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	 1.0 Abstract

	 Central proposition

	 �e purpose of this project was to investigate the process of creating a pitch bible and its supporting character artwork. �rough the 
creation of production material for an adult animated TV series, this research explores themes of ecological impact caused by the wildlife 
trade.

	 Abstract

	 Over the last decade, animated series have become increasingly popular as a form of entertainment for young adults. Many modern 
animated shows such as Arcane (Linke, C. et al. 2021) and Rick & Morty (Cro�ord, K. et al. 2013) have achieved success and a wide range 
of viewership, thanks to the advent of streaming services, adult animation is seeing an industry boom. To many aspiring young animators 
and creators, this is a great time to get into the industry. With many companies seeking to embrace the opportunities of these new 
animated intellectual properties, it begs a question how companies or individuals go about creating these works of media.

	 To this end, this research project pursued a goal of investigating the process of creating a pitch bible which is a proposal document 
presented to a board of executive producers that visually and textually describes an animation license. �e �nal output for the project was 
a pitch bible, which is supported by a series of character designs. �e concept design load for this project focuses on the character design 
pipeline as a means to cover the widest range of previsualization design work needed for a pitch. �is has allowed the research to focus on 
the centerpiece of narrative development and the area for the greatest range of design.

	 �e narrative for this proposed pitch has developed is centered around a �ctional animated TV series. As a way to imitate the 
requirements of an actual animated television series, the narrative of the series sought to explore themes surrounding the illegal wildlife 
trade and the role humans play in species extinction both on a personal and societal level.
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	 4.0 Introduction

	 I have always wanted to tell my own stories. From growing up watching �lms like Lords of the Rings (Jackson. P, 2001; 2002; 2003) and 
Star Wars (Lucas, G. 1977), to write my own narratives at school. I have been fascinated by the art of storytelling, and I was introduced to the idea 
of pitching while studying animation. Pitching is a process in which a creator presents their idea to a board of executive producers who work for a 
production company. If I wanted to achieve my dream of producing my own animation for the big screen or television, this was a process I needed to 
become familiar with.

	 Behind every successful animated show, there is a long, sometimes grueling production process, which starts with what industry professionals 
call a �pitch�. A pitch is a presentation a potential creator gives to a board of executive producers from a particular company to persuade them, 
and by extension the company, to turn the creator�s idea into a fully-�edged show. As the role of an animation executive producer is the large-scale 
management of people, time and resources on a project, they have a keen insight into production of an animated project. So, if the goal is to pitch 
something that will be seen as potentially popular enough to be made, what is the major trend in the animation industry currently?

	 In a 2020 article published on Cartoon Brew, Alex Dudok De Wit Written summarizes and extrapolates information from �Second edition 
White paper�, a document of statistics and trends in the American animation industry. �e document is composed by John Evershed, co-founder 
and former CEO of Mondo Media. �e White Paper points out that while adult animation in the past has been relegated to sitcoms and �irreverent 
comedies�, the genre scope of adult animation in recent years has been expanding. �is opens the door to many new possible series and �lms from a 
wider range of creative minds.

	 Many successful series employ a point of interest within the story called a �hook�. �e point of a hook is to immediately capture the audience�s 
attention. For example, dragons and the promise that any character can die is what drew a lot of people into the �rst few seasons of the Game of 
�rones (Benio� et al., 2011�2019) adaptation. To tie into the idea of social relevance (�e idea that a story should tackle an idea that is important to 
its audience), I wanted the hook for the series to re�ect the pro-environmental sentiments of the project. �e narrative purpose of the creatures is that 
of a primary metaphor for the anti-poaching sentiments of the central narrative. 

	 �e creature design for the narrative is focused around the idea of large sympathetic creatures to act as a stand-in or allegory for non-renewable 
resource management. �e purpose of this is to bring forward the environmental and anti-consumerist themes that would give the narrative an 
important social relevance. Many other animated TV series also have an environmentalist message as it is typically an important issue for their target 
audiences of kids, teens and young adults. Such shows include Kipo (Sechrist R, el at, 2020), Hilda (Mueller K, et al, 2018 - 2020) and �e Dragon 
Prince (Bhesania D, el at, 2018 -). In particular, the creatures are meant to reference to the poaching of bison by the European settlers of America and 
the modern hunting of endangered African species such as African Elephants and White Rhinos.
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	 Among the worst factors in the extinction of animal species is the illegal trade of wildlife and the act of killing an animal that has been legally 
deemed protected (WWF, 2022). While in the past, poaching was a crime more akin to the�, nowadays poached animals usually belong to a species 
that is endangered or going extinct that is found on government protected land or sanctuaries. According to one study (Lavadinovi� VM. et al, 2021), 
while the most well-known endangered animals come from the African continent and the oceans, there are studies looking into species across the 
globe that face annihilation at the hands of humans. As many of the species facing extermination at our hands are vital parts of their ecosystems, losing 
these animals could be detrimental to humanity and the planet as a whole.

