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Abstract: In an era where digital communication often lacks emotional resonance, the 
video game ‘Kind Words 2’ emerges as a distinctive platform for anonymous, empathet-
ic exchange. This study investigates how anonymous interactions within the game pro-
mote emotional support, comfort, and a sense of companionship among players. Em-
ploying a mixed-methods approach—including self-observation, online surveys, and 
semi-structured interviews—the research uncovers key findings: players consistently 
report feelings of emotional relief, validation, and reduced loneliness after engaging 
with the community. The study also reveals that anonymity significantly enhances 
openness and authenticity in communication, allowing players to share vulnerabili-
ties without fear of judgment. These findings demonstrate the game’s potential as a 
digital tool for fostering mental well-being and community resilience. By highlighting 
how anonymous digital environments can facilitate meaningful social support, this re-
search contributes to ongoing discussions on the therapeutic potential of video games 
and their role in addressing emotional needs in online spaces.

Keywords: ‘kind words 2’; anonymous social support; empathy-driven; game de-
sign; online community interaction; emotional expression in games
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Introduction
In today’s digital age, it is unavoidable 

for people to use technology as an escape 
from real-world difficulties, such as seek-
ing consolation from strangers online 
rather than from those in their immediate 
surroundings. When it comes to seeking 
emotional support and wellbeing, the con-
cept of “familiar strangers” is no longer 
unfamiliar. Familiar Strangers is a social 
phenomenon that refers to people we rou-
tinely see but never contact with. In other 
words, our connection with these known 
strangers is one in which both parties 
choose to ignore each other rather than in-
teract directly (Paulos & Goodman, 2004). 
For example, if someone buys coffee at the 

Ni Putu Anindhitha Ayesha Sandra  is  a lecturer at 
The Faculty of Creative Industry, Universitas Suraba-
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same cafe every day and then fails to show 
and disrupts their routine, we will notice 
right away.	

However, there appear to be excep-
tions to the non-interaction rule with 
Familiar Strangers: as we move away 
from our usual encounters with them, we 
perceive them more as close friends with 
whom we have direct touch. As a result, 
we are more inclined to treat our coffee 
shop Familiar Strangers in other loca-
tions, such as distant cities, with courte-
sy than we do in our own area. Similarly, 
when we see them in sporadic situations 
such as accidents, injuries, and so on, we 
would engage in more encounters with 
our Familiar Strangers due to our previ-
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ous shared knowledge and awareness of 
each other, even if they were not direct.

Despite rapid technological break-
throughs and an ever-expanding digital 
landscape, loneliness and social isola-
tion have arisen as important concerns in 
modern society (Jones et al., 2014). Inter-
estingly, new study suggests that online 
interactions and video games may provide 
a unique opportunity for people to find 
consolation and form meaningful connec-
tions, even with strangers (Ducheneaut & 
Yee, 2013; Jones et al., 2014; Snodgrass et 
al., 2017; Villamil & Heshmati, 2023). In 
this context, the release of ‘Kind Words 2’ 
a video game in which players share their 
thoughts, feelings, and experiences with 
anonymous peers, has aroused renewed 
interest in the ability of digital platforms 
to build empathy, compassion, and a sense 
of community. 

There is a wealth of research on how 
technology might support mental health 
and wellbeing, which offers a useful con-
text for comprehending the effects of 
‘Kind Words 2’ Research has demonstrat-
ed how video games can promote social 
connection, a feeling of accomplishment, 
and general life pleasure. Furthermore, 
studies have indicated that people, espe-
cially those who are socially isolated or 
upset, may be able to express themselves 
more freely and form meaningful connec-
tions with others due to the supposed ano-
nymity and safety of online environments. 
In 2017, Snodgrass et al. Dunbar et al., for 
example, discovered that playing video 
games and other digital activities can re-
sult in “pleasant sensations” and a great-
er sense of “oneness” with other people, 
which in turn can improve one’s general 
quality of life. In a similar vein, Ryan et al. 
(Jones et al., 2014) highlighted how video 
games may provide a sense of accomplish-
ment and purpose while also fostering 
strong social and emotional relationships, 
even when players are physically separat-
ed.

and receiving encouraging responses. The 
game mechanics encourage empathy and 
compassion (Chen et al, 2021; Jerret et al., 
2020) by allowing players to anonymously 
share their thoughts and feelings without 
fear of judgment. Players offer kind words 
and support to others, fostering a sense of 
community and connection (MacCarthy 
et al., 1989). This exchange of kindness 
can be particularly helpful for those ex-
periencing social isolation or emotional 
distress, offering a sense of belonging and 
validation. The act of giving and receiving 
kindness within the game contributes to 
a positive feedback loop, reinforcing pro-
social behaviors and creating a supportive 
environment. Furthermore, the game’s fo-
cus on positivity and encouragement can 
promote emotional well-being and resil-
ience, helping players cope with challeng-
es and build a sense of hope (Kind Words 
(Lo Fi Chill Beats to Write To), 2019).

Methodology
This research will explore the con-

nection between playing ‘Kind Words 2’ 
and the experience of finding comfort 
between players anonymously using a 
mixed-methods approach incorporating 
both self- observation through gameplay 
and data collection from other players. 
This multifaceted approach allows for a 
richer understanding of the phenomenon 
by combining personal experience with 
the perspectives of a wider player base. 
The study will be conducted in two phases:

Phase 1: Self-Observation through 
Gameplay

This phase will involve the researcher 
actively playing ‘Kind Words 2’ for a pre-
determined period (e.g., one month). The 
researcher will engage in various in-game 
activities, including:

1. Sending and receiving let-
ters: Experiencing the process of both 
requesting and providing support anon-
ymously. This will involve sharing per-
sonal experiences and responding to the 
requests of others with kind words and 
encouragement.

2. Observing community inter-
actions: Monitoring the general flow of 
communication within the game, noting 
recurring themes, expressions of comfort, 
and the dynamics of anonymous support.

3. Documenting personal expe-
riences: Maintaining a detailed journal 
reflecting on personal emotional respons-
es, observations of the in-game social en-
vironment, and insights gained through 
participation. This reflexive practice, as 
discussed in (Pezalla et al., 2012), is cru-
cial for understanding how personal bi-
ases and experiences may influence the 
research process.

Phase 2: Data Collection from Other 
Players.

This phase will broaden the scope of 
the study by incorporating the experiences 
and perspectives of other ‘Kind Words 2’ 
players. This phase will include an online 
survey and interview, which will be dis-
tributed within the game itself and treat-
ed as if it were a question from a stranger 
or another player in the game. This strat-
egy is thought to be the best way to get 
genuine responses from the players, just 
like talking to another player rather than 
an interviewer.  The survey will include 
both closed-ended (e.g., Likert scale) and 
open-ended questions exploring play-
ers’ experiences of giving and receiving 
comfort, perceptions of anonymity, and 
the impact of the game on their emotion-
al well-being. The anonymity provided 
by online platforms can facilitate more 
open disclosures, particularly when dis-
cussing sensitive topics (McLean et al., 

This research article seeks to add to 
the expanding body of literature on the 
beneficial effects of technology on mental 
health and well-being by analyzing how 
‘Kind Words 2’ might provide a special 
means of seeking solace and connection 
in a world that is becoming more and 
more detached.

About “Kind Words 2 (lofi city pop)” 
Game

The second game in the ‘Kind Words’ 
series, ‘Kind Words 2 (lofi city pop)’ is 
the sequel to the original game, which 
was launched on July 16, 2019. On Octo-
ber 7, 2024, Popcannibal developed and 
released this game globally on several 
platforms, including Windows, Linux, 
Android, PlayStation, and Steam. Accord-
ing to its website, ‘Kind Words 2’ allows 
users to be authentic without fear of being 
judged or having to follow or subscribe to 
anything to join the community (lofich-
illbeats.com). Five million participants 
from around the globe have joined ‘Kind 
Words’ to express themselves and offer 
support to one another. With its comfort-
able settings and relaxing lo-fi music for 
the backdrop, ‘Kind Words’ is also clas-
sified as a casual life-sim independent 
game. ‘Spirit City: Lofi Sessions’ and ‘Vir-
tual Cottage’ are two similar games, but 
none of them have the same character-
istics as ‘Kind Words’ which is regarded 
more as a social media platform than a 
video game. In essence, ‘Kind Words 2’ 
is an expanded version of “Kind Words,” 
and players can combine their game his-
tories so they can pick up the game with-
out having to start from scratch.

Comfort in Strangers

‘Kind Words 2’ facilitates the experi-
ence of finding comfort and support from 
strangers by creating a safe and anony-
mous space for sharing vulnerabilities 
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2018; Deleuze et al., 2019; Marques et al., 
2023). In this phase, the respondents are 
only asked about their initials and country 
of origin to encourage deeper expression 
and opinions on ‘Kind Words 2’ and gain a 
sense of demographics on how widely the 
game has been played around the world. 
The survey was distributed widely to max-
imize reach and successfully gathered in-
sights from 12 engaged respondents.

This mixed-methods approach offers 
a robust framework for investigating the 
connection between ‘Kind Words 2’ and 
the experience of finding comfort among 
players anonymously. The combination 
of self-observation and data collection 
from other players provides a more com-
plete and nuanced understanding of the 
phenomenon. However, potential limita-
tions include the researcher’s subjective 
opinions and bias during self-observation 
and the challenges of recruiting a repre-
sentative sample of players. Despite these 
limitations, this research aims to contrib-
ute valuable insights into the potential of 
online gaming communities to foster con-
nection, support, and emotional well-be-
ing.

In order to avoid such circumstances 
in bias and subjective opinions, this re-
search will also be using the Game Experi-
ence Questionnaire (GEQ), especially the 
Social Presence GEQ (IJsselsteijn et all, 
2013), as the tool for the online survey to 
measure the player’s emotions and cogni-
tive responses during gameplay, especially 
targeted for measuring empathy, behav-
ioral involvement, and psychological in-
volvement between players. This method 
was formerly used by Sandra (2021) to 
determine the players’ gaming experience 
in understanding 5 Stages of Grief in the 
form of video games, namely ‘Gris’. The 
result shows that not only do players have 
distinctive understandings in the theory 
but also highlighting the importance of 
emotional connection between a game and 
its player. In conclusion, the Social Pres-

ence GEQ is likely the best approach in 
obtaining data and answers that involve 
the emotional engagement and behavior-
al impact of a player in a game.

Result
This study focuses on the gameplay 

of the ‘Kind Words 2’ video game and the 
interactions that build emotional connec-
tions between players. The data collected 
is summarized in three tables, explained 
as below:

1. Table 1 and 2 include reviews
of various features from the game. All 
documentations and reviews are from 
self-observation, directly obtained from 
the game.

2. Table 3 includes direct responses 
from the players of ‘Kind Words 2’, which 
is obtained from online surveys and inter-
views from the players in the game.

