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1.

Abstract:

In this project, I position myself as a New Zealand animator who designs characters that are
appealing and which young New Zealand audiences aged 12-16 can relate to. Currently, 95.5%
ǯơ  
depicted statistically and overwhelmingly white, heterosexual and male. The producers of this
material are only slowly willing to change as they already dominate world market share with a
    ƤǤ  
designing appealing characters that are evocative of a particular group of New Zealand youth and
the social and cultural issues they encounter growing up in regional New Zealand. Through case
study analysis, content analysis, ethnographic study and design synthesis, I further aim to highlight
the cultural diversity and teenage identity of one of New Zealand’s most sparsely populated
regions – Southland.

3

4

2.

Introduction:
”Humans are the only species that lives in a world erected by the stories they tell. The
storytelling process used to be handcrafted, homemade, and community inspired. Now it
is the end result of a complex manufacturing and marketing process.”
Gerbner (1998, p. 175)

In 2007 I moved to Invercargill. I had recently returned to New Zealand after living for over a
  Ǥ  Ȁ ơǤ 
been to the South Island. My knowledge of Invercargill and Southland was limited to scenic posters
in the London underground and beer advertising. If I was asked what the culture and community
of Southland looked like, I would have simply repeated the stereotypic view of the community
as masculine, rugged, tough and silent Caucasian ‘Southern Man’, profoundly heterosexual and
where women didn’t seem to exist. What I found was a society half torn between madly holding
on to its stereotypic toughness and half chucking this to the wind in the hope for more open and
  ǡ Ƥ
on committee’s initiatives. These life experiences inspired me to develop a project integrating
community knowledge and my skills as an animator/educator as well as a desire to create designs
that could function as vehicles for the community to engage in meaningful, local storytelling. To do
this I aim to design a set of characters based on Southland youth aged 12 to 16 and which I intend
as the base for an animated storytelling platform.
Using Gerbner’s Cultivation theory, I set out to analyse national and international animation design
case studies in order to understand how characters are currently represented and how their
ơ  ǯ Ǥ  
consume and their entry points for consumption. This theoretical context forms the basis for my,
analysis of the animation content renewed for the 2013/2014 production seasons and which are
available over the multiple entry points. In discussing my analysis of the design and construction of
   ƪ 
they are indicative of a gender, economic or ethnic bias.
  ǡ  Ƥ
drawing studies as well as an observational quantitive research. I explain how in creating character
designs evocative of one of New Zealand’s least populated regions, I chose to visit Southland’s
towns and Invercargill’s main streets. . I expand on how this design process process methodology
5

 Ƥ  ǡ
the design aesthetic and templates and drew on government and community research into the
Southland youth, their culture and interests.
   ǡ  ǡƪ  
intentions for the project and its role in the community.

6

3.

Theoretical Context:
3.1.

Cultivation Theory

Ƥ  ͕͚͔͝
then undertaken in mass media messaging. Gerbner (1994) asserted that it was necessary to study
the institutions, the creators and producers of the messages as well as the formulas behind them
   ơ  Ǥ
1960s, and through to the 1980s, he and his colleagues conducted extensive USA and international
ơ  Ǥ  
explain what was happening to audience perception as a result of long term exposure to mass
media messaging. The patterns observed were labelled cultural indicators. While Gerbner’s
original research centred on repetitive dramatic violence, the scope of the study was extended
to include gender, minority and age-role stereotypes, health science, family, education, political
aspirations and religion, and was conducted in a cross-culture comparative context (Gerbner et al.
2002).
ơ
social reality and seeks to understand if light, medium or heavy viewers have a more distorted
vision of that reality. Cultural indicators approach was a three pronged research strategy
involving,” institutional process analysis”, “message analysis” and “cultivation analysis”(Gerbner,
1994). Institutional process analysis involved looking into institutes and the formation of their
policies which direct their approach to the design of media messages. Gerbner & Gross (1976)
  ƥ 
obtaining funding. Message analysis, by contrast, involved a rigorous content analysis of television
programming to ascertain common patterns which could be used as sources of questioning for
the cultivation analysis. The cultivation analysis is where the answers to those questions are
cross referenced to the level of television exposure and the participants’ demographics so as
Ǯ ơǯǤǲơơ 
conceptions of reality between light and heavy viewers within the same demographic subgroups.”
(Gerbner & Gross, 1976, p. 23).
Gerbner acknowledged that modern cultures are made up of many diverse structures of attitudes,
belief, values and practices, but what was constant was television viewing, making it the primary
channel for ‘mainstreaming’ (Gerbner et al., 2002, p. 51). He coined this term to describe heavy
7

viewers’ practice of obtaining more of their cultural, social and political attitudes and beliefs
through television content than from traditional avenues, such as family, community and society.
ơ  
expected and that television fostered a cultivation of common perspectives. (Gerbner et al., 2002).
He also discovered that when television content paralleled events happening in the subject
realities, the subjects were more likely to be susceptible to cultivation or ‘resonance’. An example
of resonance is when middle to heavy viewers experience violence from a particular ethnic group
ǡƪ 
of violence with the given group’s community (Gerbner, 1998). Gerbner also coined the term
Ǯǯǡ Ƥ 
perspective on statistics in accordance with their television viewing. Those subjects that watched a
 ƪ   
their society and also a heightened perception of danger and fear within their lives (Gerbner,
1998). Finally the term ‘independent contribution’ was coined to describe sustained exposure of
media messages over a prolonged period of time. This was found to be particularly prominent
in adolescents who develop many of their independent beliefs, attitudes and behaviours from
prolonged media exposure (Gerbner, Gross, Morgan and Signorielli, 1980; Morgan, 1982, 1987;
Morgan, Alexander, Shanahan, and Harris, 1990).

Figure 1. Cultivation Theory Overview, Hawkins and Pingree (1983).
8

3.2 Children and Youth Studies
Today, many New Zealand children and youth have 24hour access to on demand television
and media content that is no longer created by their immediate communities but by “distant
Ƥ ǳȋ ǡ͕͜͝͝ǡǤ͕͚͛ȌǤ ƥȋ͖͔͕͖Ȍ 
 Ƥ 
their social reality beliefs in adulthood. Over the past decade, a number of international and
national studies have examined children’s and youth televisions representation of ethnicity,
culture, gender and social roles. In 2007 Gotz et al (2008) conducted a comprehensive study of
ǯ͖͘ơ Ǥ͚͝ΨƤ 
and of those 84% were animated (9 live action, 5 mixed and 2% puppet). New Zealand ranked at
the bottom with only 0.5% of the programmes produced including local content and lowest in
representation of age diversity. The content analysis breakdown showed 35% female to 65% male
 Ǥ Ƥ͕͗Ψ
69% male. 72% of the characters were Caucasian.
Leaper’s et al. (2002) study found males outnumbered females by more than 2 to 1 in the comedy genre, and by more than 4 to 1 in the traditional adventure cartoons. Raney’s (2007) study of
superheroes in children’s cartoons similarly found that male superheroes outnumbered female
superheroes nearly 2 to 1, while Gerbner’s (2011) study of gender and ethnicity in Disney XD, Nickelodeon and cartoon Network revealed that the representations of early teens were 85.7% male and
68.7% Caucasian. Morgan (1982) discovered that adolescents who watched a high level of television
were more likely to believe notions such as “women are happiest at home raising children” and
“men are born with more ambition than women” (Gerbner, 2008, p. 186). Rothschild (1984) found
Ƥ 
traditional roles such as, females cook and nurture while men are independent and sporty (Gerbǡ͖͔͔͜ȌǤǯȋ͕͘͝͝Ȍ Ƥ
  ơ ǯ
social development and perceived opportunities.
The 2012 New Zealand review sponsored by the National advisory council on the employment of
women ‘Employment Choices for Young Women’ (2012) found that male characters outnumbered
female by 60% to 40% in the lead roles. Male characters on New Zealand television are more likely
to be in active, violent, heroes and career driven whereas women are more likely to be depicted
working in the caring professions and interested in their social life and romance. European males
9