	 As a means to bring the themes of animal poaching and extinction into the design side of the project, a large part of the narrative framing for 
this pitch is aimed at selling characters from a world where giant roaming creatures are being hunted for fuel. �e meta-narrative for these creatures 
is an allegory for poaching, mining of fossil fuels and colonial invasions as well as the consequences of their consumption. �e design goal for these 
creatures would be an animal of unworldly scale that despite the size di�erence, could still evoke sympathy in an audience. 

	 �e most important factor for getting the audience invested in the narrative is character. �e driving force behind the developing plot, a story 
can live or die on how invested the audience gets in the struggle of the main cast of the characters. As a result, what information an audience can 
confer from looking at a character means a lot as this will in�uence their opinions of the character and how the audience feels about the plot as it plays 
out.

	 �is is where the role of the character designer �ts in. Particularly in an animation production setting where the character�s body itself needs 
to be designed, modeled and textured. Because the animation team has total control over not only how the characters act, but also how they look, 
concept artists for animation need to take complete advantage of their ability to tailor a character�s fundamental look to suit the purpose/need of the 
series or movie. Something as simple as giving a character a long, hard rigged nose implies a lot about the character to the audience before they have 
even spoken a word. For example, according to a study by Kuan-Lin Chen, I-Ping Chen & Chi-Min Hsieh (2020), face aspect ratio, nose length, and 
distance between the mouth corner and face edge play a big part in making a character look unique and discernible.
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	 5.0 Literature review

	 5.1 Animation for Adults
	 One of the most noticeable trends within the animation industry over the last decade has been the rise of animated media with a target 
audience of adults. In a review of analytics of the viewership numbers on streaming websites globally between July and August 2021, US company 
Parrot Analytics made several observations about the industry and the popular shows available during that period. Of the shows listed in the statistics, 
Rick and Morty, the adult dark comedy show, was shown to have 71 times the demand than an average television show during that same period of 
time. �e two runners up being Attack on Titan (Furukawa, Y & Ishikawa, M. 2013 - 2019) & Invincible (Racioppa,S. 2021) which were listed as 64 
times and 34 times more popular than the average television show respectively. Both Rick and Morty (Cro�ord, K. 2013 - 2021) and Attack on Titan 
(Furukawa, Y. et al. 2013 - 2021) ranked amongst the top 10 most watched during the July - August statistics window, showing that there is absolutely a 
large public interest in animated shows with mature themes and imagery.

	 Some observations made in this statistics article put an emphasis on the reasoning behind the steady rise in adult animation�s popularity. One 
such observation was that the biggest increase in demand for mature animation was during the recent world wide pandemic. �anks to the nature of 
animation requiring no on site �lming, animation production can be organized around the team members working from home so production could 
continue uninterrupted a�er a bit of reorganization. As quoted in the Parrot Analytics article, �Even president of the ViacomCBS group (which owns 
Comedy Central), noted that cartoons were �almost pandemic proof � (Unknown Author, 2021). Due to the delay in live action �lm productions, many 
people instead turned to animation for their entertainment needs.

	

Invincible (2021) Attack on Titan (2013 - 2022)
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	 Another factor is the change in attitude towards narrative in animation. While in the past it was expected that western animation is to be aimed 
solely at children, this trend has begun to change as children who grew up with animated shows become adults. As the audience matures, so must the 
themes and narrative of the media that the audience consumes. In other words, animation aimed at children are predominantly comedies that operate 
on a sanitized view of the world and deal with simpler story arcs. Adult animation is generally expected to explore more challenging topics and covers 
many di�erent genres by comparison.