Table 1 shows the analysis of “Home” 
in the ‘Kind Words 2’ game and user in-
teractions within it. This part of the game 
has the exact same UI design as ‘Kind 
Words’, the first game, and has been ad-
opted into the newer version to keep the 
main root of the game itself. The game-
play and interactions are shown as below:

Table 1. Gameplay analysis of Home Interactions on 
‘Kind Words 2’

Seeking Comfort from Online 
Strangers: An Analysis of ‘Kind Words 

2’ Gameplay
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As far as the ‘Kind Words’ game goes, 
these parts are the only gameplay avail-
able to the players to be interacted with. 
However, in ‘Kind Words 2’, the devel-
opers also added some new features that 
allows the players to explore and interact 
more with the game. Thus, in addition to 
this analysis, Table 2 shows a deeper anal-
ysis of some of ‘Kind Words 2’ added fea-
tures as shown below:

Table 2. Other expanded features and gameplay in 
‘Kind Words 2’
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Furthermore, Table 3 also shows the 
feedback from ‘Kind Words 2’ players 
when being asked about the game’s im-
pact and what makes it become a safe 
place for them to share their thoughts and 
private matters to strangers. This data is 

sampled by taking respondents from the 
players in the game. The result is shown 
below:

Table 3. ‘Kind Words 2’ players’ reviews on why they 
use the game as their comfort zone

(Source: personal record, 2024-2025)

Seeking Comfort from Online 
Strangers: An Analysis of ‘Kind Words 

2’ Gameplay
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Discussion
The analysis of the ‘Kind Words 2’ 

gameplay and players’ feedback focus on 
two saspects: gaming experience and play-
ers’ interactions with each other as can be 
seen in sections below.

Players and Strangers

Table 1 and Table 2 shows various in-
teractions that the ‘Kind Words 2’ players 
could do during the gameplay. Unlike oth-
er games, this game shows no storyline 
and focuses on the interactions between 
players with the game and players to play-
ers. When it comes to player involvement, 
‘Kind Words 2’ uses a variety of approach-
es to encourage players to share their most 

private thoughts that they can express 
to a wide range of interests. In terms of 
human interaction, players of the game 
‘Kind Words 2’ can communicate with 
one another—from all over the world—
but only through short messages sent at 
random and anonymously. As illustrat-
ed in Tables 1.C, 1.D, and 1.F, players are 
encouraged to actively participate in the 
community by exchanging messages, re-
quests, and responses. Although the in-
teractions are short and don’t last long, it 
gives players freedom in expression and 
shows compassion towards other players. 
To support this claim, Table 3 is present-
ed as a cumulative response from a few 
players from all over the world, who are 
questioned based on the Social Presence 
GEQ. As shown in the table, most play-
ers are drawn to the game because of the 
anonymity it provides, allowing them to 
express themselves without fear of rejec-
tion. They go on to say that ‘Kind Words 2’ 
gives a space for players to discover brav-
ery and confidence in the words of others 
who empathize with them, even if they do 
not know the full narrative of their trou-
bles. Although it is comforting for them to 
vent about their life in the game, they also 
like responding to and encouraging other 
strangers. Thus, “Kinds Words 2” serves 
as a platform for people to demonstrate 
kindness, empathy, and bravery by step-
ping out of the shadows and reaching out 
for advice and aid, even if it means simply 
starting a conversation.

In terms of sharing, gamers are ex-
pected to discuss their problems in “Kind 
Words.” However, in “Kind Words 2,” 
players are also encouraged to express 
their interests and hobbies through spe-
cial features such as 2.C, 2.D, 2.H, 2.I, and 
2.J. These elements are most likely being
developed since users were using the key
features in ‘Kind Words’ to discuss their
interests and initiate chains of conversa-
tion. With this new addition to the game,
players will be more likely to have the
platform they need to share their interests

with others. 

 The way that these players seek com-
fort from strangers other than their loved 
ones represents the shift in the dynamics 
of social support and emotional well-be-
ing that often comes from various factors, 
including the perceived lack of judgement 
or preconceived notions from unfamiliar 
individuals, offering a safe space for vul-
nerability and open expression (Loveys 
et al., 2019). The anonymity provided 
by conversations with strangers through 
‘Kind Words 2’, particularly in virtual 
and online situations, might decrease the 
worry of social repercussions or disrupted 
relationships that may accompany confid-
ing in loved ones (Lotun et al., 2024). Ad-
ditionally, the emergence of social media 
and online groups has made it easier to in-
teract with people who have similar view-
points or experiences, creating a sense of 
understanding and belonging that might 
not exist in one’s immediate social circle 
(Zhang et al., 2023). These diverse yet 
similar viewpoints can provide validation 
and emotional support, especially when 
dealing with niche issues or unconven-
tional lifestyles (Merza, 2022), which are 
heavily referred to by the players of ‘Kind 
Words 2’ during the gameplay with other 
players (Table 3). 

The Comfort and Safe Medium

This section will be focusing specifi-
cally on the private aspects of the interac-
tions rather than the more public ones—
since it is happening between players, 
the interactions that let them share their 
interests and hobbies are already cov-
ered in the previous section. And as men-
tioned before, ‘Kind Words 2’ is adopting 
the main features of its previous version, 
‘Kind Words’, which is focusing on shar-
ing the players’ thoughts and responses. 
A one-sided interaction between the play-
er and the game itself is provided by this 
more recent edition of the game, never-

theless. These elements are shown in 1.F, 
1.G, 2.F, 2.G, and 2.K, where players are
just asked to express their opinions with-
out having to respond to another play-
er. “Journal” (1.G) and “Wiggling Void”
(2.K) are two features that even function
as a private journal that can be written at
any moment and as a “trash” where se-
crets can be safely shared. These aspects
provide the security that most individu-
als require—the ability to express them-
selves and be heard without being judged
by others (Jiménez, 2015; Siyahhan et
al., 2017). Writing about private or sen-
sitive topics provides a structured way to
cope and find psychological comfort. Ac-
cording to research, persons who confess
their secrets, whether through private
writing or another means, frequently re-
port feeling better and more capable of
dealing with life’s obstacles (Slepian &
Moulton-Tetlock, 2018). Furthermore,
deciding to destroy written records—such
as burning a diary or deleting a record—is
a symbolic act of release and closure, in-
dicating a conscious break with past obli-
gations. This is most likely why elements
like “Journal” and “Wiggling Void” were
included in the game: to provide anoth-
er type of comfort and platform for dis-
charging burdens and unwanted feelings
that no one else can help with.

In addition, the game also offers per-
sonalized features to which players often 
use to decorate their ‘room’ and give a 
preferred touch to their avatars, though 
it’s in limited customization (1.E and 
2.B). Players can express themselves
more through visual preferences and ap-
pearances that better reflect their person-
ality thanks to these features. In a way,
‘Kind Words 2’ also serves as avenues for
self-expression, identity construction,
and psychological empowerment, even
when the available options are limited.
Customizing one’s avatar or in-game
surroundings allows players to transfer
aspects of their real-life identity into the
virtual world, giving them a sense of per-
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sonal control and ownership over their 
gaming experience (Shang, 2024). Self-ex-
pressive customization satisfies the dual 
desire of conveying individual uniqueness 
and enabling players to align with com-
munal identities, which can ultimately im-
prove their willingness to contribute in the 
experience, further enhancing their sense 
of accomplishment and engagement in the 
game (Lei et al., 2020). Therefore, ‘Kind 
Words 2’ offers its players features—such 
as “Decorate” and “Fashion!”—to address 
fundamental psychological motivations 
and to provide a creative outlet for self-ex-
pression and personal identity in virtual 
settings.

Conclusion
In summary, using ‘Kind Words 2’ or 

other such video games to seek solace from 
strangers might be viewed as a complex 
coping mechanism that took advantage of 
the special social dynamics of virtual spac-
es. Interacting with new players promotes 
social capital bridging and bonding, of-
fering chances for emotional support that 
may not be easily accessible offline. Virtual 
worlds’ inherent anonymity makes it pos-
sible for people to discuss personal weak-
nesses with a perceived decreased danger 
of judgment, creating a comfortable and 
safe environment for emotional exposure 
(Coanda & Aupers, 2019). Furthermore, 
the collaborative aspect of many online 
games allows even brief contacts with 
strangers to develop into important sup-
porting connections. Overall, the comfort 
gained from connecting with strangers in 
video games emphasizes the value of vir-
tual communities in current psychosocial 
support systems, where the act of sharing 
and receiving empathy in digital contexts 
is critical to human well-being.

In addition to that, this research is 
limited by the small scope of the sample 
and might need to be improved in future 

research to gain a more comprehended 
result. Furthermore, it is kindly encour-
aged to do more research on the impor-
tance of game design in modern and digi-
tal society, especially when it comes to its 
relation to building emotional connection 
and safe place in the virtual world.
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Exner, & Domdey (2024), the quality, re-
ality, and aesthetic value of AI-generated 
creations might surpass human creations. 
Since AI can access and process vast 
amounts of online data, generating cre-
ative alternatives in ways humans might 
never have thought of before, due to their 
cognitive and access limitations.

AI Generative Image Controversies 

According to Drozd & Tavarez (2024), 
if a task is already done automatically by 
a machine, technology will be developed 
to increase the machine’s productivi-
ty and efficiency. However, if the task is 
still carried out by humans, then tech-
nology will be developed to increase effi-
ciency through automation. The benefit 
of automation offered by AI generative 
image tools has raised concerns about 

Introduction
AI (Artificial Intelligence) continues 

to spark controversies over the impact on 
the creative industries. AI has been help-
ing creatives with content creation, image 
processing and design, content person-
alization, media editing, film and anima-
tion making, and even data analysis and 
prediction (Hanifa et al., 2023). However, 
despite the numerous advantages of AI, 
there are concerns over ethical implica-
tions and the future of the creative profes-
sions (Zulkarnain, 2022, p.28).

One of the most controversial is the AI 
generative image tools. AI generative im-
age tools regenerate images from a stored 
database on the internet, based on key-
words (mostly known as prompts) pro-
vided by users (Zulkarnain, 2022, p.28). 
According to Gu et al (2024); Hartmann, 
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the replacement of several graphic de-
sign professions. Given the fact that there 
have been several reports of this imple-
mentation in the industry. For instance, 
as reported by Business Insider on April 
14th, 2023, a Chinese advertising agency, 
BlueFocus, was reported to have an inter-
nal memo that included the information 
of contract termination with copywriters 
and graphic designers, to be replaced with 
AI. Another notable case was reported by 
a consulting firm, Challenger, Gray and 
Christmas, in May 2023, in which 4,000 
jobs were replaced by AI generative tools 
in an organization. 

Another concern is regarding copy-
right protection over AI-generated cre-
ations. According to Guadamuz (2017), 
there remains ambiguity in terms of how 
copyright applies to AI-generated cre-
ations. In the US and Europe, copyright 
applies only to works created by human 
intellect or effort. In Indonesia, the copy-
right law-UU No.28 of 2014, stated that 
copyright is an exclusive right to a cre-
ator that is automatically given based on 
a declarative principle after a creation has 
been put into realization. Another clause 
explains that “a creator” is an individual or 
a group of individuals who produce a cre-
ation that is distinctive and personal. AI is 
a computer program that does not have a 
characteristic or a personality; therefore, 
it cannot be considered a creator (Tektona 
et al., 2021, p.291).

Uncertainties about future professions 
and the ethical implications are among the 
primary factors influencing the pessimis-
tic view towards AI adoption. On a global 
scale, this perspective is brought to light 
by the movement “Create Don’t Scrape,” 
which advocates for creators to fight over 
AI exploitations. As reported by Republika 
on January 3rd, 2024, through the social 
media hashtag #TolakGambarAI, which 
was trending on X, Indonesia’s artists and 
designers were also raising their concerns 
towards the use of AI generative image 

tools in creative practices. However, the 
advertising industry, which is one of the 
primary platforms for graphic designers 
to thrive, is projecting different attitudes 
toward the use of AI generative image 
tools. It is more positive and even enthu-
siastic about the future that AI brings.