were the most likely to have paid employment at 83.36% (Maori men 54.13%). Asian (73.91%) and
European (73.81%) women were the most employable women while in comparison only 44.44%
of Maori women had paid work. 11.6% of women were represented in a hypersexualised form,
while only 0.97% of men received the same treatment. Women characters are also 70% more
ƪ ͚͔Ψ
ǤƤ  ơ ǯ
perception of themselves and their future opportunities. The review concludes by calling on the
media industry to address the noticeable imbalances with diversity in roles and occupations for
characters across gender and ethnicity. It also called on educators to support innovative ways to
empower children to be critically aware of the gender and ethnic imbalances in television content
and that given the prominence of American produced content children needed to develop an
understanding of the context of this content.

3.3


Institutional Programming

ǲ ơ 
acess to global media content that is produced without their particular interests in mind
can also be said to be victims of second-hand media consumption, because the media con
ƪ   Ǥǲ
(Norris & Pauling, 2012, p.89)



Lustyik (2010) argues that the global face of children and teen television has vastly changed with
three main competitive players, Cartoon Network (TimeWarner), Disney and Nickelodeon (Viacom)
catering to a constant international audience. Lustyik (2010) further describes the business model
   Ƥ
saturation of the same product packaged across all markets with cross promotions into merchandise and fast food. New Zealand, unlike Australia, England and Canada does not have levies of local
content leading to these networks showing their product without localised interruption. TVNZ
has volume deals with the above companies meaning that animated programming doesn’t vary in
diversity of content when transferring to the state channels (Lustyik, 2010). Norris and Pauling’s
(2012) review of ‘NZ on Air’ reports that children’s animation and drama in New Zealand remains
endangered and stand-alone due to being expensive, complex to produce and requiring astute
global distribution to make a viable business case. Further Horricks (2004 cited in Lustyik, 2010)
point out that New Zealand faces the challenge of being a small market with a government unwilling to adequately support local content. International studies (Morgan and Shanahan, 2010) have
10

concluded that in some countries where there is less dominance of single source programming
ơ  Ǥ   
smaller extent Australia (55% local content between 6am to midnight), where programming is state
government regulated with local content quotas which charter diverse programming in prominent
time slots (Morgan and Shanahan, 2010). Unfortunately New Zealand cannot be considered one of
these countries.
   Ƥǡ
way audiences receive television and media entertainment. Gerbner noted that what the public watched was largely due to time restraints, that is the time restraints of the sender, network
programming, and leisure time available to the message receiver/or public. Now, on demand and
online content combined with increased mobile device ownership has shifted this relationship.
Morgan and Shanahan (2009) contend that Cultivation Theory must be a living theoretical model
adapting to shifts in redelivery systems and that it is as relevant today as it was in the 1970s. They
further contend that increased media message saturation is not resulting in more diverse content,
but a proliferation of existing models and that it is still the few multinational conglomerates, such
as Viacom, Disney and Time Warner, who are controlling the commercially motivated messages.
Hence Gerbner’s original concerns about manufactured messages being controlled by a handful of
distant conglomerates with something to sell (Gerbner, 1998) still holds true.

3.4

Youth Media Consumption

The change in media consumption has been documented by many interested agencies both nationally and internationally. The Ministry of Health 2011/2012 survey on the health of children and
young people stated that 58% of children 10-14 years watch two or more hours of television with
 ͚͖ΨǤ͘Ψ ͖͔͔͚Ȁ͖͔͔͛Ƥ
ȋ ǡ͖͔͕͖ȌǤ ƪ 
consumption. In the USA the Kaiser Family Foundation (2010) found that in youth/children aged
8 to 18 there was a decrease from a daily average of 3 hours down to 2.45 hours. However when
surveying on demand internet television viewing the overall daily consumption increased 38 min Ƥ͗Ǥ͗͜Ǥ Ȁ 
which the Kaiser Family Foundation found averaged 10.45 hours per day. The Pew Research Center
report on teens and technology (2013) discovered that 95% of USA teens had daily internet usage
͛͘Ψ   ǤƤ 
in Fenaughty’s 2010 PhD thesis on New Zealand youth which found that 99% of students used the
11

internet and/or mobile devices at least three or more times a week (Fenaughty, 2010). As early as
2005 a Netsafe, Ministry of Education survey discovered that 73% of students between the ages
of 12 and 19 had regularly used a mobile device. While no extensive media exposure studies have
been conducted in New Zealand in recent years, indicators show New Zealand youth to be in step
with international media trends (www.netsafe.org.nz). This indicates that best practices for communicating entertainment media content to this audience should consider a multifaceted, mobile
friendly approach.

12

4.

Research methodology
4.1 Character content analysis
4.1.1

Methodology

Based on my review of Cultivation Theory, I set out to discover what animated programmes were
currently freely available to an audience of New Zealand youth aged 10 to 18 years. My key criterion
was to ascertain if the characters in these programmes represented the cultural, ethnical and social
reality of New Zealand youth. In addition, I wanted to see what physical traits these characters
had and if they were a true representation of the audience they were designed to educate and
entertain. As I further wanted to map any discernible trends in design, I elected to use content
analysis to process a large quantity of data about the substantial group of characters and traits.
Ƥ Ƥ 
 ơ  
framework for my design response.
4.1.2

Sample Range

Ƥ Ƥ 
programmes on free to air television over the month of June 2013 with a target audience of 10 to 18
year olds. As most animated content on free to air television is for pre-schoolers this reduced the
sample range to just eight reoccurring programmes of the sample time. All except one programme
was cancelled stock. This meant that I was unable to obtain an accurate result of the current
entertainment for this age demographic. I conducted a second sample range, this time covering all
television programming including pay for view channels and again eliminating everything that was
produced for under ten and over eighteen audiences. I then excluded all programmes which were
no longer in production for the 2013 – 2014 seasons. I had intended to exclude those that did not
have online content but found that all content had on demand viewing and additional interactive
online content. This gave me a sample range of 27 animated titles.
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4.1.3 Content of Origin
   Ƥ Ǥ
range no content was of New Zealand origin, 78% originated in the US, 11% in Canada, 7.5% in Japan
Ƥ ͗Ǥ͙Ψ ȋ ͖ȌǤ

Figure 2. Country of origin.
4.1.4

Gender

I then surveyed the gender of all the central and reoccurring characters, including characters who
were humanoid (inclusive of all characters with a human design, i.e. super heroes, fairies and Ben
10 etc), anthropomorphic, robot, monster, alien (excludes Ben 10 due to having human design) and
mixed design.
Ƥ͙͛Ψ  ǡ͙͗Ψ ǡ͗Ψ
ǡ͗Ψ͕ΨƤǤ͔͛Ǥ͚Ψ  ͖͝Ǥ͘Ψǡ
Ƥ͗ǡ    
design (see Figure 3).
I then eliminated all characters that did not have a humanoid characters’ design. I recalculated
͝Ǥ͕ΨǡƤ͚͕Ǥ͙Ψ͗͜Ǥ͙Ψ
ǤƤ  ȋ ͘ȌǤ
14

Figure 3. Character representation.
4.1.5

Figure 4. Humanoid character.