	 Alongside its rising popularity, animation has also enjoyed positive in�uence and reception for multiculturalism and diversity. �anks to 
growing up with access to sources of foreign animation, new generations of animation creators draw in�uences from cultures other than their own. 
Another recent change is the increase of representation with animated media. Due to rising  interest in diversity within society, animation creators are 
trying to appeal to that sense of inclusivity by incorporating more characters belonging to ethic groups and LGBTQ communities. (Horst, C. 2020)

	 Overall the most important points about animation for adults is that due to a rising interest, creating mature animated stories is much more 
�nancially feasible as companies seek to pro�t from the increasing popularity of the format. �is change in attitude towards animation has been 
instigated by the success of adult animation series such as Rick & Morty (Cro�ord, K. 2013 - 2021), Arcane (Linke, C. et al. 2021) and Attack on Titan 
(Furukawa, Y. et al. 2013 - 2021) as well the global lockdowns, which hindered live action productions but not animation.

Rick & Morty (2013 - 2021) Aracne (2021)
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	 5.2 Character Design for Adult Animation
	 At the cornerstone of any story are the characters, the people that act out the plot of the story and drive the narrative. Among all the things that 
are important to get right in an animation production, characters are the primary concern. If the characters are unengaging, the audience will likely 
turn to a di�erent piece of media to ful�ll their entertainment needs.

	 When designing animated characters for an adult audience, it�s important to recognize that the viewers are older and more mature than 
what animation is typically used to. To re�ect the increased maturity in animated show themes, there is also an expectation that the art style will be 
more complex, allowing for more detailed characters. As Ian Friend from the University of Gloucestershire states that in most adult animated shows, 
�Characters are generally realistically proportioned and lack the overt abstraction that can be evidenced in shows for the younger demographics.� 
(Friend, I. 2019). While in animation aimed at younger audiences, it is usual or even expected to heavily stylize the characters. In children�s cartoons, a 
character can have a head twice the size of their own body and not look out of place within their art style. However adult animation tends to lean more 
on realism in its styling. �e main exception to this rule seems to be 2D comedy shows, as shows like Rick & Morty (Roiland, J. et al. 2013 -2022) and 
the Bojack Horseman (Arnett, W. et al. 2014 - 2020) are �lled with dark adult humor but also use heavy stylization.

Rick and Morty: Character Creation Secrets: Adult swim (2020, May 1)
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	 Another important aspect to consider when designing characters is the idea that the cast should be diverse and easily readable. A common 
idea is that di�erent characters should be made of di�erent overall shapes. Changing not just how a character�s silhouette reads, but also the size and 
shape of signi�cant facial features allows an animator to imply multiple di�erent things. While in reality, the phrase �Don�t judge a book by its cover� 
is a general piece of wisdom about social interaction, the intention of a character design is for the audience to infer information from how the various 
characters look. As the freelance character designer, Brookes Eggleston says in his tutorial series about creating characters, �Character design is a 
tool for storytelling by utilizing shape language. It�s as simple as the lines being diagonal and asymmetrical.� (Brookes, E. 2015). �e information the 
designer can convey to the audience can include not just their personality and skills but also information about their heritage and background. 

	 An investigative study by professors from the National Chiao Tung University in Taiwan looks into the speci�c facial features that make faces 
look di�erent in animation. �e features pointed out in their �ndings include, �...(1) face aspect ratio, (2) nose length, and (3) distance from mouth 
corner to face edge are three crucial facial features in character design.� (Chen, K. Chen, I. Hsieh, C. 2020). �is blends into the idea that an audience 
can gain insight into character personality and traits by their physical design and points out the kind of facial and physical features the audience 
might notice �rst.  In the case of nose shape, a study from Georgia Institute of Technology in the United States into the genetics that determine nose 
shapes found the environmental factors that a�ected a person�s genetic ancestry was a deciding factor in the fundamental shape of a person�s nose. 
For example, someone with a �atter nose bridge and wide open nostrils is more likely to have ancestry from a warm tropical region as that genetic 
variation allows for a greater intake of air, faster in a warm and humid environment (Zaidi AA, Mattern BC, Claes P, McEvoy B, Hughes C, et al. 2018). 
�is means that when designing a character for animation, the potential to build the character from the ground up dictates that the designer should 
take into consideration the implications of their character design decisions. Not only does something as simple as a character�s nose shape imply things 
about their personality, but also their background and heritage and all the baggage that might contain inside and outside the narrative.
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	 5.2.1 Designing for character relationships
	 One of the more challenging parts of writing characters is making sure their ideas, motives and con�icts somehow end up discussing the moral 
issues the media wishes to present to the audience. Even most children�s shows try to communicate a moral or lesson for its audience, however simple 
or basic that lesson might seem. As an audience grows, their understanding of the world around grows too, becoming more complex and nuanced. As 
a result older audiences will seek more diverse stories where right and wrong are up for debate. As I intended to write complex characters as a base for 
my concept design work, I felt that I should look into how certain shows and ideas are cra�ed for an older audience.	