AI-generative Image in the Adver-
tising Industry

 In an article published by Kom-
pas.com on January 24th, 2024,  the 
Co-founder, Chief Strategy & Digital Of-
ficer from Indonesia’s advertising agency 
Moonfolks, stated that “we are here to re-
define the scope of possibilities, to make 
all the daring goals achieved through 
strategic movement in a world led by 
AI”. This enthusiasm is also reflected in 
other publicity in the advertising indus-
try. In Indonesia, several real implemen-
tations of AI-generated content are the 
poster design of the Pasutri Gaje movie 
in 2023 (Fig.1); the illustrations used in 
the Indomie ads in 2023 (Fig.2); and the 
character illustrations used for the Pra-
bowo-Gibran campaign for 2024 presi-
dential election (Fig.3).

Adoption of AI-generative Image Tools 
and Evolving Designer Roles in 

Indonesia’s Advertising Practices

Indira Febriany

The application of AI generative im-
age tools in these advertisements received 
both positive and negative responses. 
There is a perception that the use of AI 
in the previously mentioned content dis-
respects designers, artists, and creative 
practitioners. However, some perceived 
that as a creative and innovative move-
ment (Rachmawati et al., 2024, p.68). 

According to Hartmann et al. (2023), 
images in advertisements are highly per-
suasive. They tend to be easily remem-
bered compared to texts. Further inves-
tigation by Delen & Ilter (2021) suggests 
that this is due to the natural characteris-
tic of images, in which humans must use 
imagination to connect them to a context 
or an idea. An advertisement’s value of 
uniqueness is from the combination of 

creative elements such as image, motion, 
and sound that become visual and audio 
stimuli for humans (Kristanti & Marta, 
2021). 

A systematic literature review by Har-
borth and Bauer (2017) highlighted how 
advertising impacts consumer behavior 
in adopting new technologies. The study 
demonstrates how advertising influences 
the perceived usefulness and trust, social 
norms, and perceived social pressure in 
adopting new technologies. The use of AI 
generative image tools in advertising not 
only helps promote products and services, 
but also the applied technology.

This research aims to explore how AI 
generative image tools are used in In-
donesia’s advertising practices and how 
their use influences the role of design-
ers in the industry. Regarding this topic 
of interest, several studies have covered 
the implementation of AI in the adver-
tising industry.  Such as a study by Smith 
& Hutson (2024) about the role of gen-
erative intelligence in the current age of 
digital marketing; a study by Leszcynski 
et al. (2022) about acceptance of artificial 
intelligence in advertising agencies; and a 
study similar to this, is a study by Nguyet 
that explores the adoption of generative 
AI in content creation with a case study 
from the advertising industry in Singa-
pore. However, few have examined the 
implementation of a specific AI tool, such 
as a generative image, and its impact on 
professional roles, especially in Indone-
sia.

Methodology
This research adopts qualitative ap-

proaches to disclose more insights rath-
er than merely verifying a phenomenon. 
Qualitative approaches allow the possibil-
ity to deeply understand the motives and 
contextual nuances of AI generative im-
age tools in Indonesia’s advertising prac-
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Figure 1. Pasutri Gaje Film Poster
(Source: suara.com)

Figure 2. AI illustrations in Indomie ads
(Source: mediaformasi.com)

Figure 3. One of Prabowo-Gibran campaign material
(Source: inilah.com)
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tices (Creswell & Poth, 2018). 

The primary data collection is individ-
ual in-depth interviews. Interviews were 
conducted with advertising professionals 
who were directly involved in creative de-
partments. According to Smith & Hutson 
(2024), interviewing marketers who have 
used AI tools will provide insights into 
the practical applications of AI. In-depth 
interviews allow researchers to under-
stand how each participant experiences, 
perceives, or understands the investigat-
ed topic, in their own terms (Osborne & 
Smith, 2021). 

The interview questions cover sever-
al topics related to AI generative image 
tools, such as background knowledge, per-
ception, decision-making process, context 
of application, as well as topics related to 
the designer’s role in the industry, such 
as qualification and recruitment criteria; 
controversy and ethical concerns; collabo-
ration and future projection. The second-
ary method is literature studies. Litera-
ture studies are used as the foundation for 
analyzing patterns found in the data and 
strengthening the context of the discus-
sion.

Purposive sampling is used in this 
research to target key creative deci-
sion-makers within advertising and cre-
ative agencies. This sampling method is 
used to increase the depth of understand-
ing, from the selected respondents who 
are most likely will provide useful infor-
mation (Campbell et al., 2020). However, 
due to response constraints, participant 
recruitment also relied on convenience, 
involving those who voluntarily respond-
ed to interview requests. In a case where 
the sample population is hard to reach, 
a very small number of participants (5 to 
25) is considered common and sufficient
(Osborne & Smith, 2021).

The study involved 8 participants oc-
cupying senior creative roles – two cre-
ative directors, one creative manager, 

four art directors, and one creative group 
head- across agencies engaged in adver-
tising creation. While all these agencies 
share the same characteristic, in which 
they have provided services for well-es-
tablished national clients, they differ in 
characteristics such as:

R1: Creative manager in a small pub-
lic relations and communication service 
agency, with a duration of existence of 5 
years, primarily focused on digital mar-
keting. 

R2: Art director in a small creative 
agency, active for 5 years, primarily fo-
cused on digital and event marketing. The 
agency has received eight national adver-
tising awards.

R3: Creative director in a start-up 
agency specialized in branding, digital 
marketing, and social media manage-
ment, active for 6 years, primarily focused 
on digital marketing. 

R4: Art director in a marketing ser-
vice network consists of several agencies, 
active for 10 years, engaged in both digi-
tal and conventional marketing. Has re-
ceived a national brand communication 
award.

R5: Creative group head in an inte-
grated creative agency, active for 7 years, 
engaged in both digital and conventional 
marketing. The agency has received more 
than 10 awards. 

R6: Art director in a creative social 
media agency, active for 10 years, primar-
ily focused on social media and digital 
campaigns.

R7: Creative director in a hybrid ad-
vertising agency, active for 4 years, has 
received a national award for the most 
performing agency.  

R8: Art director in an advertising 
agency, active for 54 years, engaged in 
both digital and conventional marketing, 

with three national award achievements.

The interviews were conducted in Ba-
hasa Indonesia, and participants agreed 
that the conversation would be recorded 
and used for research purposes only. The 
transcript audio recordings were translat-
ed into English and underwent a themat-
ic analysis. The translations were kept as 
close as possible to the original phrases, to 
ensure the authenticity of meanings. The-
matic analysis is useful for understand-
ing people’s views, opinions, knowledge, 
experiences, or values from qualitative 
data (McLeod, 2024). This study follows 
the 6 steps of thematic analysis defined 
by Braun & Clarke (2019), including fa-
miliarization with data, generating initial 
codes, generating initial themes, review-
ing themes, refining, defining, and nam-
ing themes, and writing up.

Result
Transcripts were reviewed and man-

ually coded to identify meaningful units 
of data. Initial codes were grouped into 
patterns, which were then developed into 
broader themes. The themes were re-
fined through iterative review and cross-
checked against the literature. Table 1 
summarizes the six key themes identified 
through thematic analysis, along with the 
supporting codes.

Table 1. Supporting codes and themes
(source: personal documentation)
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“It is okay if it’s only used for presen-
tations to clients. Because it helps with 
generating and communicating ideas, but 
not for publication.” (R5, creative group 
head).

Participants agree that AI generative 
image tools are very helpful and efficient 
in terms of reducing time and costs. Three 
participants emphasized that AI genera-
tive image tools are effective for projects 
requiring new variations and new final 
touches. 

“AI is significantly improving efficien-
cy. Time efficiency, budget efficiency. For 
example, for photos or videos, we must 
hire talent or a celebrity. It is possible not 
to do that because of the machine.” (R7, 
creative director).

Participants also agree that the current 
AI generative image tools have evolved 
significantly in the past few years. Several 
participants informed that Midjourney is 
one of the tools that is often used. A par-
ticipant supported the advancement of 
Midjourney by explaining how it allows 
the possibility of generating images with 
a certain artist’s style.   

“If it’s about the uniqueness and cre-
ativity, with AI it is more variable, be-
cause it can create something imaginative 
that is sometimes unthinkable for us..” 
(R3, creative director). 

“Let’s say we want a style like which 
artist, let’s say Eko Nugroho (Indonesia’s 
contemporary artist, well known for street 
art). Then, we must go to him…. We must 
collaborate with him. AI is based on the 
prompt. We can decide what kind of style 
we want through that prompt…reducing 
the time” (R7, creative director). 

This theme suggests that AI gener-
ative image tools are generally used in 
advertising practices and have evolved 
significantly. Despite the different media 
focus of the agencies, this could mean that 
such tools have been adopted in both dig-

AI generative image tools are valued 
for efficiency and conceptual varia-
tion

Across interviews, it is found that all 
participants have used AI generative im-
age tools either for personal or profession-
al purposes. However, in most cases, these 
tools were rarely used to complete an en-
tire project. The AI-generated contents 
are combined or manually retouched by 
designers using conventional tools. Par-
ticipants noted that the tools are helping 
designers with ideas or concept visualiza-
tion, such as creating storyboards, devel-
oping key visuals, and serving as reference 
materials.  

ital and conventional marketing practic-
es. One of the most used and powerful AI 
generative image tools in the industry is 
Midjourney.  However, designers in agen-
cies still do not rely on this tool for their 
creations without human intervention. 

Human-made visuals are perceived 
as more detailed and emotionally 
resonant

According to participants, hu-
man-made visuals are still preferable 
for final deliverables.  A particular per-
spective shared by all participants is that 
something is missing emotionally from 
AI-generated visuals. Several participants 
noted that the visuals shared the same ar-
tificial characteristics. Therefore, they are 
easily detectable. 

“The results of AI and humans can be 
compared through their perfection. AI 
visuals tend to show their artificial side 
through tone and contrast; they tend to 
have patterns. While human-made tends 
to fluctuate more.” (R2, art director)

Another point highlighted by partic-
ipants is that the current AI generative 
tools are developing rapidly but are not 
perfect and exhibit significant weakness-
es. According to most participants, the 
tools cannot generate visuals with perfect 
details, specifically in terms of generating 
visuals that contain human forms. Anoth-
er participant highlighted how the tools 
might not have the capability to generate 
specific culturally detailed visuals because 
the tools are still Western-centric. Howev-
er, several participants show uncertainty 
towards how AI generative image tools 
might become more advanced in the fu-
ture. 

“In terms of quality, for now we can say 
there are details that cannot be achieved 
by AI…. Especially for small details such 
as hands, always missed…. but maybe in 
the future it will be more perfect.” (R6, art 

director)

The preferences over human-made 
visuals align with the first theme, in 
which AI generative image tools are not 
primarily used for their creations. In the 
meantime, AI generative image tools still 
have weaknesses in terms of communi-
cating ideas as intended. In this case, hu-
man-made visuals are superior due to the 
irreplaceable characteristics that cannot 
be achieved by AI-generated visuals. 

Adoption of AI generative image 
tools is influenced by the client’s 
needs, concept, and target audienc-
es 

In terms of factors influencing the 
adoption of AI generative image tools in 
visual creations, most participants indi-
cated that it depends on the concept brief-
ing given by the client. Two participants 
highlighted that the trends of using such 
tools influence clients’ requests upon us-
ing AI visuals. Another participant high-
lighted that the client’s demand for AI is 
based on time and budget efficiency. 

“...based on concept. Sometimes the 
client requested certain characteristics 
to be included…. sometimes a client has 
been exposed to the direction or imagina-
tion of AI that was seen before.” (R2, art 
director)  

However, in most cases, participants 
indicated that the decision to use AI for 
visual creations is still made by the agen-
cies. If the visual suits the concept and re-
duces time and costs, then the tools will 
be used. Three participants highlighted 
that before working on a project, there 
will be discussion between the agencies 
and the clients about copyright issues and 
the compatibility with the brand identity.