Body shapes

   ǡ Ƥ  ǯ
construction. I applied the standard animation measuring tool of head to body length to width. A
standard fully grown human is approximately 7 ½ heads tall and an adolescent child of 14 is approximately 6 ½ heads tall for women and 7 heads for a male, with children 6 ½ heads and infants 4 ½
heads. The width of a grown adult is three head widths and 2 ½ for a child and adolescent (Peck,
͕͖͜͝ȌǤƤ  ơȋ 
5).

Figure 5. Body types.
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Male designs clearly had a greater variety of body shapes and were the only designs to feature a
larger girth. 27% of female designs were 5 head lengths to ony 1 head width. I body shape which
is physically imposible for a normal human. This shape design is used to make the woman’s body
seem smaller and more petite.
Ƥ͙͘Ǥ͛Ψ͚Φǡǡ͔͗Ǥ͙Ψ ͜
height. Male width varied with 73% having a 2 heads or more in width with the greatest width
exceding 5 heads in width. In comparison only 32.4 % of females exceded 6 ½ head height but
͜ȋ ͚ȌǤƤ 
imposing designs for the male characters and more child like form for the female body designs.

Figure 6. Body types by heads.
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4.1.6

Secondary Features

Following this, I analysed body design attributes and features. I found that 81% of women had long
hair, 13.5% had medium length and 5.5% had short hair. 19% of the male characters had very short
hair, 75% had short hair and only 6% medium or long hair.
   ͚͙Ψ Ƥ
60% of those had larger lip designs. In comparison, only 10.5 % of males had full lips and those had a
very dark skin colouring (See Figure 7).

Figure 7. Mouth shapes.
Further, while 83.7% of females had eyelashes no males had eyelashes. Character eye designs show
a greater distribution of eye shapes in female characters whereas male designs tended to conform
 ȋ͔͗Ǥ͙ΨȌ Ƥȋ͘͘ΨȌȋ 
8).

Figure 8. Eye shapes.
17

Figure 9. Eye colours.
Analysis of character faces show 65% of female characters had a heart shape face, while male
face shapes varied considerably as the most popular being a round shape with 22% and the
square angular designs with 24%(see Figure 10). sentence The spectrum of the skin colour of the
   Ƥ͙Ψ
spectrum representing people of darker colour (see Figure 11).

Figure 10. Face shapes.

Figure 11. Skin colour
 ǡ  Ƥ Ǥ͙͛Ψ
dresses while 64% of the male characters wore trousers. Females were more likely to wear singlets
than males but most characters had generic t-shirts or shirts. There were no recognisable ethnic
items designed into the clothing or accessories.
18

4.1.7 General Aesthetics
The general aesthetic of the design showed that a normal weight black outline was used in 46.8%
of the designs and a hairline black outline in 32.3% of designs (see Figure 12). Shading design was
  ͗͘Ǥ͜Ψ͖͗͛Ǥ͙Ψƪȋ ͕͗ȌǤ
Ƥ  Ǥ 
cheapest and fastest option employed in a deadline driven environment.

Figure 12. Line work.

Figure 13. Shading.

ǡƤ 
Zealand animation programming which show a biased view of gender and ethnicity and which
ƪ  ǡ Ǥ 
next section I discuss how I conducted an ethnographic analysis of Southland’s culture and
demographic in order to develop a design criteria for my Southland characters.

19

4.2

Ethnographic Analysis
4.2.1

Introduction

I chose Southland youth as the topic for this project as it is the community I have chosen to
belong to and believe there to be unique distinctly New Zealand stories to be developed from
a Southland perspective. To better understand the culture and interests of Southland youth, I
extracted information from the 2013 census and cross related it to local studies conducted by
Venture Southland, SouthAlive, Our Way Southland, Southland District Health Board, Sports
Southland, Invercargill City Council and the Southern Institute of Technology Research Institute
(SIT). These agencies all claim to have the common goal of promoting a safer, more inclusive life
for Southland residence and use this data to develop programmes such as the Southland Suicide
Prevention Program, South City rejuvenation plan, Inner city rejuvenation plan and the Invercargill
and Southland Youth Council Programs.
4.2.2

Population Statistics

Southland population, according to the 2013 census, is 93,339 with 51,696 living in Invercargill.
Invercargill has a very proud Scottish heritage, which is evident in the town’s monuments,
architecture and street names. Invercargill also has the highest ethnic diversity in the region with
͕͙Ǥ͕Ψǡ͗Ǥ͖Ψ Ƥ  ǡ͗Ǥ͖Ψ͔Ǥ͘ΨǤ ͖͔͔͚ ǡ
Ƥ   ͕͕Ǥ͘Ψ ǡ
͖͔Ψ  Ƥ  ǡ͔͔͗Ψ ͕͔͔Ψ Ǥ
The Invercargill Council (www.icc.govt.nz) are actively encouraging immigration to the region and
predict the Asian population should reach the national average of 14% by 2020.
4.2.3

Culture and Community

The Southland Community Outcomes (2012) and the Our Way Southland Youth Forum (2010) action
groups found that youth were very aware of the shift in cultural diversity in their community and
thought that it was a positive thing as it provided more diverse events to attend in Southland.
Since 2006 there has been a rapid increase in community events such as Diwali, Chinese New Year,
International Buskers Festival, Wild Food Festival and International Foods Festival. An array of
smaller events varying from cultural evenings, theatre and dance troupes have been organised and
funded by Venture Southland, Southland Multicultural Council and SIT, and supported by the local
20

 Ǥ  Ƥ   
in popularity of Kapa Haka groups and Nga Putangitangi competition. Matariki is growing fast with
events around the city including of the Matariki Maori Design show at the Murihiku Marae and the
Matariki Film Festival at Southland Museum and Art Gallery. Parenting in Southland focus group
(2011) discovered that youth made their decisions around their connectedness to their community
and family and that building strong connections within their community was an important part
of their social life. The Youth Views Gallop focus groups (2012) report that they were frustrated
by the lack of public transport to see friends and attend events and that they wanted more
entertainment and social events. This positive response is a turnaround from the early 2000s when
Southland had the second highest youth suicide rate in New Zealand (Ministry of Health, 2006).
Overall the studies report that youth experience growing up in Southland as a positive.
4.2.4 Sport
Southland youth are also active participants in the region’s sports and leisure activities. Sports and
Recreation in the lives of Young New Zealanders (2011) survey showed that on average Southland
and Otago youth enjoy their sport with 8.1% more likely to be in a sports club and 12.2% more likely
to involved in a school sports team. 90% of youth said they liked sport with 60% being active members of a sports club and 60% participants in school sports teams. 40% of 18 year olds volunteered
in mentorship roles within their favoured sports and 90% of youth spend 3 or more hours in some
form of training. It was found that males favoured rugby, basketball and football and female’s netǡǤƤ   ͖͔͕͗
 ǡ ƤǤǡ
netball, athletics and running were the most popular school sports teams and rugby swimming,
soccer and dance the most popular club sports. Netball, running and basketball are the most
popular sports for females and rugby, basketball and touch the most popular with males. While
basketball was the most popular sport overall youth also reported wanting to try badminton. They
also associated participating in sport with being part of the community, meeting new people and
having new experiences.
4.2.5

Career Opportunities

Venture Southland 2013 Career Survey showed that there were a number of factors contributing to Southland youths’ decisions about their future. While family and community ranked high
amongst 85% of year 11 students, right education was also a big factor. This is contradictory. By
21

year 11 90% of students knew the career they wished to pursue with females favouring careers in
medicine, physiotherapy and vet nursing and males favouring farming, the armed forces and trades
(see Figure 14). Overall Southland youth felt very positive about their career prospects.
In summary Southland youth are aware that they are part of an evolving community whose ethnic diversity is changing and they want to embrace those changes. They want to be involved at a
cultural, sporting and community level. They want to belong and be part of something that makes
them feel connected to their community and to those around them.