	 One of the main character relationships within my design that I 
explored was the opposing foster father in�uences of �eo and Alexander on 
the main character Ethan. �e purpose of this character dynamic is to discuss 
the idea of human interaction with the natural world, where Alexander 
represents an ideal of living in harmony with the natural world and �eo 
represents an ideal of domination and conquering the natural world. 

	
	 Hegelian Dialectic
	 One of the best examples of good character dynamics discussing the 
moral dilemma of the narrative can be found in the sequel series �Avatar; 
Legend of Korra� (DiMartino, M. Konietzko, B. 2012 - 2014). In his video 
essay, �What Writers Should Learn From �e Legend Of Korra�, Sage Hyden 
talks about how Georg Wilhelm Friedrich Hegel�s �Hegelian Dialectic�, can 
be used in storytelling. In Hegelian Dialectic, the goal is to reach the truth by 
presenting a thesis, then the opposing antithesis, then by examining the thesis 
against the antithesis you come to the synthesis, the new understanding. 
But as Hyden points out, in ��e Legend of Korra makes sure to give each 
of its villains some ideological merit.�(Just Write, 2016). Almost none of 
the antagonists are cardboard cuts out just there to be knocked over. �ere 
is something to learn from the villains of each session, for the protagonist 
Korra and the audience. �By embracing a Hegelian world view, the Legend of 
Korra is able to navigate complex ideas while also making its character more 
interesting� (Just Write, 2016). If Legend of Korra proves anything, it�s that it 
is far more compelling for the story to be an argument or discussion that gives 
both sides of the argument their say. 
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5.3: Role and Origin of Creatures

Monsters or Creatures are a �xture of mythology, science �ction and fantasy 
storytelling. Even in the earliest transcribed myths such as the Ancient Sumeria 
tale known as �e Epic of Gilgamesh (Acocella, J. 2019), unnatural beasts appear 
that serve as an obstacle for the protagonist on their journey. As a �xture of human 
storytelling even since our earliest recorded civilizations, it is unsurprising that we 
o�en immediately equate the term, Monster, with horrors of imagination and the 
things that lurk in the darkness. With context to movie monsters of old like Count 
Orlok from F. W. Murnua�s �Nosferatu� (1922), Molly Pennington states in a 2019 
article, �Cinematic monsters o�en represent society�s deepest fears as a way to 
provide commentary on harrowing cultural events. �ey represent the worst parts of 
human instincts.� (Pennington, M. 2019). In other words, monsters as a concept were 
mainly conceived as a narrative device for discussing things that might otherwise 
be considered taboo, playing into the fears and problems that might otherwise go 
unaddressed.

Some modern interpretations pose monsters in a far more sympathetic light, 
playing the part of tragic, misunderstood outcasts. �e perspective of the narrative 
has changed hands. Many �lms featuring monsters in the 21th century don�t look 
at the creatures from the point of view of the social majority, but through a more 
personal view. Examples as early and in�uential as Frankenstein�s Monster from 
Mary Shelley�s �Frankenstein� is an early and in�uential example that falls into this 
category of sympathetic creatures, alongside more recent examples media like �James 
Sullivan� from Disney Pixar�s, �Monster�s Inc� (Docter, 2001) and  �Toothless� from 
Dreamworks� �How to train your Dragon�(Sanders & DeBlois, 2010). With the trend 
towards more sympathetic creatures, it could be considered a missed opportunity 
to limit their use within animated media to the cute monsters of children�s �lms. As 
Ciara Wardlow points out in her analysis of the 2016 �lm �A Monster Calls� - � A 
Monster Calls reminds us that the fault in �people are frightened by what they don�t 
understand� lies just as much, if not more, with those who are frightened than those 
who are feared.� In other words, �lms are now more about how society and people 
react to a creature rather than the horror of the creature itself. �is suggests that one 
of the best uses for a monster in a story is to be an event or object for the characters to 
react to. 