“…there was a client one time who 
wanted to get the AI moods... at that time, 
AI was trending, many clients requested 
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to use AI, but after discussion, it was de-
cided that the use of AI is not suitable for 
the brand” (R6, art director).   

Two participants provided their in-
sights about how the target audience in-
fluences the adoption of AI generative 
image tools. Both participants took the 
Prabowo-Gibran 2024 campaign as an 
example. One participant said that the 
adoption of an AI generative image tool 
in the campaign is considered suitable if 
the target audience is suitable too. Anoth-
er participant indicated that the campaign 
of Prabowo-Gibran is considered effective 
because its target audience, which is Gen Z 
and millennials, are generations that grew 
up closely with the evolution of AI.  

A strong sense of design and com-
munication skills are still viewed as 
core competencies

According to six participants, in their 
agencies, the evaluation of qualifications 
in the designer recruitment process is still 
not AI-oriented. They specified that in the 
present time, the main qualification relies 
heavily on the ability to think creatively 
and the built-up experience of the design 
sense. Three participants highlighted the 
importance of communication skills, in 
terms of communicating ideas through 
visuals and communicating ideas to the 
team and clients. One participant high-
lighted the importance of having time 
flexibility when working in the advertising 
industry. 

“The qualifications evaluation of a de-
signer is based on his/her ability to think 
creatively, understand briefs and the 
brand worked on, and the ability to im-
plement visual ideas that are suitable for 
the brand. Other than that, is the ability to 
work fast, and communicate with clients 
and team.” (R3, creative director). 

“AI can be learned quickly. What’s im-
portant is how he/she can cooperate and 

his/her taste too.” (R8, art director).

Adapting to AI generative image 
tools is seen as essential for fu-
ture-proofing design careers

In the present time, participants agree 
that in the industry, humans are still ir-
replaceable. Given the fact that the oper-
ation of AI still relies on humans. How-
ever, participants show uncertainty over 
how this might last in the future. Accord-
ing to most participants, AI will continue 
to evolve, and even now, AI generative 
image tools have evolved so much from 
the latest version. Two participants also 
specified that professions such as visual-
izer and storyboard artist have not been 
used so often anymore in their practices. 

“It is very possible for a storyboard 
that is usually created manually, for now 
I’ve already been using Imagine.art, al-
ready been using AI, before we used to 
hire a visualizer for that” (R8, art direc-
tor). 

As creative professionals have already 
been using AI generative image tools, all 
participants recommend that designers 
embrace and collaborate with these tools. 
One participant shared a perspective on 
how AI generative image tools, as new 
tools, are supposed to bring new excite-
ment for designers, as they break the 
monotony of relying on the same tools 
repeatedly. Although not all participants 
stated that AI skills are one of the key re-
quirements in the recruitment process. 
However, all participants agreed that it is 
a plus point or a bonus skill to have one. 

“Graphic designers must update, even 
if they are not using AI; they must under-
stand the results of AI and, as tools, how 
it works. AI must be upgraded as a hard 
skill… if not, they will not be able to com-
pete” (R5, creative group head).

Views on AI-generated visuals copy-
right vary based on context and per-
sonal ethics

Out of eight participants, three spec-
ified that copyright controversies over 
AI-generated visuals do not affect prefer-
ences for using the tools. One participant 
specified that it affects the agency’s prefer-
ences. However, all participants agree that 
it all depends on how the tools are used. 
Six participants highlighted that if the 
tools are only used in the ideation stage 
and only as a source of inspiration, then it 
should not be a problem. However, if gen-
erated visuals are used exactly as they are, 
without any modifications, and publicly 
shared, then the use of tools is unethical. 
Three participants also highlighted the 
importance of clear privacy policies pro-
vided by AI platforms. According to two 
participants, based on the usual AI gen-
erative image tools that they have been 
using, because of the subscription, all the 
generated images are already licensed and 
legal for commercial use. 

“Copyright controversies do not come 
from the AI itself. It is because of the user, 
by using the same references. Even with-
out AI, it is not right.” (R5, creative group 
head)  

“Actually, in terms of copyright, every 
premium subscribed AI is already legal to 
use. There are provisions stating that sub-
scription allows for commercial use” (R7, 
creative director).

Discussion
This study investigated the adoption of 

AI generative image tools within Indone-
sia’s creative industry, with a focus on ad-
vertising-related practices. Drawing from 
the perspectives of eight creative profes-
sionals, the findings reveal a complex re-
lationship between the perceived value of 
these tools, their limitations, and their im-
plications for designers’ roles.

Through the data analysis, it is found 
that AI generative image tools are most-
ly used in the ideation stage. Its ability 
to provide a variety of unthinkable ideas 
helps designers with conceptualization. 
Participants highlighted how AI gener-
ative image tools offer new conceptual 
variation, uniqueness, and creativity. This 
aligns with the research done by Gu et al. 
(2024), and Hartmann, Exner, & Domd-
ey (2024), in which AI generative image 
tools gave access to visuals beyond hu-
man cognition. 

According to Nguyet (2024), in terms 
of performance expectancy, AI gener-
ative tools are considered time-saving. 
The tools help designers in sharpening 
their ideas and efficiently reducing the 
time spent on content ideation. This was 
also one of the main reasons why the cre-
ative agencies adopted AI generative im-
age tools in their practices. The tools are 
valued for their ability to save time and 
costs. Because producing advertising im-
ages is quite a long process. It requires 
specialized creative skills and can be cost-
ly. Starting from developing a written 
concept based on the target audience, to 
producing images through manual pho-
tography, editing, or Computer-Generat-
ed Imagery (CGI). This aligns with several 
examples given by participants, in which 
they highlighted how AI generative image 
tools allow them to generate a specific art 
style or human model visualization, with-
out having to go through the long, con-
ventional process.

However, it is also known that AI-gen-
erated visuals are never used as the final 
deliverables. In the process, the AI-gen-
erated visuals are always retouched man-
ually using other conventional tools. In 
this process, designers are still needed 
to craft the visuals as expected. Through 
the data analysis, it is found that there are 
two possible reasons for this. First is that 
AI-generated images lack human aspects. 
The second is about the copyright issues.
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The uniqueness and variety creations 
of AI-generated visuals do not fulfill the 
needs for details and emotional resonance.  
Participants highlighted how AI-generat-
ed visuals are artificial. Although the tools 
are favored in terms of generating new 
ideas, the visuals are detectable because 
they share similar styles. According to 
Bakpayev et al. (2022), AI is not effective 
in creating emotional content in advertis-
ing. It is only good for creating non-emo-
tional content or certain products. This 
aligns with a point of view shared by a 
participant, in which AI-generated imag-
es might not work for health and beauty 
advertisements. Because such advertise-
ments must portray the reality of humans. 
It is also known that, according to most 
participants, AI generative image tools 
tend to fail in terms of generating perfect 
visuals containing human forms. This was 
supported by the study done by Bakpayev 
et al. (2020), in which it was found that 
in terms of emotional appeal, consumers 
favor advertisements with humans rather 
than AI. 

Another issue in terms of adopting 
AI-generated visuals in final advertise-
ment deliverables is copyright. Across the 
interviews, it is found that agencies are 
aware of the copyright issues with AI-gen-
erated images. However, participants be-
lieve that copyright issues do not come 
from the use of the tools themselves, but 
from the humans who operate the tools. 
AI generative image tools are merely tools 
that help designers in crafting creations, 
just like any other manually operated 
tools, like Adobe Photoshop, Illustrator, 
and such. If the designers use the AI-gen-
erated visuals without modifications at 
all, and claim them as their own, then it 
is unethical. The law of copyright in most 
countries states that copyright is given to 
works that are the result of human intel-
lectual and production, or the creator who 
has characteristics and personality.  Per-
haps from the point of view of participants 
and the law of copyright, it can be inter-

preted that if designers use AI-generated 
images with no alteration, then the works 
are purely the work of the machine. But, 
if the designers can craft the AI-generat-
ed images in their own style, uniqueness, 
and characteristics, then it can be consid-
ered as creations that are the result of hu-
man intellect and production. 

Indonesia’s agencies that are involved 
in advertising practices are embracing 
AI generative image tools and have been 
adopting them in their daily practices. 
Participants agree that the tools have 
been consistently improving, and they 
might evolve even faster and better in the 
future. Therefore, participants as creative 
professionals in the industry believe that 
designers will have to adapt and embrace 
the changes.

In the present time, in terms of the 
qualifications that the agencies are look-
ing for, they are still heavily relying on 
basic skills such as a sense of design, 
communication, and time availability. 
Even though AI generative tools have 
been used in everyday practices, they 
still need a designer’s sense of design to 
bring the visuals to perfection. This aligns 
with what is found in Kshetri et al (2024) 
study, which found that AI generative is 
an effective tool in terms of productivi-
ty and creativity but cannot replace hu-
mans’ skills and experiences. However, 
most participants also agree that having 
AI skills is considered a bonus skill, and 
it can be helpful for the designer’s daily 
work itself. Perhaps this has a connection 
to the demand for the use of AI in the ad-
vertising industry. 

According to participants, as the AI 
trend emerges, clients are also embracing 
the use of AI in requested projects. Cli-
ent’s requests upon AI might not solely 
be to follow the trend, but also to adapt 
to the changing target audience. A par-
ticipant shared a point of view about the 
upcoming generation that grows together 

with the evolving AI is the target audience 
for many brands now. To connect with 
these tech-savvy characteristics, several 
brands use AI-generated visuals in their 
advertisements or campaigns. 

For example, a campaign from DBS 
Bank in 2024, titled “Dream fulfilled: Gen 
Z and Millennial story”, as can be seen in 
Fig.4, which promoted their digibank Z 
credit card. It is unknown what percent-
age of AI generative tools are used in this 
ad campaign. However, as can be seen 
in Fig.4, the visuals in the campaign can 
be seen as AI-generated. The whole cam-
paign shares similar visual styles. As was 
also stated by the participants, AI-gener-
ated visuals are detectable.

tasks. It is necessary to compete in the ev-
er-evolving technology era.   

This study provides valuable insights 
into the adoption of AI generative im-
age tools within Indonesia’s advertising 
practices. However, several limitations 
should be acknowledged. First, the sam-
ple size was relatively small, comprising 
eight participants, which may limit the 
generalizability of the findings. Although 
the participants were selected based on 
their relevance and expertise in handling 
creative outputs in the agencies, the per-
spectives may not fully represent the di-
versity of practices across the broader 
advertising and creative sectors in Indo-
nesia. As not all the participants are deci-
sion-makers in the agencies, there is not a 
single participant who works in an agen-
cy that has ever published an AI-generat-
ed campaign.

Second, the study primarily involved 
professionals working in only several va-
rieties of creative agencies that handle 
advertising-related projects. While this 
focus ensures relevance to the research 
objectives, it also means the findings may 
not reflect adoption patterns in other 
design-related sectors, such as branding 
consultancy, publishing, or in-house cor-
porate design teams.

Third, due to the qualitative nature 
of the study, the emphasis was placed on 
exploring subjective experiences and per-
ceptions. As such, the study does not eval-
uate the actual outcomes or effectiveness 
of AI-generated visuals in campaigns, 
nor does it measure consumer responses 
or visual quality, which were beyond the 
intended scope.