Figure 14. Career choices of year 11 students

22

4.1

Observational Studies
4.1.1

Methodology

  ƪ  Ǧ
sketching to further gather visual indicator information relative to my project subject group.
4.3.2

Sample Range

My initial sample range, conducted during May/June 2013 winter, focused on one collection of
sketches from the two major subgroups in the Invercargill area, urban and rural youth. For my
 ƥ  
or restricted. I consequently chose the Lornville sheep and cattle sale yards which operate every
Tuesday morning throughout the year (See Figure 15). For my urban studies I initially choose
Esk Street, the main shopping area in central Invercargill and place where many young people
congregate at the cafes and open communal areas (See Figure 16). I then repeated this in the
  ͖͔͕͘ ơǡǡ Ǥ
I spent one hour a week at each location stationed at either a cafe on the main street or the sale
yard cafe adjacent to the sales pens. I aimed to draw every member of the public that I perceived
to be between the ages of 10 and 18 years old, paying attention to trends that could be associated
with the location.

Figure 15. Sample sketches from Lornville sale yards
23

4.3.3

Results

ơǡǡ   
any of these small town centres, which meant that I was unable to get any research data during my
visits. I changed the days to weekends and found the same results. My visits to the Lornville sales
yards were far more successful, but I was only able collect data on male youth as there were no
occurrences of female youth during any of the sample periods. My observations proved that rural
males do wear some of the items stereotypically assigned to them and that shorts, swandris, and
sleeveless waterproof vests and red strip gumboots were by far the dominant dress trends. Esk
Street provided the highest volume of equally mixed male and female teenagers and also a high

Figure 16. Sample sketches Esk Street.
24

4.4

Quantitive Research

 ǡ ƤǤ 
sample to Esk Street due to the low possibilities of collecting data in other sample areas. It was
unnecessary to collect data at Lornville due to the singular trends observed. I spent two one
hour sessions per week over a three week period in March 2014. Again I limited my observations
to teenagers between the ages of 10 to 18 years old as I wanted to discover whether the trends
  Ƥ ǤƤ  
Ǥ  ơ ǫ
 ǫ   
   Ƥ
character designs.

Figure 17. Upper body clothing on Males and Females on Esk Street.
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5.

Character Design Development
5.1

Responsive design
5.1.1

Early Explorations

Figure 18. Kawaii experiments
In the early stages of the project, I developed a set of character designs that responded to my
research into female-centric animated television programming and the successful refranchising
ǣ  ǡơ Ǥ
designed for young girls but have attracted cross gender audiences. The common anomaly design
aesthetic was the Japanese character design style ‘kawaii’, meaning cute, adorable, innocence
(Madge, 1997) and made popular by the characters Hello Kitty and Pikachu. The template for
this design aesthetic is an oversized head and eyes and 1 to 2 head/ body ratio. Part of this initial
exploration involved creating portraits of women I knew and who, in my view, represent distinctly
New Zealand female characters. For these designs, I employed an aesthetic template based on
those provided by Robertson (2013) and Madge (1997). I then sought feedback from friends on
social media. I asked them to volunteer photos of themselves and used them to sketch stylised
26

versions which I then developed using digital vector imaging and painting and which I posted back
to them on Facebook. Through this process I discovered that I had started to engage an audience
and that many of the participants shared my images of them with their friends. I also started to
accrue requests from social media connections, with 32 requests posted to me over a four week
Ǥǡ    Ƥ
they were, nor had I placed them in any media context that would add value. They were simply
portraits and an interesting curiosity. Their target audience was mixed and confused, and appeared
to appeal to a preschool audience who already consume this aesthetic with Wiki the Kiwi and Tiki
Tour. I understood that to design great characters for New Zealand youth I needed to engage with
them in more direct fashion. This was when I began my observational drawings.

Figure 19. Kawaii character set.
5.1.2

Observational Study Design Response

In reviewing my initial observation studies I noticed that they indicated two prominent Southern
character types, the rural male and the urban female, which I decided to develop further. I wanted
 Ƥ  
Ƥȋ ͖͔ȌǤ
I then went on to take the dominant dress indicators from each group as and created two 3D
character concept designs (see Figure 21, 22 and 23). I found, however, that the designs were too
clunky and while featuring many of the observed indicators did not show the character appeal
that I was hoping to achieve. The designs were too stylised and too much emphasis was on the
stylised bare legs. The face and skin tones and facial features were underworked and did not
resemble the drawings that I had been working on. When posed as a set, the characters did not
complement each other and the male character dominated the female character, a trait I wished
to counterbalance. I also thought my premature use of 3D models without fully understanding
the concept or target audience meant that the aesthetic and style lacked direction and unity.
ǡ  ǡơ ǡ   
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incorporated my observational and quantitive research. This trial design helped me understand
Ƥ     
current in contemporary animation practice.

Figure 20. Template development.
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Figure 21. Southern urbal female.

Figure 22. Southern urban male.
29

Figure 23. Posed characters.
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5.1.3

Character content analysis design Response

Figure 24. Urban female/ rural male TV trends
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After reviewing contemporary animation character design, I isolated primary trends in aesthetic
and body design and applied them to the urban female and rural male designs. I applied the
dominant female body type of 5 heads in height and one head in width to both male and female
  Ƥ Ǥ 
͖͖ Ǥ Ƥ
ǡ  Ƥ  ȋ ͖͘ȌǤ 
aesthetics meant that the characters now worked better as a set as did the dress indicators. While
these characters had more appeal, I felt that they seemed too homogenised and generic and had
   Ƥ  Ǥ
In addition the proportions employed made the character designs look a lot younger than my
observational studies had indicated.
5.1.4

Observation Design Response Revisited

I decided to refocus my observation studies on proportion and style in order to determine a
combination that would be evocative of an older age group and still have a unique Southland feel.
 ƪ  ǡ
attributes as well as a more mature style. In this revision, I decided to aim for an approximate age
of 17 years old, assuming that this age would appeal to both younger and older audiences. At this
point I returned t0 my observation drawings, selected two more common character types and
developed a further set of female and male characters. These developments included making the
rural male character look older by altering his proportions, making his head shape squarer and
his hair less polished, and adding a new character based on my observation of Maori teenagers.
  Ƥ ǡ 
indicators. In addition to representing popular clothing indicators observed in rural and urban
ǡ  ƪ
with black outlining and a less saturated colour palette. Of the four designs I felt that panel four
was most successfully in representing the target age group and decided to use this as a template
for developing the full set of characters (see Figure 25).
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Figure 25. Four set of characters from observations, panel on through to four
5.1.5

Ethnographic design response

From my ethnographic analysis I knew that the Asian and Indian population of Southland were
growing strongly and that Southlanders, particularly Southland youth, were proud of their
cultural diversity. During my observation practice I noted a higher than statistically documented
mixture of ethnic diversity. To back up my observations I added three one hour Esk Street sessions
documenting the perceived ethnic diversity of of teenagers. I observed that those who appeared
  ͕͘Ψƥ ǡ  
is indicated by the 2013 census. This was due to a larger number of immigrants settling in central
Invercargill than other parts of Southland and the active policy of immigration implemented
by the Invercargill City Council, who have stated their target as 15% Asian population by 2020.
To accurately represent this diversity of population with any accuracy I decided to create six
characters based on this policy (see Figure 26). All are based on an eight head height by three head
33

width template and have variously featured and proportioned faces. What I found successful in this
iteration was that in departing from international animation aesthetic and working from reality, I
had created characters that were appealing and which clearly represented older teenagers. At this
point I was happy with the individual and group character designs and felt as if they could work
within the context of teenage media entertainment.

