first objective was to create a visual world for the 

characters to inhabit. This visual environment is critical to the audience's perception of 
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the tale; it helps them comprehend the characters and their motivations. It also suggests 

a different possible reality.  

 

3.3.2 Set Design 

To begin with, when I dealt with the protagonist's room, I felt that the atmosphere should 

represent his lifestyle and mental condition, so I placed several finished beverage bottles 

on the protagonist's bedside table and then some stains on the room's wall. The entire 

area is decorated with old wood furniture, and I placed the protagonist in a kitchen scene 

involving frying bread to depict how dreary his existence is. 

 

 
Figure 25: Main character's bedroom, Own Work  

I separated the new world and the old world into two color spaces in my animation; the 

reference is from The Wizard of Oz. The original world is in black and white. Without a 

question, I opted for an industrialized urban design. The objective is to accentuate the 

industrial world's pollution. The new world emphasizes the color scheme of BSB; I refer 
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to the BSB town map that my supervisor provided me. At first, I had considerable 

difficulties with the architectural style of BSB. I was considering the architectural style 

with which to create a utopian society. My supervisors provided me with some 

recommendations for searching for Napier art deco architecture. For New Zealanders, 

Napier's urban architecture is not just a rebuild following a calamity, but also a symbol 

of pleasure. As a result, I added additional roads and bridges to the city, indicating that 

bicycles now have more options.  

 

 
Figure 26: Bikers are riding on the sky road, Own Work.  

In my animation, the door functions as a symbol; the door to the room, the door to the 

automobile, and the entrance to the new world are all related to the character's current 

state of mind, and are differentiated by their distinct color treatments.  

 

3.3.3 Lighting as a guide for the audience 

For most of the time in my animation, I kept the lighting basic. I separated the lighting 
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into two sections: internal lighting and outdoor lighting, and I decided the direction and 

intensity of the main light for the outside scenario. I used the demo light to illuminate 

the entire scene. It's slightly more difficult for inside situations, as it incorporates both 

character and scene lighting, as well as visual direction. When dealing with the 

protagonist's entrance inside the Mystery Gate, I largely relied on spotlights as a guide. 

When the protagonist enters the enigmatic BSB chamber, everything is black save for a 

spotlight concentrated on the helmet. The protagonist is then illuminated by another 

light, directing him towards Object 1 (See Figure 29). The light then illuminates each 

individual object as the camera moves, creating continuity and guiding the viewer. 

 
Figure 27 : A map of the main character in mystery room, camera movement will follow the object sequences, Own 

Work. 
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3.4 Animation And Editing 

This section mainly discusses the animation and visual techniques I used in this animation 

production and the rationale for these techniques. 

 

3.4.1 Animation 

I spent a lot of time investigating binding throughout this course. I had to relearn this 

when I approached the animation stage. I spent some time recreating the animation 

because I was dissatisfied with the timing, action, or combination of the two. As a result, 

I found some further documentaries on Disney's animation principles to study. Among 

these are two aspects that I thought would assist me in better managing my own 

animation and controlling the screen: 

• Anticipation 

An anticipatory move is one that precedes the main movement your 

character will make and follows a path that is in the opposite direction 

to that main movement. (Roberts, 2004, p. 81) 

To execute this properly, the animator must first understand what the viewer expects 

from the primary action. This approach can be used to compensate for a character's 

insufficient body performance or to enhance the expressiveness of body motions. Before 

a person can sprint ahead, he must crouch extremely low and curl himself into a ball form; 

else he must extend his body in the other way, raise his arms and one leg, and execute 

the following action (Thomas & Johnston, 1981, p. 51.). This is the oldest approach to 
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motion design, with this knowledge, the viewer may accept the character's subsequent 

behaviors. （Thomas & Johnston, 1981, p. 52.） 

• Staging 

Staging is a fundamental aspect of animation. It necessitates the development of 

additional and wide concepts by designers, and lastly, the presentation of these designs 

on stage. In other words, every idea's performance must be comprehensive, clear, and 

accurate. The purpose of an interpretation is to help the audience comprehend; a 

character is produced for the audience to recognize it; an expression is developed in 

order for the audience to see it; and a thought is generated in order for the audience to 

be moved. (Thomas & Johnston, 1981, p. 52-53). 