For future research, studies that ex-
plore how the agencies’ different firmo-
graphic characteristics affect the adop-
tion of AI generative image tools in the 
industry will be valuable.  It would also be 
valuable to conduct longitudinal research 
to examine how attitudes and practices 

Figure 4. Dream fulfilled advertisement: Gen Z and 
Millennial story from DBS Bank

(Source: youtube.com)

This shows how industry is adapting to 
AI, and consequently, needs practitioners 
to follow the adaptation. According to 
Erlyana et al. (2023), conventional mar-
keting tools are no longer attracting the 
attention of modern consumers, requir-
ing changes following the technological 
trends. Adaptation in the advertising in-
dustry is important as advertisements are 
not only a medium to communicate prod-
ucts but also influence broader aspects 
such as social trends (Everlin & Erlyana, 
2021). Participants as creative profession-
als suggested that in the future, designers 
need to be open to collaborating with AI 
generative image tools. Either as refer-
ences or as a helpful tool in finishing daily 
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evolve as AI technologies become more 
integrated into daily workflows. Especially 
those who manually recraft or retouch the 
AI generative image results. 

Finally, future studies could explore 
the implications of AI adoption for design 
education and curriculum development, 
especially as proficiency with such tools 
becomes increasingly relevant for en-
try-level designers.

Conclusion
In the present time, the AI generative 

image tools are positively embraced in In-
donesia’s advertising practices. The tools 
are no longer considered unconventional, 
as they have been used in daily practices. 
Although they have been used with a lot 
of considerations, creative practitioners 
predict that in the future, there will be an 
increase in the tool’s usage. As the demand 
is higher, with the ever-changing market. 

AI generative image tools are evolving 
fast year by year. It can be seen through 
generated visuals that they have become 
better than the previous versions. Mi-
djourney is considered a very helpful and 
advanced AI generative image tool. How-
ever, despite this advancement, AI genera-
tive image tools are still not considered for 
their visual outputs. The tools might help 
with time and budget efficiency, but the re-
sults are lacking in details, human touch, 
and emotions. There remains the need for 
a designer to be involved.

However, designers are advised to 
know how the AI generative image tools 
work, the characteristics of AI-generated 
visuals, and implement the tools in daily 
practices. These are considered necessary 
to compete in the industry. These adop-
tions must be balanced with basic skills 
such as a strong sense of design, commu-
nication, and time availability, as these are 
still the core competencies required in the 
fast-paced advertising industry.
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Abstract: Television series, as narrative mediums, rely on the audience’s ability to 
suspend disbelief to emotionally and intellectually engage with fictional worlds. This 
study examines the “Orphan” episode from Joko Anwar’s ‘Nightmares and Daydreams’, 
is focusing on how logical inconsistencies disrupt this process. Using Samuel Taylor 
Coleridge’s suspension of disbelief theory, the research explores why unanswered ques-
tions—stemming from an implausible adoption process, a child’s undisclosed peanut 
allergy, and an unexplained transition from a trash avalanche to a luxury house—un-
dermine audience trust and narrative coherence. A qualitative methodology was em-
ployed, involving scene-by-scene analysis to decode messages, document arising ques-
tions, search for answers within the film, and log unresolved issues. Findings reveal that 
while the episode builds anticipation through mystical premises rooted in Indonesian 
culture, it fails to resolve key logical gaps, pushing the suspension of disbelief beyond 
its limits and reducing viewer engagement. The study suggests practical alternatives, 
such as tying adoption ease to insider ties or magical elements, to address these flaws. 
This analysis underscores the importance of balancing creative liberty with narrative 
accountability in audiovisual storytelling, offering insights for filmmakers, academics, 
and critics on sustaining audience immersion in the digital era. It contributes to the 
broader discourse on narrative quality and the application of suspension of disbelief in 
contemporary media.

Keywords: joko anwar; suspension of disbelief; nightmare and daydream; unre-
solved issues
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Introduction
Television series have an important 

role in building narrative experiences that 
can influence the emotions, thoughts and 
imagination of the audience. One of the 
important elements in enjoying the story 
presented is the audience’s ability to sus-
pend disbelief or what is known as “sus-
pension of disbelief.” This theory was first 
introduced by Samuel Taylor Coleridge, 
who stated that the audience or reader 
needs to set aside certain illogicalities in 
the story in order to be emotionally and 
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intellectually engaged. In this context, a 
successful narrative will be able to bring 
the audience to accept the fictional world 
without being hampered by logical or plot 
inconsistencies (Coleridge, 1817).

This concept not only applies to tele-
vision series but also in anthology series. 
An anthology television series is a format 
in which each episode features a self-con-
tained story with different characters, 
settings, and plots. Unlike traditional se-
rial shows that follow a continuous nar-
rative, anthology series offer fresh stories 
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each time, allowing creators to explore 
a wide range of themes, genres, and sto-
rytelling styles. This format has gained 
popularity for its creative freedom and 
flexibility. Anthologies often tackle com-
plex or experimental ideas, making them 
ideal for audiences who enjoy variety and 
thought-provoking content without long-
term commitment to a single storyline. 
The example of anthology series is our 
main topic below.

On June 14th 2024, Joko Anwar re-
leased the series “Nightmares and Day-
dreams” on the Netflix platform. This 
anthology series is packaged in seven ep-
isodes. This series was directed by Ray 
Pakpahan, Tommy Dewo, and Randolph 
Zaini while Joko Anwar served as execu-
tive producer. Joko Anwar said that this 
genre has great potential to become pop-
ular in the film industry. As long as this 
genre is combined with stories that are 
close to people’s lives (Kompas, 2024). 
Joko promised that this series will be 
mind-blowing. (Tempo, 2022)

Promotion of this series was carried 
out intensively with attracted attention 
posters. This series succeeded in attract-
ing hype in social medias and their ne-
tizen, including the author. The author 
watched the series soon after its release 
date. However, the author was disap-
pointed because the series’ storyline did 
not match expectations. The author felt 
something was odd after watching the first 
three episodes, especially the second epi-
sode entitled “Orphan”. The author feels 
that there is a discrepancy in the logic of 
the story. Several scenes raise questions 
that are not answered until the end of the 
episode, and leave a less cohesive impres-
sion on the narrative as a whole. 

The author remembered the experi-
ences when watching another similar an-
thology series. Black Mirror is a British 

anthology television series created by 
Charlie Brooker that explores the dark 
and often dystopian sides of modern soci-
ety and technology. Each standalone epi-
sode presents a thought-provoking story 
set in a near-future or alternate reality, 
highlighting the unintended consequenc-
es of innovation and human behavior. 
The show is known for its sharp social 
commentary, psychological depth, and 
unsettling twists that reflect contempo-
rary anxieties about surveillance, artifi-
cial intelligence, social media, and digital 
dependence. The author felt that Black 
Mirror manages to convince all the scenes 
was real and believable. It gave an oppo-
site feeling from “Nightmares and Day-
dreams”. This is obviously a subjective 
opinion from the author but it triggers the 
need to explore the cause objectively.

In an effort to understand this flaw, 
the author was motivated to analyze one 
episode of the series using the suspension 
of disbelief theory approach. This anal-
ysis aims to identify aspects that cause 
confusion, reveal potential causes of log-
ical inconsistencies, and explore ways to 
prevent similar problems from recurring 
in the future. Through this research, it is 
hoped that it can contribute to a deeper 
understanding of the importance of logic 
and consistency in building stories that 
are able to maintain the audience’s sus-
pension of disbelief.

By focusing on the second episode, 
this research will dive into the messages 
in each scene to find the missing messag-
es. It is hoped that the results of the anal-
ysis will provide practical recommenda-
tions that can help content creators avoid 
similar problems in the future, as well as 
enrich the study of the theory of suspen-
sion of disbelief in the context of audiovi-
sual narratives.

Research on suspension of disbelief 

has become an important focus in narra-
tive studies, media theory, and aesthetics, 
especially in understanding how audi-
ences engage with works of fiction. This 
concept was first introduced by Samuel 
Taylor Coleridge in his Biographia Liter-
aria in 1817. For the past two centuries 
that phrase “willing suspension of disbe-
lief”—has been repeatedly used by schol-
ars and laity alike to describe how readers, 
listeners, viewers, and players seemingly 
disregard reality to enter into and become 
engaged with the circumstances and the 
inhabitants of fictional worlds (Ji, 2016). 

David Bordwell, a leading figure in film 
studies, heavily emphasizes the concept of 
cause and effect as the fundamental or-
ganizing principle of classical narrative 
cinema. For Bordwell, a narrative is es-
sentially “a chain of events in cause-effect 
relationship occurring in time and space.” 
This means that events in a film are not 
random occurrences, but rather intercon-
nected by a logical progression where one 
event serves as the catalyst for the next, 
propelling the story forward. Characters, 
in this framework, often act as the primary 
causal agents, initiating actions that elicit 
reactions from others, thereby weaving a 
coherent and engaging plot. This reliance 
on clear causality is central to how classi-
cal Hollywood cinema, in particular, con-
structs its narratives, encouraging viewers 
to constantly form hypotheses and antic-
ipate future events, thus generating curi-
osity, suspense, and surprise as the causal 
chain unfolds towards a resolution (Bord-
well, 2020).

The process of suspension of disbelief 
involves the audience’s ability to integrate 
imaginative experiences with everyday re-
ality. In this context, elements that may 
be unrealistic - such as the presence of su-
pernatural beings, futuristic technology, 
or situations that are far from real-world 
possibilities - are accepted as part of the 

narrative world as long as the story pres-
ents a consistent logic. This logic will be 
reflected creatively in character develop-
ment, a solid plot and clear rules of the 
story world. If this logic is well received by 
the audience, then suspension of disbelief 
can be said to be successful.

This is linear with the screenplay the-
ory where character must live in the be-
lievable environment that creates prob-
lems which can be solved by the character 
and or with the help of the environment 
itself (Maras, 2019).

In media studies and film theory, 
suspension of disbelief is an important 
framework for understanding audiences’ 
relationships with various forms of en-
tertainment, including film, television, 
and video games. For example, in science 
fiction or fantasy films, audiences often 
encounter elements such as alien worlds, 
magic, or technology that does not exist in 
the real world. However, if these elements 
are combined with a convincing narrative 
and the creation of cause-and-effect log-
ic for the existence of these elements, the 
audience will not only accept their pres-
ence but also feel emotionally involved in 
the story.

It is important to note that suspension 
of disbelief has limitations. When a sto-
ry violates its own internal logic or fails 
to answer important questions raised in 
the narrative, audiences tend to lose their 
emotional and intellectual engagement. A 
work’s inability to maintain narrative co-
herence can make viewers doubt the fic-
tional world, ultimately ruining the view-
ing experience.

Janet H. Murray argues that interac-
tive media, such as film and television, 
have the unique ability to create worlds 
that are relatable to audiences (Mur-
ray, 2017). This is reinforced by Jenkins 
who explains that elements of a fictional 
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world, such as internal consistency, in-
depth characterization, and a structured 
storyline, are key in maintaining suspen-
sion of disbelief. When these elements are 
compromised, the audience’s engagement 
with the story can be significantly reduced 
(Jenkins, 2006).

Methodology
This research employs a qualitative 

approach to conduct an in-depth analysis 
of cinematic scenes. This methodology is 
specifically designed to unpack the intri-
cate layers of meaning within the series, 
moving beyond surface-level plot points 
to explore the deeper messages and im-
plied narratives embedded in each scene. 
Rather than focusing on quantitative 
metrics, the author approach prioritizes 
a rich, nuanced understanding of the se-
ries storytelling efficacy and artistic in-
tent. While the introduction to this study 
alludes to broader discussions concerning 
narrative logic in other series, the core of 
this methodology is dedicated to a metic-
ulous, scene-by-scene deconstruction of 
the chosen episode, ensuring a granular 
understanding of its internal coherence 
and thematic development. The following 
steps outline our systematic process for 
analyzing and interpreting the visual and 
auditory information presented in the ep-
isode. The steps are:

1. Information parsing per scene.

Each scene in the series is analyzed to
identify the scene’s message. The informa-
tion contained in the scene is described in 
detail to understand the context and its 
contribution to conveying the story mes-
sage.