Figure 26. Six character set.
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͙Ǥ͕Ǥ͚ Ƥ

    ǡ Ƥ
work and make sure that the designs appeared consistent over multiple platforms. To do this
ơ   ͗ 
rig so that the imagery would be consistent over all platforms. This was also done to ensure that
 ơ Ǥ ǡ 
wanted to retain the look and feel of the character in Figure 26. To do this I had to experiment with
 ƪȋ ͖͖͛͜Ȍ ͖͚
 ƪǤ  ͖
tone shading the character regained the depth I had achieved in the 2D artwork (see Figure 29 and
30).

Figure 27. Southland rural Male 3D development
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Figure 28. Southland rural male, line work development.

36

Figure 29. Southland rural male 2D/3D comparison

Figure 30. Southland urban Indian male 2D/3D comparison
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5.1.7

Character Biographies

Designing appealing Southland characters entailed making them visually recognisable and
someone the target audience might be likely to meet in everyday life. During the next phase of
design, I relied heavily on the ethnographical analysis and observational studies to provide a set
of criteria to design attributes for each characters (see Figure 31). Each character was assigned
one dominant attribute from each study, a number of mid-range attributes and at least one lower
Ǥ   Ƥ 
traits, for example Lucy is the rugby player and Hamish loves badminton. Each character was
also assigned an event which their attributes favoured and which could be later used in building
ƤǤ     
abbreviated character biographies (see Figures 32-37). For a sample full biography please see
Appendix 1.

Figure 31. Visual representation of biogrpahy templates
38

Figure 32. Hamish Turnarounds
Full Name: Hamish Alan McAllister

Age: 16

Nick Names: Ham-dog, Ham, Hamster

Hamish’s parents named him after his great-grandfather who set up their family farm in Dacre. His family are
very proud of their Scottish heritage and family linage. His nick names are all given by his best friend Samuel,
who changes them constantly to suit his mood. Hamish is very fond of his whole group of friends but Samuel is
his best friend, even though he feels a little bullied by him at times. Isabella is his best female friend as she is
always there for him and is a good listener. Hamish plays a lot of sport and considers himself to be an outdoors
person. His favourite sport is badminton but he also loves cycling as it’s his main form of transport and he cycles
to be with his little sister. He plays rugby, but it’s not his favourite sport. He likes the team spirit, though, and that
his dad comes to every game and expresses his pride during these times so he does not want to give up that
connection they have together. Hamish believes he might be gay as he has strong feelings about his friend DaQHHVK+HIHHOVWKDWWKLVFRQÀLFWVZLWKKLVIDPLO\¶VEHOLHIVDQGWKLVFDXVHVKLPDJUHDWDPRXQWRISDLQ+LVKRSHV
for the future are to take over the family farm, turn it organic and implement sustainable renewable technology.
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Figure 33. Lucy Turnarounds
Full Name: Lucy Elizabeth Murphy

Age: 16

Nick Names: Luc

Lucy is of Maori, English, Irish and French descent but simply thinks of herself as a Kiwi. Lucy is an absolute
sports nut. She will tell you she loves all sports but really her two passions are rugby and basketball. She plays
for both school and club teams, is in the mentor program and is assistant coach for the junior girl’s rugby teams.
She is a huge Stags fan and never misses a home game. She washes and wears her Stags’ shirt constantly and
has been known to get into trouble for always having it on under her school uniform. Lucy’s second love is her
mobile phone, which is constantly attached to her. Her friends sometimes tire of the constant photos and posts
about their every move but Lucy loves it and gets a lot of her personal self-worth from the responses she receives from her followers. She genuinely feels connected with her many online friends and tries to share this with
her real friends, but they often make fun of her serious commitment to her online life. Lucy considers herself to
be a kind and caring person and believes she is making a difference in both her on and off-line life, but many of
her friends think she is quite dismissive of them and more concerned with her phone.
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Figure 34. Daneesh Turnarounds.
Full Name: Daneesh Arjun Pillai Age: 16

Nick Names: Dan

Dan has been brought up in New Zealand with Indian parents. His father moved to New Zealand as a student
and fell in love with the country, especially the South Island. He found the sparseness of the countryside invigorDWLQJDQGDWWKH¿UVWRSSRUWXQLW\EURXJKWKLVIDPLO\WR1HZ=HDODQGWROLYHWKHRXWGRRUVOLIHKHUHPHPEHUHGDQG
loved. Dan got his love for camping and tramping from his parents, it just feels like summer to him. He is openly
gay and knew this from a young age. His family have always been very supportive of this as they are inclusive
supportive family. He has recently returnded from visiting his grandparents in India and wants now to be more
involved in his Indian heritage, its culture and history. Dan is a volunteer for the new immigrant mentor system
which helps new families settle into Southland society. He loves basketball and is a big fan of the Sharks, and
ORYHVWRDWWHQGWKHKRPHJDPHVDVRIWHQDVKHFDQ'DQKDVDNHHQSDVVLRQIRUGUDZLQJDQGKRSHVWR¿QGD
career in the creative industries. He is deeply in love with his friend Hamish and has kept this secret for a number
of years.
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Figure 35. Amelia Turnarounds.
Full Name: Amelia Seo-yeon Bell Age: 16

Nick Names: None

Amelia is half Korean on her mother’s side. Her mother was a famous country and western singer back in Korea
and met her father while on a country and western pilgrimage to Nashville. Her father fell madly in love with her
and whisked her back to his home town of Gore. She has grown up with music all around her and has adopted
her parent’s passion. She plays the guitar, violin and trumpet, and is a keen singer. Her favourite music is Heavy
Metal and Indie Goth but when she performs she is most passionate about country music. She is not really into
sport unless you include her razor scooter, which she has on her at all times, she believes walking is wasting
time. She lives in Gore but goes to high school in Invercargill as her mother is the music teacher there. She is
very inquisitive and secretly studies very hard, but doesn’t let that be known to her group. She loves being part
of the group but prefers her own company and is a bit of a loner. Amelia is sharp and can be very witty when she
wants. She comes across as being very serious and she is the go to person when anyone wants to know something factual.
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Figure 36. IzzieTurnarounds.
Full Name: Isabella Aroha Ferguson Age: 16