When designing the staging, I used lines to guide the viewer's visual focus (see Figure 

28). The reference for this picture comes from the clip of Despicable Me (Coffin, P., & 

Renaud, C. 2010）. I was thinking about how to bring more possibilities to cyclists, so I 

borrowed the roller coaster track in the amusement park. In the picture, the track is also 

a way of visual guidance, allowing the audience to focus on the bikers. 

 
Figure 28: Prepare layout in my scene, My work 
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3.4.2 Camera shots  

Because the camera is critical in recording the picture and communicating it to the 

viewer's eyes in an animation scene, I examined camera angles and camera shots for my 

project and included them in my animation. 

Basically, Mascelli (1998) classified camera angles into three categories: objective camera 

shot, subjective camera shot and point of view. Objective camera films from a vantage 

point on the sidelines. As though eavesdropping, the audience observes the incident 

through the eyes of an invisible observer. (Mascelli, 1998, p. 13) Subjective camera angle 

attempts to immerse the audience in the character's mental state or emotional state, the 

objective camera angle does not, instead watching the event from a detached "fly on the 

wall" viewpoint. (Pascual, 2021) Brown (2016) points out that the point of view (POV) is 

critical in cinema: the camera is the "eye" of the audience, and how the camera views a 

scene impacts how the audience views it as well. As a result, point-of-view shots tend to 

draw the audience into the tale more deeply since what they see and what the character 

sees are immediately identical — in a sense, the viewer inhabits the character's head and 

experiences the world in the same way the character does (p.10). 

I employed a lot of subjective and point-of-view shots in my animation to convey the 

feelings between the characters and the viewers. I chose subjective shots to depict the 

changing traffic lights as the protagonist approaches them, as this allows the viewer to 

experience the scene through the camera, and POV shots to depict the 

protagonist entering the garden of the BSB (See Figure 31), as this allows the camera to 

replace the viewer's eyes and makes it easier to experience the animated character's 
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emotions. The camera takes the role of the viewer's eyes, making it simpler to experience 

the animated character's emotions in the moment. 

 
Figure 29: This is the scene where the main character goes through the BSB garden，Own Work  

 

3.4.3 Editing 

"Editing eliminates unnecessary time and space." (Giannetti, 2014, p. 136)  

With montage, the film has great freedom in time and space, and the combination of 

different pictures can create infinite meanings, thus giving the audience endless space 

for associations. In a classic clip in Up (Rivera & Docter, 2009), the director used the 

editing method to depict Carl and Ellie's wedding to the end of Ellie's life in just a few 

minutes. The director repeatedly used the scene of smashing a piggy bank (See Figure 

30), suggesting that the story of Carl and Ellie's life is full of accidents, and their savings 

are often misappropriated. The director added some plot scenes as an explanation for 

the repeated scenes. In my animation, I used the same technique to deal with traffic lights 

and the protagonist's reaction, and the clock also appears repeatedly on the screen. 

Repetition and cuts in rhythm emphasize that traffic jams cause the same annoyance to 
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the protagonist in terms of time and help to elicit an emotional reaction from the 

audience. In addition, I also experienced some difficulty while attempting to connect the 

protagonist's eyes to the traffic light. For instance, how can we establish a link between 

our eyes and the form of a traffic light? I used a match cut to associate green eyes with 

green lights. Because in Western culture, green eyes represent jealousy, so in this scene, 

I emphasized the protagonist's jealous mood and desire to drive through the green light. 

I also deal with from 3rd person to point of view, shifting the viewer from observer to 

protagonist to maintain engagement with audience. For example, when I deal with the 

protagonist riding a bicycle, I use point of view to let the audience feel the protagonist's 

current perspective and the world of BSB. Similarly, I must pay attention to the continuity 

of the picture, especially when dealing with the protagonist riding a bike in the BSB town. 

In addition to the consistency of the picture, I also need to consider the consistency of 

the direction. 