2. Collecting arising questions. If
during the scene describing process the 
author needs to question something, the 

question will be noted. These questions 
may cover aspects of the story, symbol-
ism, cinematography techniques, or the 
intent of a particular scene. 

3. Search for information in the epi-
sode to find answers for the questions.

The questions that have been prepared 
are then answered by reviewing scenes or 
other parts in the film. This process aims 
to ensure that each question is answered 
based on the evidence contained in the 
film work itself.

4. Logging unanswered questions.

If there are questions that cannot be
answered even though they have been 
explored in the film, these questions are 
specifically noted. This is to identify emp-
ty spaces in the analysis that can become 
a focus for further research or critical dis-
cussion.

This methodology aims to support in-
depth and structured analysis, with an 
emphasis on understanding the context 
and meaning of each scene in the film.

Result
The following are the results of re-

search conducted by the author. The re-
port format consists of three elements. 
The first is the time of the scene in the ep-
isode. Second is the content of the story. 
Third are questions that arise naturally 
when watching scenes over a certain peri-
od of time. The research results are sorted 
by broadcast time from start to finish.

00:00 – 01.30

Story content: Iyos took part in wash-
ing the body. Iyos wonders about the 
body. He then discovered that he was not 

Question: Is it that easy for them to 
adopt? They are a poor family but can 
adopt a child?

07:30 – 08:40

The Adoption Officer handed Syafin 
over to Iyos and Ipah. The officer suspect-
ed that Iyos and Ipah were looking for 
something from the child. The officer only 
asked them to love Syafin.

Question: What made Iyos and Ipah 
to be approved for adoption? What’s the 
argument other than they will die? Will 
there be additional information?

08:40 – 12:38

First day of adoption. Ipah offers 
Harum Manis, a cheap cake. Syafin re-
fused and instead looked at an expen-
sive restaurant called The Maja. Ipah 
approached the restaurant and seemed 
to intend to find information. However, 
Ipah was asked to leave the restaurant. 
Ipah then took Iyos and Syafin home. 
When they got home, Ipah immediately 
fed Syafin only with rice and fried egg. At 
night when Syafin was asleep, Iyos and 
Ipah wondered if they were going to be 
rich. They both want to buy a house and 
cook delicious food. Suddenly, they found 
five hundred thousand rupiah behind the 
pillow. They don’t know the origin of this 
money but they are sure this is the impact 
of Syafin’s presence.

Question: This scene raises an even 
sharper question, why could a poor scav-
enger adopt a child and take the child to a 
rickety house?

12:39 – 19:20

Second day of adoption. It turns out 

a relative or neighbor of the corpse. He 
was chased but managed to escape.

Questions: No questions arise in this 
scene.

01:30 – 02:30

Story content: bumper series

Question: No question.

02:30 – 06:19

Story content: In the hut where they 
live, Iyos tells the truth about the gossip 
which says that the corpse he washed be-
came rich because he picked up a magical 
child in an orphanage. Iyos suggested his 
wife, Ipah, to adopt a magical child so he 
can become rich. Ipah disagreed because 
according to him there was no point in 
being rich but dying on the seventh day 
of adoption. Iyos convinced Ipah to still 
adopt the child and immediately throw 
them away on the seventh day so they 
wouldn’t die. Ipah still doesn’t want to. 
Considering their income continues to fall 
and debt collectors threaten to burn down 
their house, Ipah changed her mind and is 
willing to adopt the miracle child.

Question: No question.

06:20 – 07:30

Iyos and Ipah went to the adoption 
place. They intend to adopt the child that 
Mas Bagas adopted yesterday. The Adop-
tion Officer seemed to know that the child 
they adopted was indeed special and had 
magical powers. The Adoption Officer 
asked why they had to adopt the child. 
Ipah replied that if they didn’t adopt, they 
would both die. The officer approved their 
request.
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Iyos took Syafin to an expensive restau-
rant that they couldn’t afford to visit be-
fore. Ipah, Iyos and Syafin ordered a lot 
of food. When they were eating, Syafin 
choked and then lost consciousness. Ipah 
and Iyos panicked and immediately took 
Syafin to the hospital. Syafin turned out to 
have a history of allergy to peanuts. Ipah 
was shocked. Iyos then protested to Ipah 
who was considered too affectionate. Iyos 
reminds the purpose of adoption is to get 
money and not to love him. Ipah didn’t 
seem to care about Iyos. That night they 
did not get money.

Question: A new fact related to the 
adoption process. How is it possible that 
a child who has acute allergies to some-
thing can be adopted by a poor family 
who does not have enough knowledge 
about health?

25.30 – 29.40

Fifth day. Iyos invited Syafin to play 
at the night market. Ipah reminds them 
they don’t have any money. Iyos per-
suades Ipah to use the remaining money 
to please Syafin. If Syafin is happy, they 
will get more money. Ipah begins to have 
an emotional attachment to Syafin. Ipah 
wants Iyos to forget about money. Iyos 
ignored Ipah and instead forced Syafin to 
bring in money. Iyos got emotional and 
hit Syafin. That night, again they didn’t 
get any money.

Question: none.

29.41 – 33.00

The sixth day. Syafin wakes up in the 
morning and leaves the hut. Ipah wakes 
up and realizes Syafin is not by his side. 
Ipah rushed out and found Syafin playing 
near the curb of the garbage pile. Sudden-

that Ipah once had a child named Rian. 
Rian is dead. Iyos came with toys for Syaf-
in. Iyos then said goodbye and went to 
work fixing the gutter. Ipah will go scav-
enging. Syafin joins Ipah in scavenging. 
While Ipah is scavenging, Ipah’s memo-
ries go back to the past when Rian was ran 
over by a garbage truck. When Ipah woke 
up from her reverie, Ipah saw that Syafin 
was in danger of being ran over by a gar-
bage truck too. Ipah immediately saved 
Syafin. Syafin was saved. Syafin felt safe 
and started calling ‘Mum’. That evening, 
Iyos questioned Ipah’s attitude in allow-
ing Syafin to call her ‘Mum’. Iyos remind-
ed Ipah not to get too carried away with 
children who are considered to be descen-
dants of the devil. That night, they both 
got a gold bracelet.

Question: The adoption process looks 
even more strange and impossible when 
we discover the fact that Ipah once had 
a child and died in an accident because 
he was run over by a garbage truck. How 
could a poor family with a history of negli-
gence be able to get an adoption?

19:20 – 21:00

Third day of adoption. Iyos sells the 
gold bracelet they got the night before. 
Iyos earned enough money to pay off the 
debt. Iyos told Syafin that he would buy a 
luxury house to live in with Ipah and Syaf-
in. On the evening of the third day, Iyos 
found a gold necklace in the drinking ket-
tle.

Question: No question but the ques-
tion from the previous scene is still annoy-
ing.

21.01 – 25.30

Fourth day of adoption. Ipah and 

ly there was an avalanche of garbage that 
hit Syafin. Ipah and Iyos immediately res-
cue Syafin. A moment later, a larger land-
slide occurred and this time it hit Ipah and 
Iyos. They then woke up in a luxury house 
and had a certificate in the name of Ipah 
and Iyos. Syafin is still unconscious due to 
the landslide.

Question: how did they get to the lux-
ury house? Who helps or picks them up 
from the garbage avalanche? Who com-
pleted the luxury house?

33.01 –  45.37

The seventh day. Iyos wakes up in his 
luxurious house. He found Ipah and Syaf-
in in the next room. Syafin is in a sick con-
dition due to a landslide. Ipah told Iyos 
that it was not Syafin who would kill them. 
Iyos immediately eliminated all items that 
could possibly kill them both. Iyos’ atti-
tude changed. This time he apologized to 
Syafin. Iyos wants to be a good father. That 
night, Iyos got sacks of money. Unexpect-
edly, Iyos actually changed after getting a 
lot of money. Iyos is convinced again that 
Syafin is the son of the devil and should be 
killed. Without Ipah’s knowledge, Syafin 
is taken and will be buried by Iyos. Ipah 
realized what was going to happen and 
immediately saved Syafin. Ipah carried 
Syafin and ran back to their ramshackle 
hut. Iyos chases Ipah. Iyos wanted to kill 
Syafin but it was Ipah who stabbed Iyos. 
Iyos lost. Not long after, Ipah committed 
suicide. Syafin mourns Ipah’s passing.

Question: Why did you run to the 
shack? Why not ask the people for help? 
Why didn’t Syafin turn into a demon? 
Where is the ‘miracle of the devil’s son’ 
who is thought to kill on the seventh day?

Discussion
From the research results, it can be 

seen that there are several questions that 
arise when watching the “Orphan” epi-
sode. This question arises and is not an-
swered until the end of the story. In fact, 
this question is not answered in other ep-
isodes in this series.

Iyos and Ipah heard rumors that there 
was a child born to Satan who could be 
adopted and could bring a big fortune in 
a week. His fortune can be in the form of 
sacks of money, a big house and a luxu-
ry car. However, those who receive good 
fortune are threatened with death on the 
seventh day after adoption. Increasingly 
pressing economic factors make Iyos and 
Ipah agree to adopt the magical child with 
all the risks.

When the author watched it, the issue 
about magical children was not surpris-
ing. Mystical premises like this are noth-
ing new in local cinema or in the daily 
lives of Indonesian citizens. Many people 
believe in magical things beyond logic. 
There are still residents who are deceived 
by someone who has magical powers 
(Ibrahim, 2024).

The “Orphan” episode series went 
quite smoothly at the start. The intro-
duction of the characters and their life 
problems went on without any significant 
questions. However, there is a scene that 
starts to raise questions when Iyos and 
Ipah adopt the devil’s child. The adoption 
process went smoothly without a hitch 
and without drama. Iyos and Ipah also 
did not pay or reimburse the costs, which 
makes the logical question even bigger.

In the adoption scene, Iyos and Ipah 
only need a few hours to get Syafin, the 
name of the child to be adopted. This 
scene raises the question: is the adoption 
process that easy?
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The scene depicting the effort to get 
Syafin looks flat. Moreover, the argument 
put forward was that Iyos and Ipah were 
threatened with death by debt collectors 
if they did not immediately pay off their 
debt. Doesn’t that argument actually show 
their poor economic situation? Iyos and 
Ipah are completely ineligible to adopt a 
child due to their difficult economic con-
ditions. Then why were they allowed to 
adopt Syafin?

Actually, the audience can accept this 
not-so-logic considering they are watching 
a film. A good film breaks down informa-
tion little by little. Not all information can 
be put at the beginning of the film because 
that can make the film end quickly (Bord-
well, 2020). This is where the suspension 
of disbelief occurs. The audience is will-
ing to postpone requests for answers to 
questions that arise. The audience is still 
willing to continue watching the scene. 
Of course, that question shouldn’t be left 
floating around for too long. The question 
must be answered.

When suspending disbelief, the audi-
ence can assume that the adoption pro-
cess was easy because of the closeness to 
the insider. Viewers may also think that 
the adoption institution has bad adminis-
tration so that people easily take children 
home. In scenario theory, the audience is 
carrying out an anticipation process (Bor-
dwell, 2020). The audience prepares an-
swers to questions that arise when they 
find oddities in the film. 