Nick Names: Izzie

Isabella is proud of her Maori, Scottish heritage, she is Ngai Tahu. Her family are originally from Bluff, where a
lot of them still live, but Izzie’s family moved to Invercargill to be closer to work and school. A lot of her early life
was spent in Bluff, in and around the Marae. Her whole family were heavily involved in the development of the
Te Fau Aroha Marae. She considers herself a feminist and is involved in mentorship for young Maori girls. She
also helps with traditional weaving and craft workshops with her mum. Izzie is the person everyone goes to with
their problems as they perceive her to be strong and wise and full of good and valuable advice. Unlike her best
friend Lucy, she doesn’t like technology and doesn’t even have a Facebook page - she believes it is all just time
wasting. Lucy teases her constantly about her lack of technological abilities and online absence. Izzie still has a
ÀLSSKRQHZKLFKPRUWL¿HV/XF\QRHQG,]]LH¶VSULGHDQGMR\LVKHUFDUZKLFKWDNHVHYHU\VSDUHSLHFHRIFDVKVKH
has. She has done it up with the help of her dad and loves their joint passion for classic cars. She never misses
the races at Teratonga or an Edendale crank-up weekend. Her favourite sport is basketball, a passion she shares
with Daneesh.
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Figure 37. Samuel Turnarounds.
Full Name: Samuel Alan Smith Age: 16

Nick Names: Sam, Sammie, Dick

Samuel thinks he is the funniest, fun loving guy in the whole group. He plays the clown the whole time and
tends to upset the women of the group a lot, hence they call him ‘dick’. He isn’t as funny or as insensitive as he
makes out. He is quiet insecure about his abilities and thinks he will never quite match up with the strengths of
his friends. He is always getting in trouble and tries to get his friends in trouble as well. Samuel is struggling at
school and can’t keep himself awake at night due to his addiction to his xbox. They are always bailing him out
and hiding his exploits from his parents. He claims to love rugby but never plays it, only watches it on TV. He
WKLQNVKHLVGRLQJXSKLVPDWWHEODFNXWHEXWHYHU\WLPHKHGRHVDQ\PRGL¿FDWLRQRQLW,]]LHKDVWRFRPH¿[LW+H
is secretly in love with Amelia but keeps jibing her with racist jokes, which upsets her. He admires his best friend
Hamish but is having trouble coming to terms with Hamish’s burgeoning relationship with Deenash, but won’t talk
about it. He loves his group of friends deeply but does not know how to tell them this. He is very caring and will
always come running whenever anyone needs anything but pretends he has got there by accident or was just in
the neighbourhood.
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5.3

Final Designs Sample pages - Bible

Figure 38. Sample page of project Bible
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46
Figure
39. Sample page of project Bible 2.

Episodes

Figure 40. Sample page of project Bible 3.
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6

Future Development
6.1

Transmedia Storytelling

 ǡ Ƥ   
with its primary target audience, I intend for the project to be produced locally using local talent,
voice actors, animators, artists and musicians. While much current programming is made by foreign
interests for economic gain, I aim for this project to be made by the community for the community.
To set the platform for this kind of collaboration to happen I hypothesize using Henry Jenkin’s
Participatory Culture and transmedia storytelling. I further propose the Southland characters that
I have designed being part of an online community more than a set series of programmes for a
linear television delivery. My research into youth media consumption has shown that this is an
appropriate platform to communicate with teenagers and to invite them to participate in creating
their own part of the story. As represented in Figure 38, there will be owned properties which will
be developed and released with frequency on a timed schedule such as in Figure 39.

͕͘Ǥ ƪǤ
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   ơơ
for teenagers to participate. For example the web series will initially be created and published
  Ǥ ơ
participation, from sharing, liking and commenting to downloading and remixing, audio and video
responding. Once the platform is established, it is anticipated that the audience become the
   Ǥ  ơ
 ǡơ    
to be the creator, commentator or initiator of the daily event. This will facilitate creating a local
community where teenagers are able to contribute as little or as much as they feel comfortable
with and have a share in owning the community products. Over time more collaborative
community dominate the content.

Figure 42. Twelve month transmedia release paln.
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7

Conclusion

Bro’town was cancelled in 2009 and since then, there has been no other New Zealand animated
ƪ  Ǥ Ǥ 
it I focused on exploring character design for an animation project based on research conducted on
  Ǥ  Ƥ
relating to representation in animation products aimed at a youth audience in New Zealand. I
found that there was no local content developed for the 2013-2014 period and that funding is a
contributing factor in the design, development and production of that content. I also discovered a
huge bias in the representation of gender and ethnicity in correct programming due to the need of
multinationals to sell a commercial product over multiple continents. These interests neither serve
New Zealand youth nor do they represent their perceived perceptions of their reality. I believe
that the characters that I have designed and created are successfully representative of Southland
youth aged 12 – 16 years. I conclude that they are successful as they are based on government and
local body research, local community observation and on-site drawing. Based on this, I intend
developing a community based funding model to develop a Transmedia storytelling platform. I
hope to fully develop the web series and then add products over a 12 month cycle so as to provide
the audience multiple entry points for participation and community collaboration.

51

52

8

List of Figures

Figure 1.

Figure 2.
Figure 3.
Figure 4.
Figure 5.
Figure 6.
Figure 7.
Figure 8.
Figure 9.
Figure 10.
Figure 11.
Figure 12.
Figure 13.
Figure 14.
Figure 15.
Figure 16.
Figure 17.
Figure 18.
Figure 19.
Figure 20.
Figure 21.
Figure 22.
Figure 23.
Figure 24.
Figure 25.
Figure 26.
Figure 27.
Figure 28.
Figure 29.
Figure 30.

Cultivation theory overview (1983). Retrieved from http://www.utwente.nl/cw/theo
rieenoverzicht/Theory%20Clusters/Media,%20Culture%20and%20Society/Cultivation_
Theory-1/
Contemporary animation series country of origin (2013)
Character representation, gender (2013)
Humanoid representation, gender (2013)
Body types (2013)
Body types by heads (2013)
Mouth shapes (2013)
Eye shapes (2013)
Eye colour (2013)
Face shapes (2013)
Skin colour (2013)
Line work (2013)
Shading (2013)
Career choices of year 11 students by gender (2013). Retrieved from
Sample sketches from Lornville sales yards (2013)
Samples sketches from Esk Street, Invercargill (2013)
Upper body clothing on male and female teenagers on Esk Street, Invercargill (20132014)
Kawaii experiments
Kawaii portraits
Template development
Southern urban female
Southern rural male
Posed characters
Urban female/ rural male TV trends
Four set of character from observations, panel one through to four
Six character set
Southland rural Male 3D development
Southland rural Male line work develop
Southern rural male 2D/3D comparison
Southland urban Indian male 2D/3D comparison
53

Figure 31.
Figure 32.
Figure 33.
Figure 34.
Figure 35.
Figure 36.
Figure 37.
Figure 38.
Figure 39.
Figure 40.
͕͘Ǥ
Figure 42.

54

Visual representation of Biography templates
Hamish turnarounds
Lucy turnarounds
Daneesh turnarounds
Amelia turnarounds
Izzie turnarounds
Samuel turnarounds
Sample page of project Bible
Sample page of project Bible 2
Sample page of project Bigle 3
 ƪ
Twelve month Transmedia release plan

9

Bibliography:

Australian Communications and Media Authority. (2014). Australian TV content. Retrieved from
http://www.acma.gov.au/Industry/Broadcast/Television/Australian-content/australian-contenttelevision
Baker, C. & Dixon A (2012, September 3). Calls out for suicide openness. The Southland Times.
ǣȀȀǤơǤ ǤȀǦȀȀ͙͔͕͛͜͝͝ȀǦǦǦ Ǧ
openness
ǡǤǡƬǡǤȋ͖͔͔͛ȌǤǫǣǦ
superheroes in children’s animated programs. Mass Communication & Society,
10(1), 25-41.
Beddows, E.(2012). Consuming Transmedia: how audiences engage with narrative across multiple
story modes. (Doctoral Thesis, Swindurne University of Technology, Australia). Retrieved from
http://www.emmabeddows.com/wp-content/uploads/2013/03/EmmaBeddows_PhDTHESISFINAL_
ConsumingTransmedia_2012.pdf
Bodkin-Allen, S. & Whittle, J. (2013). Survey of Participation in Sport and Recreation among
students in Years 7 and 8 in Southland. SIT Research Institute, New Zealand.
Bussey, K. & Bandura, A. (1999). Social cognitive theory of gender development and
ơǤ  ǡ͖͔͚ȋ͘Ȍǡ͚͚͛Ǧ͕͛͗Ǥ
D’Arma, A., & Steemers, J. (2012). Localisation Strategies of US-owned Children’s Television
Networks in Five European Markets. Journal of Children and Media, 6(2), 147-163.
ǡǤȋ͖͔͕͔ȌǤ  ǣ  Ƥ  
distinct media and environments (Doctoral Thesis, University of Sydney, Australia). Retrieved from
http://ciret-transdisciplinarity.org/biblio/biblio_pdf/Christy_DeanTransm.pdf
Decker, J. T. (2010). The Portrayal of Gender in the Feature-Length Films of Pixar Animation
Studios: A Content Analysis (Doctoral Thesis, Auburn University, USA). Retrieved from https://etd.
auburn.edu/handle/10415/2100
55

Dearnaley, M. (2014, June 7). Revealed: NZ’s riches and happiest. New Zealand Herald. Retrieved
ǣȀȀǤǤ ǤȀȀȀ Ǥ ǫ ̴ί͕Ƭ ί͕͕͖͚͖͛͝͝Ƭί ̴ 
Dunning, W. V. (1993). Post-modernism and the construct of the divisible self. The British Journal of
Aesthetics, 33(2), 132-141.
ǡǤǤȋ͖͔͔͝ȌǤ Ƥǫ
Wave of Feminism in Disney’s Female Protagonists. Senior Honors Papers, 90.
England, D. E., Descartes, L., & Collier-Meek, M. A. (2011). Gender role portrayal and the Disney
Princesses. Sex roles, 64(7-8), 555-567.
Fagence, B. (2013). ‘The Fallow Narratives’ and The Pier: Writing for comics within transmedia
storytelling. Studies in Comics, 4(1), 171-184.
Frith, K. T. & Mueller, B. (2010). Advertising and societies: Global Issues (2nd ed.).
NewYork: Peter Lang Publishing, Inc.
Furniss, N. (1998). Art in Motion: Animation Aesthetics. London, United Kingdom: John Libby.
Gerbner, G. (1998). Cultivation analysis: An overview. Mass Communication and Society, 1(3-4), 175194.
ǡ ǤǡƬ ǡǤȋ͕͚͛͝ȌǤǣ ƤǤ 
communication, 26(2), 172-194.
Gerbner, G., Gross, L., Morgan, M., & Signorielli, N. (1994). Growing up with television: The
 Ǥ  ǤƬǤȋǤȌǡơ ǣ 
Research (pp. 7-41). New York: Lawrence Erlbaum Associates, Inc.
Gerding, A. (2011). Be-tween two worlds: a content analysis of tween television programming.
(Doctoral Thesis, University of Delaware, USA). Retrieved from http://udspace.udel.edu/bitstream/
Ȁ͕͕͚͛͝Ȁ͕͔͚͙͙Ȁ̴ ̴Ǥǫ ί͕
ÚǡǤȋ͖͔͕͔ȌǤơ   ǯǤ Ǧ
Social and Behavioral Sciences, 2(2), 5202-5207.
56

Götz, M., Hofmann, O., Brosius, H. B., Carter, C., Chan, K., Donald, S. H. & Zhang, H. (2008). Gender
in children’s television worldwide: Results from a media analysis in 24 countries. Teleizion, 21(E),4-9.
Retrieved from http://origin-www.br-online.de/jugend/izi/english/publication/televizion/21_2008_E/
goetz%20et%20al_engl.pdf
Gollop, M. (2012). Strengthening Parenting in Southland: Children and Young People’s Views.
Retrieved from http://www.ourwaysouthland.org.nz/uploads/documents/2012-focus-groupsreport.pdf
ƥǡǤǡǡǤƬǡ Ǥȋ͖͔͕͖ȌǤ   ȋ͜
ed.). New York, USA: McGraw Hill
ǡǤȋ͕͚͝͝ȌǤǫ ǡ͕͚ȋ͖Ȍǡ͕Ǧ͕͛Ǥ
Hentges, B., & Case, K. (2013). Gender Representations on Disney Channel, Cartoon Network,
and Nickelodeon Broadcasts in the United States. Journal of Children and Media, 7(3), 319333. Retrieved from http://www.tandfonline.com/doi/abs/10.1080/17482798.2012.729150#.
VNHZE52Ud8E
Hernandez, M. (2007). The Double sense of Animated Images: A View on the Paradoxes of
Animation as a Visual Language. Animation Studies, 2, 36-44. Retrieved from http://journal.
animationstudies.org/wp-content/uploads/2008/01/ASVol2Art5MLHernandez.pdf
Jenkins, H. (2006). Confronting the Challenges of Participatory Culture: Media Education for
the 21st Century. An Occasional Paper on Digital Media and Learning. John D. and Catherine T.
  ǤǣȀȀƤǤ ǤǤȀȀ͙͚͔͚͗͜Ǥ
Jenkins, H. (2006). Convergence culture: Where old and new media collide. New York, USA: New
York University Press.
Jenkins, H. (2009). Confronting the challenges of participatory culture: Media education for the
21st century. Massachusetts, USA: MacArthur

57

Jenkins, H., Ford, S., & Green, J. (2013). Spreadable media: Creating value and meaning in a
networked culture. New York, USA: New York University Press.
Jenkins, H. (2013). Textual poachers: Television fans and participatory culture. New York, USA:
Routledge.
Kids on Screen. (2014). Retrieved from http://kidsonscreen.co.nz
ǡǤȋ͖͔͕͔ȌǤ ơǣǮ ǯǮ ǯǤǡ͙ȋ͕Ȍǡ
9-24.
Knee, R. (1997). Story: Substance, Structure, Style and the Principles of Screen Writing. New York,
USA: Harper-Collins
Olafsson, K., Livingstone, S., Haddon, L. (2014). Children’s Use of Online Technologies in Europe. EU
Kids Online Network. Retrieved from www.eukidsonline.net
ǡǤǡǡǤǡ ơǡǤǡƬǡǤȋ͖͔͔͖ȌǤ
content of children’s television cartoons across genres. Journal of Applied Social Psychology, 32(8),
1653-1662.
Law, R. (1997). Masculinity, place, and beer advertising in New Zealand: The Southern Man
campaign. New Zealand Geographer, 53(2), 22-28.
ǡǤȋ͖͔͕͔ȌǤǯ  Ƥ Ǥ
International Communication Gazette, 72(2), 171-190. Retrieved from http://gaz.sagepub.com.
ezproxy.massey.ac.nz/content/72/2/171.full.pdf+html
Madden, M., Lenhart, A., Duggan, M., Cortesi, S., & Gasser, U. R. S. (2013). Teens and Technology
͖͔͕͗Ǥ ǤǣǣȀȀǤǤȀƤȀǦ
media/Files/Reports/2013/PIP_TeensandTechnology2013.pdf
Madge, L. (1997). Capitalizing on” cuteness”: the aesthetics of social relations in a new postwar
Japanese order. The Journal of the German Institute for Japanese Studies, 9, 154-174. Retrieved
from http://www.dijtokyo.org/doc/JS9_Madge.pdf
58