 Count Orlok - Nosferatu (1922)

 Frankenstein�s Monster - Frankenstein (1931)
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In many ways, the use of the creature as a backdrop for the story rather 
than the focus of the story itself is comparable to the narrative device of 
a Macgu�n. A Macgu�n is �A plot device that helps drive the narrative 
forward but really isn�t that important ultimately to the story.�(Renee, V. 
2016). As a rule, if you can change the item/object in question and the story 
doesn�t change, it�s a Macgu�n. However I think creatures ultimately fall 
outside of the de�nition of Macgu�n because even in the most common 
place movies creaturesz have autonomy, the ability to act and move without 
external prompting. �is means that even the most basic movie monster 
such as the classic zombie, can advance the plot of the story without any 
input from the actual cast of the narrative. For the purposes of this research, 
having the creature work in a similar way works as it allows the characters 
to take center stage while keeping the allegory the creatures ful�ll working. 
It�s important that the characters� actions drive the narrative for this story as 
the moral of the story is about how human actions a�ect the environment, 
but the creatures need a level of autonomy so they force the characters into 
making choices and so the audience can sympathize with the su�ering 
in�icted upon them throughout the story.

A�er investigating a lot of both modern and historical, there are numerous 
decisions I made for the project. �e biggest decision was to have the 
creatures play a back seat to the characters, focusing the bulk of the concept 
work on the main cast rather than monsters that were just meant to act as a 
plot device.
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5.4 The Pitching process

A pitch bible is a document made to present and explain an idea for an 
Intellectual Property. Usually these are made by individuals or small teams 
and presented to a board of executive producers in order to propose a new 
animation.. 

	 It is recommended to include the following content within a pitch bible, 
a summary of story, character and world, social and an explanation of how the 
product is relevant to the company. For a story summary , the intention is to 
get all the necessary basic information across as e�ciently as possible, whether 
in relation to the narrative or the characters that drive it. In an internet style 
interview (Nickelodeon Cartoon Universe, 2020),  animation developer Kari 
Kim describes the three pillars of Nickelodeon as �comedy, kid�s perspective, 
gender neutral�, pitching an IP to them that is outside that range in not going 
to be successful. It also helps that the story is relevant to the social, political 
and cultural issues of the time. Having industry experience is important as it 
means the pitcher is aware of what goes into making a show. An additional way 
people get their time to show their ideas is if they have a work history with the 
company they�re presenting to. Examples of this include Pendalton Ward, the 
creator of Adventure Time (Ward, P. 2010 - 2018) and Alex Hirsch, Creator of 
Gravity Falls (Hirsch, A. 2012 - 2016).

In a roundtable style interview run by the Los Angeles Times, Don Hall 
discusses how when he would bring ideas to Disney Pixar, John Lannister would 
encourage him to bring more than one story idea to the table (Los Angeles 
Times, 2014). Rather than �put all your emotional eggs in one basket� as Hall 
puts it, Disney seems to encourage creators to bring a wide range of ideas 
instead of just one idea they are attached to. �is lines up with another piece of 
advice from Sr. Director Daniel Wineman, ��ink of a pitch as a conversation 
starter, where you�re introducing a few core traits.�  (Nickelodeon Cartoon 
Universe, 2020). 

Alex Hirsch - Creator of Gravity Falls

Pendalton Ward - Creator of Adventure time
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	 Antony Gusscott is the Creative director at �Sprinkles on Top �� a pre-production assistance company in Seoul, South Korea. His company 
focuses on assisting creators with the pitching and pre-production process of animated TV series. In his talk on pitching animation, Gusscott explains 
the idea of di�erent types of pitch documents and their purposes. For example, he notes that a �one pager� or a �Flier� are important documents to get 
right as they are great for quickly getting your idea across in a short amount of time. A Flier is a single double sided page, consisting of artwork on one 
side, text and contact details on the other. A one pager is a  simple single text document.  Condensing the pitch down into a one page document also 
pulls focus on what is important, what needs to be said and what is subtext and details.

	 �e most important factor within the pitch process was to form an understanding of the company, audience or collective you are presenting to. 
Most well established companies within the industry have core brand values and are unlikely to want to invest in a venture that actively goes against 
their brand. Disney is unlikely to produce an animated action series for adults under the Disney brand as they have built their animation reputation on 
being a kids musical animation �lm company While there isn�t always a way to know what a company has going on behind the scenes, it generally pays 
to research leaks, rumors and announcements as a company generally wants to avoid making two of the same product.

	 A big part of the pitching process is proving that the creator can deliver on their commitments. No company will spend time and money on an 
inexperienced creator who can�t handle the production process. As Anthony Gusscott (2021) describes, when you give a pitch, you are also pitching 
yourself, your vision and their future. To this end, a lot of companies require that the creator pitching a product has experience in the industry. 






























