In the experience of watching a film, 
it is normal for questions to arise in the 
viewer’s mind. These questions may vary 
depending on the information presented 
in the film and the subjective perspective 
of each viewer. In screenwriting, there is 
a technique of deliberately delaying pro-
viding answers to questions that arise to 
create suspense and surprise. As Linda 

Cowgill explains, audiences often have 
anticipation for the resolution of the con-
flict, but effective scenarios provide un-
expected resolutions, creating satisfying 
surprises (Cowgill, 2007).

Cowgill said that the character will 
play the rhythm of the story; the char-
acter’s actions will help in building sus-
pense, and provide unexpected surprises 
for the audience. According to Cowgill, 
this is called the relationship between 
anticipation and surprise. She said that 
creating anticipation and providing sur-
prises is one of the jobs of a screenwriter 
in satisfying the audience. The scenario 
must be interesting, not boring, enter-
taining and make sure the character’s ac-
tions in the story can be understood by the 
audience. For that, the scenario should 
not provide too much information to the 
audience because it makes the scenario 
story easy to predict by the audience. Ac-
cording to him, a good scenario story is 
one that influences the audience. A story 
that makes the audience always want to 
guess the unanswered problems and is in 
front of the character in resolving the con-
flict. The audience has anticipation of the 
resolution of the conflict but the scenario 
story provides something else in resolving 
the conflict so that it creates a surprise for 
the audience.

However, it is important to note that 
while a delay in answers is acceptable, ul-
timately the questions must be answered 
to maintain the audience’s satisfaction 
and trust in the narrative (Martin, 2015). 
Donald Spoto said suspense is the audi-
ence’s emotional reaction to the charac-
ters resulting from delaying or withhold-
ing information from the film’s story. 
According to him, suspense can work by 
involving the protagonist and opposition 
characters (Spoto, 2010).

The statement is reinforced by Robert 

a child with a health condition that is at 
risk of being fatal can be easily adopted 
by poor people who cannot afford rent or 
even a hospital?

The author’s increasing number of 
questions brought the suspension of 
disbelief process to an end. The author 
thought this episode has a logical flaw 
and reduces their interest in continuing to 
watch. At this point, Coleridge’s theory of 
suspension of disbelief has been proven. 
This series of scenes and questions proves 
that there is a time for audience awkward-
ness and should not be left for too long 
without an answer.

The arising questions haven’t stopped. 
There is a scene where Iyos, Ipah and Syaf-
in are buried by an avalanche of rubbish. 
Using human logic, they should have died. 
However, they instead moved to a room 
in a luxurious house. In that room there 
is a house certificate in their name which 
indicates that the house belongs to them. 
The luxury house does not raise any ques-
tions because from the beginning of the 
story it has been informed that Iyos and 
Ipah can get luxuries including a house. 
In short, their dream of getting wealth 
has been achieved. The audience was not 
happy but instead asked how they could 
get to the house? With technology? Or by 
miracle? Moreover, the house is shown 
as a reality which can be interpreted as 
meaning that Iyos and Ipah are not living 
in a dream or magic world. This means 
that the house is as real as most people’s 
houses. At this stage, the audience needs 
clarity so that they can continue watching 
the film without any further distractions 
in their minds.

Filmmakers are allowed to create any 
scene, but that doesn’t mean they are free 
from the obligation to explain the logical 
consequences of this creativity. They have 
to be careful with all objects displayed 

Mckee who said that suspense can create 
curiosity and attention in the audience 
about the film’s story. Suspense can be 
done by delaying information. According 
to him, 90% of films use suspense in their 
stories. The screenwriter does this because 
suspense can make the audience empa-
thize with the characters. He continued to 
empathize with the audience by searching 
throughout the film to obtain pending in-
formation. According to him, when the au-
dience does this, the suspense in the story 
will cause anxiety (McKee, 1997).

McKee gives an example of suspense in 
a drama film in Michael Curtiz’s work en-
titled Casablanca (1942). In the film, much 
information is withheld from the audi-
ence. This is exemplified by McKee in the 
first act of the film. The audience is not told 
what anxiety Rick’s character is experienc-
ing. Information is only given through the 
character Yvone (a girl who was rejected 
by Rick) and the conversation of the char-
acter Renault. When the character Ilsa ap-
pears and her relationship with Rick, the 
audience only gets information about the 
reason Rick rejected Yvone. McKee con-
tinues that the audience only finds out the 
real relationship between Rick and Ilsa at 
the end of the first act during the flashback 
scene. In that scene, the audience is given 
information about Rick’s love affair with 
Ilsa while in Paris. According to McKee, 
suspense in drama films can be applied 
by delaying information and giving it to 
the audience slowly before it is finally re-
vealed.

Several scenes later, new information 
emerges that it turns out Syafin has a pea-
nut allergy. This allergy turned out to be 
at an acute stage where he could faint if he 
ate the wrong food. Syafin had to be taken 
to hospital because of the allergy. This in-
formation made the audience even more 
surprised. There are more and more au-
dience questions. How is it possible that 
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in the frame as they will create meaning 
in the mind of audiences (Tierno, 2024). 
The transition from the avalanche of trash 
to the luxury house just happens and is 
never explained until the end of the sto-
ry. In fact, a funny thing happened when 
Ipah decided to go home to the hut. Ipah 
carried Syafin and moved from the luxury 
house back to the hut ‘manually’ a.k.a run-
ning. Leave for the luxurious house with 
magical help and return to the hut with a 
run. Next question: why did you have to 
run to the hut? Wouldn’t it be true that if 
she was threatened, Ipah could run to the 
authorities or a known neighbor? The au-
dience’s logic is damaged. If we look at it 
from the theory of suspension of disbelief, 
it can be said that the audience’s trust has 
been completely destroyed. No upcoming 
information which can restore the ruined 
trust.

We need defensive questions to correct 
this failure. Should illogical scenes not be 
created? Can’t the story in this episode 
be improved? If possible, what should be 
done?

Delaying logic is necessary to make an 
interesting story. Without any suspension 
of logic, we may never see a film about a 
man who can crawl on walls after being 
bitten by a spider. Maybe we also won’t 
see a human war with extraterrestrial 
creatures. However, delaying logic has 
consequences.

Coleridge said that the suspension of 
disbelief must be resolved immediately. 
In the context of the Iyos and Ipah case, 
the director must know what the audience 
thinks or questions after seeing scene af-
ter scene. The director should be ready 
to answer questions about the ease of the 
adoption process shortly after the adop-
tion scene takes place. That is the main 
function of a director: to direct. 

If viewed from the perspective of the 

suspense of disbelief theory, there are 
two things that the director should pay 
attention to. First, the audience should 
not be left wondering for too long about 
the illogicality. Second, the director must 
refocus the audience and prepare for the 
next scene. Audience focus is part of the 
Director’s responsibility. 

When a viewer looks at an image, 
they try to make sense of it and when it 
is placed next to another image they try 
to make sense of the relationship between 
them. Beneath each is written the view-
er’s interpretation (Lambden, 2022).

The illogical adoption scene needs to 
find a solution. The author proposes sev-
eral alternatives to answer the question 
about the adoption process being too 
easy. Of course, this alternative is only 
an example and not a requirement. The 
first alternative, the director can create 
a story that the admin who takes care of 
the adoption is part of Iyos and Ipah’s en-
vironment. It could also be said that the 
admin is Iyos’ brother. The admin un-
derstands the threats faced and is willing 
to help. The second alternative, Iyos and 
Ipah know the secret of the crimes com-
mitted by the admin or adoption agency 
so that the admin is forced to pass the 
adoption. The third alternative, it turns 
out that the admin is part of the devil’s 
strategy which deliberately ensnares poor 
people who have reached a dead end. 

The addition of the suggested stories 
will complete the mise en scene. The in-
formation will become a whole where the 
action and reaction are available. This 
formula will resolve the question (Eisen-
stein, 2020).

Meanwhile, in the context of the scene 
of moving from the avalanche of rubbish 
to the luxury house, the director can use 
the ‘power’ of the devil child to create a 
magic portal that instantly transports 

them. This also shows that Syafin is a child 
who has magical powers. Syafin is not 
seen as the incarnation of Satan through-
out the film. In fact, the child looked like 
a weak child. This magic portal could also 
be the answer to the suspension of disbe-
lief from the logic that has been distorted 
in the previous scenes. The director was 
also able to show Syafin’s physical chang-
es when he transformed into a devil.

This idea is just a common visualiza-
tion of demons. This is the easiest way 
to tell someone is evil because that is the 
stereotype of a demon. Audience has seen 
many visualizations of demons before 
and it helps them to acknowledge the boy 
character. A common symbol will make 
the film easier to understand (Bartesaghi, 
2016).

Joko tried to explain the timeline of 
this anthology (CNN Indonesia, 2024). 
The Author was seeking additional infor-
mation to answer the unresolved logic. 
The effort returned failed. 

The Author was not alone in ques-
tioning the logic in this series. A reviewer 
named Yuni also suggested that the audi-
ence watch the movie a few times because 
the series is raising questions (Usmanda, 
2024). She did not mention which scene 
that raises questions or whether rewatch-
ing will help answer those questions. The 
Author has rewatched many times and did 
not find the answers.

As stated in an article, a confusing 
or ambiguous ending can trigger debate 
among viewers and influence their percep-
tion of the entire film (Protheroe, 2023).

Conclusion
In conclusion, the “Orphan” episode 

presents a compelling yet flawed narrative 
that struggles to maintain the audience’s 
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suspension of disbelief due to unresolved 
logical inconsistencies. The story of Iyos 
and Ipah adopting Syafin, a child rumored 
to be born of Satan, introduces mystical 
elements that initially captivate viewers, 
aligning with cultural beliefs in Indone-
sia about the supernatural. However, the 
ease of the adoption process, Syafin’s un-
disclosed peanut allergy, and the abrupt 
transition from a trash avalanche to a lux-
urious house without explanation stretch 
the audience’s willingness to overlook 
logical gaps beyond a reasonable limit. 
Theories from Coleridge, Cowgill, Spo-
to, and McKee highlight the importance 
of suspense and delayed information in 
storytelling, but they also emphasize that 
such delays must eventually be resolved 
to preserve narrative coherence and audi-
ence trust. 

While the episode successfully builds 
anticipation, it fails to deliver satisfying 
surprises or explanations, leaving viewers 
with lingering questions that undermine 
their engagement. Proposed alterna-
tives—such as tying the adoption to in-
sider connections, blackmail, or Syafin’s 
magical powers—demonstrate how the 
story could address these flaws, though 
these remain speculative without evi-
dence from the creative team. Ultimate-
ly, “Orphan” serves as a case study in the 
delicate balance between creative liberty 
and logical accountability, underscoring 
that while audiences are willing to sus-
pend disbelief, they require eventual clar-
ity to sustain their investment in the nar-
rative. Without it, as seen here, the story 
risks losing its emotional and intellectual 
impact, leaving viewers frustrated rather 
than fulfilled.