Merskin, D. (2002). Boys will be boys: A content analysis of gender and race in children’s
advertisements on the Turner Cartoon Network. Journal of Current Issues & Research in
Advertising, 24(1), 51-59. Retrieved from http://www.tandfonline.com.ezproxy.massey.ac.nz/doi/pd
f/10.1080/10641734.2002.10505127
Ministry of Health. (2014). Activity levels in New Zealand: Data and statistics on activity levels
for New Zealand adults and children. Retrieved from http://www.health.govt.nz/our-work/
preventative-health-wellness/physical-activity/activity-levels-new-zealand
Ministry of Youth Development (2014). Retrieved from http://www.youthstats.myd.govt.nz/
indicator/healthy/suicide/regional.html
Mitell, J. (2013). Complex TV: The Poetics of Contemporary Television Storytelling. Retrieved from
http://mcpress.media-commons.org/complextelevision/
Morgan, M., Shanahan, J., & Signorielli, N. (2009). Growing up With Television: Cultivation
  ǡ ǤǡƬǡǤǤȋǤȌǤȋ͖͔͔͝Ȍơ ǣ  
(3rd) (pp. 34-49). Hillsdale, NJ: Erlbaum.
Norris, P. & Pauling, B. (2012) NZ On Air: An Evaluative Study 1989-2011. Retrieved from http://www.
nzonair.govt.nz/document-library/evaluative-study-of-nz-on-air-may-2012/
NZ on Air. (2014). Retrieved from http://www.nzonair.govt.nz
Ǥȋ͖͔͕͘ȌǤ ǫ ǯ
consumption. Retrieved from http://www.nzonair.govt.nz/document-library/2014-audienceresearch-full-report/
NZ on Air. (2014). Survey of Regional TV Audiences. Retrieved from http://www.nzonair.govt.nz/
document-library/regional-tv-audiences-research-2014/
ǡǤǤǡƬ ǡǤȋ͖͔͔͕ȌǤơ  ǯ
animated entertainment. Sex Roles, 45(1-2), 67-88.
Our Way Southland. (2013) Southland Quality of Life. Retrieved from http://www.ourwaysouthland.
org.nz/uploads/documents/ows-quality-of-life-2013.pdf
59

Parkinson, A. (2014, April 5). Region’s low suicide rate impresses coroner. The Southland Times.
ǣȀȀǤơǤ ǤȀǦȀȀ͔͖͖͛͝͝͝ȀǦǦ ǦǦ
impresses-coroner
Peck, S. (1982). Atlas of Human Anatomy for the Artist. Oxford, United Kingdom: Oxford University
Press.
ǡǤǤȋ͖͔͔͕ȌǤ ǣ  ǲơ
Girls”. SIMILE: Studies in Media & Information Literacy Education, 1(4), 1-11. Retrieved from http://
utpjournals.metapress.com.ezproxy.massey.ac.nz/content/102t2ug5178t667l/fulltext.pdf
PWC. (2012) Economic contribution of New Zealand Film and television industry. Retrieved from
http://www.wecreate.org.nz/wp-content/uploads/2014/07/PWC-Film-TV-2011.pdf
Rideout, V. J., Foeher, U. G., & Roberts, D. F. (2010) Generation M2: Media in the
lives of 8-18 year olds. Menlo Park, CA: Henry J.Kaiser Family Foundation.
Radner, H & Stringer, R. (2011) Understanding Gender in Contemporary Popular Cinema. New York:
Routledge
Robertson, V. L. D. (2013). Of ponies and men My Little Pony: Friendship is magic and the Brony
fandom. International Journal of Cultural Studies. Retrieved from http://ics.sagepub.com.ezproxy.
massey.ac.nz/content/early/2013/01/03/1367877912464368.full.pdf+html
Sarap, M. (1996). Identity, Culture and the Postmodern World. Georgia: University of Georgia Press.
Shanahan, J., & Morgan, M. (1999). Television and its viewers: Cultivation theory and research.
Cambridge, United Kingdom: Cambridge University Press.
Southern District Health Board (2010) Southern Suicide Prevention Action Plan 2011 – 2013.
ǣȀȀǤǤǤȀƤȀ͖͔͕͖͔͕͔͕͔͕͕͗͘͝Ǧ͕͖͔͙͕͗͛͗͘͝Ǧ͔Ǥ
Sport New Zealand (2011). Sport and Recreation in the Lives of Young New Zealanders: Sport
ȀƤǤǣȀȀǤǤǤȀǦ
60

ȀȀ͖͔͕͗Ȁ͕͔ȀǦǦǦƤǦ Ǥ
Statistics New Zealand. (2014). 2013 Census QuickStats about a place: Southland Region. Retrieved
ǣȀȀǤǤǤȀȀ͖͔͕͗Ǧ ȀƤǦǦǦȀ ǦǦ
Ǧ Ǥǫ̴ί͕͙͕͕͖ƬǢί
Statistics New Zealand. (2014). 2013 Census QuickStats about a place: Invercargill City. Retrieved
ǣȀȀǤǤǤȀȀ͖͔͕͗Ǧ ȀƤǦǦǦȀ ǦǦ
Ǧ Ǥǫ̴ί͕͙͕͚͖ƬǢ̴ί͕͙͕͕͖ƬǢί͓
Statistics New Zealand. (2014). Household Use of Information and Communication Technology:
2012. Retrieved from http://www.stats.govt.nz/browse_for_stats/industry_sectors/information_
technology_and_communications/HouseholdUseofICT_HOTP2012.aspx
Statistics New Zealand. (2014). International migration to and from Southland region: 1996 – 2013.
Retrieved from http://www.stats.govt.nz/browse_for_stats/population/Migration/internationaltravel-and-migration-articles/international-migration-to-from-southland.aspx
Strasburger, V., Wilson, B. J, & Jordan, A. (2009) Children, Adolescents, and the
Media, 2nd edition. Los Angeles, CA: Sage Publications
Television New Zealand. (2015). Retrieved from www.tvnz.co.nz
Terranova, T. (2012). Attention, economy and the brain. Culture Machine, 13, 1-19. Retrieved from
http://www.culturemachine.net/index.php/cm/article/viewDownloadInterstitial/465/484
Towbin, M. A., Haddock, S. A., Zimmerman, T. S., Lund, L. K., & Tanner, L. R. (2004). Images of
Gender, Race, Age, and Sexual Orientation in Disney Feature-Length AnimatedFilms. Journal of
Feminist Family Therapy, 15(4), 19-44.
ǡǤǤǡƬǡǤȋ͕͛͝͝ȌǤ ǣ  ǯǯǫǤ
Sex Roles, 37(5-6), 415-432.
ȋ͖͔͕͗Ȍ͕͔ǤǣȀȀ ǤơǤ ǤȀƤȀ
Venturecareersurvey.pdf
61

Venture Southland (2014) Southland Futures: Regional Economic Development Strategy Primary
Industry Careers for Young People in Southland. Retrieved from http://www.venturesouthland.
co.nz/Portals/0/Documents/Southland%20Futures%20Full%20Report.pdf
Zanker, R. (2011). Child audiences becoming interactive ‘viewsers’: New Zealand children’s
responses to websites attached to local children’s television programmes’. Participations-Journal
of Audience and Reception Studies, 8(2).

62

10

Appendix
10.1

Character Biography – Hamish.

63

64

65

66

67

68

10.2

Draft Script One

69

70

71

72

73

74

75