 

Figure 30: A frame form Up (Rivera & Docter, 2009). 
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3.4.4 Music and Sound FX 

Music and sound effects play a significant role in my animations, assisting me in 

establishing a connection with the viewers. "Music is representative and emotive. It can 

engage an audience at a different level and capture their emotions rather than their 

conscious mind." (Edgar et al., 2010, p.58). The capacity of music to have referential, 

iconic, and embodied meanings is inextricably linked to its usage with temporally 

structured images and can serve as a foundation for understanding cinema music. 

(Kendall, 2010) According to Hoeckner et al. (2011, p. 150), the authors further 

established through experiments that when audiences recall movie clips, they believe 

that the emotions of the characters are consistent with the environment created by the 

type of music. Therefore, the type of music or sound effect assists in creating the mise 

en scene of any particular shot, and it can accentuate the pivot moment of the animation 

when I transition from the old world to the new world. 

In my animation, when I was dealing with the old world, I used an audio collage of car 

horns and engine noises to evoke the dysfunctional car issues of his world. Also, when 

the protagonist walks through the mystery door, there is a bicycle bell ring. In that scene, 

sound is a signifier of recall of the other world, as well as his inner longing. I also used 

another method to make the animation more believable — asynchronous sound effects, 

usually in background sounds. These sounds are not directly related to the actions that 

take place in a scene, but they can make the movie lively (The Los Angeles Film School, 

2018). For example, when the protagonist ends up in endless traffic light switching and 

begins to feel crazy, I added the sound of the clock and made the rhythm of the sound 
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faster and faster. This sound can further deepen the audience's sense of connection with 

the protagonist's scene at that time. When the protagonist enters the new world, I chose 

a independent published pop music by Cleve Cameron as the background music, the 

purpose is to better help the audience to build the impression of the new world in their 

minds.  

 

4 Conclusion: 
Through animation, this project aims to promote sustainable environmental lifestyle 

shifts in urban transportation. The audience potentially acquires new insights and 

encounters new sensations of breaking out of a mindset because of this animation. I used 

the BSB company as an example to illustrate a utopian bicycle community as a possible 

future world to the audience; it also resonates with the BSB business model. By creating 

a series of situations to describe the pain caused by traffic congestion to the protagonist 

(felt by the anti-hero in the animation), audiences who have experienced (empathy) the 

same as the main character are invited to consider another better option for travel 

through this animation. I split animation creation into various categories, including story 

structure development, character design, scene design, visual technology, and editing. 

The viewer may readily connect with the animation as a result of the preceding numerous 

components, therefore affecting their habitual ways of thinking and living. Based on 

previous research, many commercial advertisements have produced changes in the 

minds of the audience to a certain extent, so I believe that through animation, sustainable 
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transportation development can be promoted to a certain extent. 

To a large extent, the predicted outcomes of this project are likely to be around arousing 

people's thinking about sustainable urban transportation and providing new inspiration 

for travel choices for those who have the same experiences as the protagonist. Through 

this project, I learned a lot of things, including the visual strategies of animation, character 

rigging and animation, and the ability to tell stories. Of course, it also includes how to 

complete an entire animation project independently. This experience has given me new 

ways to think about the role of animation in solving social problems. In the future, I may 

work with more forms of animation to help solve social problems.  
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Figure 31: My First Storyboard 1/6 
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Figure 32:My First Storyboard 2/6 

 

Figure 33: My First Storyboard 3/6 
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Figure 34: My First Storyboard 4/6 

 
Figure 35: My First Storyboard 5/6 
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Figure 36: My First Storyboard 6/6 
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Figure 37: My Second Storyboard 1/5 
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Figure 38: My Second Storyboard 2/5 
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Figure 39: My Second Storyboard 3/5 
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Figure 40: My Second Storyboard 4/5 
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Figure 41: My Second Storyboard 5/5 
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Screenshot from My animation 

 

Figure 42: Screenshot from animation 

 
Figure 43: Screenshot from animation 
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Figure 44: Screenshot from animation 

 

Figure 45: Screenshot from animation 
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Figure 46: Screenshot from animation 

 

Figure 47: Screenshot from animation 
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Figure 48: Screenshot from animation  

 

Animation Link: 

https://youtu.be/ddoAeN22NPQ 

 

 

https://youtu.be/ddoAeN22NPQ
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