This research is also relevant in the 
context of fictional content production 
in the digital era, where streaming plat-
forms such as Netflix have become the 
main medium for story distribution. In 
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the increasingly fierce competition in the 
entertainment industry, narrative quality 
and the ability to maintain audience trust 
are key factors in the success of a work. 
Therefore, learning from this analysis is 
not only useful for filmmakers, but also 
for academics, critics, and fans who want 
to understand more deeply the dynamics 
between story, logic, and audience recep-
tion.
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FASHION TREND VISUALIZATION THROUGH AI-BASED 
ILLUSTRATION: A CASE STUDY ON FASHION TREND 

FORECAST 2025/2026 STRIVE BOOK

Abstract: Digital technology has evolved and brought significant changes in various 
aspects of the creative industry, including the fashion industry. One of the innovations 
that is now starting to be applied in the visualization process, especially in produc-
ing fashion illustrations, is artificial intelligence (AI) technology. Through a case study 
on Fashion Trend Forecast 2025/2026 STRIVE book, this research aims to analyze 
how AI technology compares with manual and digital illustrations in communicating 
ideas and narratives of fashion trends. The method used in this research is a descrip-
tive qualitative approach to visual analysis based on the main aspects of stroke line, 
color, proportion, and composition. The results show that AI-based fashion illustration 
is able to display visuals with high quality and detail, but it needs to be supported by 
prompt experiments to achieve the intended image results. The efficiency of the process 
to produce illustrations is also very significant, because no hand-draw sketch skills are 
required. It can be concluded that AI has great potential as a tool in the visualization 
process of fashion trend books, especially in conceptualizing and communicating trend 
elements quickly and adaptively.

Keywords: visualization; fashion trend; illustration; artificial intelligence (AI)
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connection between design innovation, 
social responsibility, and trend setting. 
(Bris et al., 2021; Grace Gatawa, 2022). 

In the context of trend setting, trend 
visualization is a crucial element to 
help fashion designers, brands, and 
fashion observers understand the di-
rection of aesthetic movements and 
consumer preferences. Trend visual-
ization serves not only as a form of doc-
umentation, but also as a media for 
communicating creative ideas that are 
relevant to the present and the future.

The fashion industry is currently 
showing a significant increase in tech-
nology implementation starting from the 

Enrico

Introduction
Fashion trends are rapidly evolving and 

dynamic in this modern era, influenced 
by various social, economic, cultural, and 
technological factors. In today’s digital 
era, shifting lifestyles and utility patterns 
have accelerated the emergence of new 
trends that are increasingly complex and 
diverse. Fashion trends are not only a 
guide, but also serve as an important driv-
er for innovation and marketing strategies 
in the fashion industry, one example of the 
connectivity between the fashion industry 
and sustainability issues is also integrating 
environmentally friendly approaches into 
current fashion trends. This shows the 
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research process, the creation of illustra-
tions, and the production process of its 
products. Since 2023, there has been an 
emerging issue about the role of artificial 
intelligence (AI)-based technology in all 
fields, which is expected to help human 
activities. One of the roles of artificial in-
telligence (AI) in the fashion industry is in 
the creation of fashion illustrations and 
designs. Along with the increasing use 
of technology in the creative process, AI-
based illustration offers a new approach 
in the process of describing possible up-
coming fashion trends. This can be seen 
from several studies that show that AI is 
not only used in data analysis and to pre-
dict social or consumer activity behavior, 
but can also produce creative and techni-
cally more effective and efficient designs 
(Akram et al., 2022; Sohn et al., 2021). 
Research shows that AI image generator 
technology is able to produce realistic and 
attractive illustrations, becoming a cre-
ative partner in providing more accurate 
design recommendations. (Kamiliyana 
et al., 2024; Rachmawati et al., 2024).

However, challenges are encountered 
in integrating artificial intelligence (AI) in 
the field of illustration and design. Some 
studies show that while using AI can im-
prove efficiency and creativity, basic skills 
in creating illustrations are still import-
ant. Insight and understanding of the el-
ements, color composition, and propor-
tion are still needed to achieve a quality 
illustration or design. (Dewanto, 2024).

Several previous studies related to 
the application of artificial intelligent 
in the design and fashion industry have 
been conducted., Sohn (2020) in his ar-
ticle conducted research on consumer 
responses to fashion products designed 
by generative adversarial network (GAN) 
technology, Kamiliyana (2024) dan 
Rachmawati (2024) conducted research 
related to the application of AI technol-
ogy in graphic design media with the 
aim that graphic designers can optimize 

the use of AI in their work and work to-
gether to produce innovative graphic 
works. This research discusses how to 
utilize artificial intelligence (AI)-based 
technology to produce visual illustra-
tions of fashion trends, with a case study 
on  Fashion Trend Forecast 2025/2026 
STRIVE book, which is an important ref-
erence in mapping the future develop-
ment of Indonesian fashion aesthetics. 

This research attempts to an-
swer the following questions:  

1. How is the implementa-
tion process of artificial intelligence 
(AI) technology in generating visu-
al illustrations for fashion trends?

2. What are the implications of
using AI illustrations on the way fash-
ion trends are communicated and per-
ceived in the local fashion industry?

Fashion Trend

Fashion has become part of the human 
lifestyle, always changing with the times 
and as a medium of communication and 
social identity. Fashion inherent in time 
and space is called fashion trend. Fash-
ion trends as a social phenomenon reflect 
changes in style preferences and aesthetic 
values in society at a certain period, which 
can occur due to changes in social, eco-
nomic and technological aspects that af-
fect how fashion is utilized and shaped in 
society. As the impact of digital technology 
affects the development of fashion trends, 
the use of big data analysis that applies 
machine learning can study consumer be-
havior patterns and analyze the best-sell-
ing fashion products (Huang, 2024; Lee 
& Suh, 2024). By taking advantage of 
this technology, companies can respond 
to trends quickly, producing fashion 
products that match market preferences.

Fashion trends often reflect the chang-
ing values and norms in society, not stand-
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ing alone as an aesthetic phenomenon, but 
as a medium of symbolic communication 
that reflects identity, social status and 
power relations. Cultural and social as-
pects can influence how people dress and 
what is considered fashionable. For exam-
ple, in urban communities, fashion trends 
tend to be influenced by global issues such 
as sustainability, gender equality, and 
digitalization, which are then translated 
into the shapes, colors, or materials used. 

Overall, fashion trends are a complex 
reflection of the interconnections between 
technology, society, culture and consumer 
behavior. Changes in fashion trends not 
only directly affect the fashion industry, 
but also serve as a reflection of broader 
socio-economic conditions. To communi-
cate this, media such as specific websites 
that discuss fashion trends or in the book 
form are designed. One of the most wide-
ly seen institutions as a guide to fashion 
trends is WGSN, a company in London 
that provides design and consumer pre-
dictions as well as business and marketing 
consulting. While in Indonesia itself also 
has a book Fashion Trend Forecast, which 
is a fashion trend guide that adjusts glob-
al fashion trends and socio-cultural val-
ues, and consumer behavior in Indonesia.

Visualization on Fashion Forecast-
ing

In fashion trend forecasting, the role 
of visuals is indispensable as a media 
for communicating information and ef-
fectively integrating data, intuition, and 
visual narratives and current trends. 
Visual representation serves as a con-
nection between data and design inter-
pretation (Kim et al., 2021). Some types 
of visualization that are considered es-
sential in fashion forecast media are:

1. Mood Boards are visual collag-
es that depict a collection of elements 
of inspiration or creative ideas. The ele-
ments in a fashion moodboard show the 
themes, styles, colors, details that will 
appear in the design of a fashion collec-
tion. Mood Boards also reflect the expres-
sion and aesthetic of the current fashion 
trend, which provides a very important 
emotional context for the visualization 
of textiles and styles (Rolansa, 2021).

2. Fashion sketches/illustrations, to
support the image elements on the mood-
board which are commonly included 
with a few fashion sketches/illustrations. 

3. Photo visualization is a pop-
ular and important part of fashion 
branding. In addition to sketches, there 
are also many fashion photos by de-
signers that have been published to 
strengthen the image of the fashion 
trend element to be communicated.

Methodology
The method used in this research is 

a descriptive qualitative approach with 
a case study method. The main object 
for analysis is Fashion Trend Forecast 
2025/2026 STRIVE book, especially on 
trend visualization. The research stages 
are:

1. Data collection was through a

documentation study of the visual and 
narrative content in Fashion Trend Fore-
cast 2025/2026 STRIVE book. In addi-
tion, semi-structured interviews were 
conducted with the creative team of the 
trend book.

2. Data analysis, including the visual
content of trends in the book, comparison 
between manual illustrations that have 
been created in previous trend books and 
AI-based illustrations, and interpretation 
of visual meaning in the context of trend 
narratives.

3. Validation of data triangulation
through confirmation with sources and 
review between visual documents.

Result
The role of illustration in fashion trend 

books is very important, contributing to an 
in-depth visual understanding of emerg-
ing styles and aesthetics. Illustrations 
not only play a role as visual support, but 
also serve to attract readers’ attention and 
provide inspiration for designers (Musti-
karani & Irwansyah, 2019). By displaying 
attractive illustrations, readers will more 
easily understand the concept of fashion 
trends to be delivered in the trend book. 

The process of creating illustrations in 
fashion used to be done manually before 
digital technology developed. High hand 
skills are needed to draw or paint, and it 
takes a long time to produce aesthetic il-
lustration works. But along with the devel-
opment of digital technology, the process 
of fashion illustration has shifted to apply 
digital methods. The use of graphic design 
software such as Adobe Illustrator, Adobe 
Photoshop and the like allows designers to 
create illustrations faster and easier. The 
resulting illustration also looks more re-
alistic because many figure templates and 
material textures have been provided by 
the design software.

In recent years, the application of 
artificial intelligence (AI) in illustration 
creation has become increasingly popu-
lar. Several application platforms such 
as ChatGPT, Bing, Midjourney, Copilot, 
and the like that belong to the Generative 
Adversarial Networks (GANs) technology 
have started to be used to create highly re-
alistic and automated images.
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Figure 1. Fashion Trend Forecast 2025/2026 STRIVE
(Source: Fashion Trend Forecast 2025/2026 STRIVE 

book)

Figure 2. Visualization using AI Generated
(Source: Fashion Trend Forecast 2025/2026 STRIVE 

book)

The shifting in illustration methods 
from manual to AI-generated reflects a 
major transformation in the fashion in-
dustry. This more efficient process allows 
designers to focus on the creative aspects, 
while AI performs the technical tasks. The 
following is an analysis of the comparison 
of the types of illustrations created manu-
ally to AI-generated.

Figure 3. Illustration type comparison
(Source: Pinterest and Fashion Trend Forecast 

2025/2026 STRIVE book)
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Figure 3 shows that the left image was 
created manually, the middle image was 
processed using Adobe Photoshop soft-
ware, and the right image was AI-gener-
ated. The left hand-drawn sketch uses 
expressive and spontaneous lines, has a va-
riety of textures and looks rough, indicat-
ing direct hand pressure. The lines are not 
always neat, sometimes to draw a straight 
line still looks slightly curved, suggesting 
the dynamism and energy of the design-
er’s movements. The center and right im-
ages created with digital technology look 
cleaner and more controlled than manual 
illustrations. The outline is smooth and 
precise with digitally processed texture ef-
fects. The right image, although the lines 
look very smooth, is not always consistent. 
Some parts are visually unbalanced (such 
as the hand not appearing).

From the coloring technique aspect, 
the color media used in hand-draw sketch-
es are limited (markers, colored pencils, 
etc.), and skills are needed to make the 
colors more alive. In terms of visual char-
acter, colors in illustrations with manual 
methods are only used to give emphasis, 
not a realistic representation that gives the 
impression of dynamic and expressive de-
signers. For digital illustrations, coloring 
is more realistic and can display smooth-
er gradations to texture effects. The col-
ors used are more accurate and can be 
reproduced for subsequent sketches. The 
visual character of colors from AI-gener-
ated illustrations is very rich and complex, 
looking very realistic and resembling pho-
tographic lighting. The effects of textile 
materials, shadows and gloss are detailed. 
However, care must still be needed for 
the details, as sometimes there are small 
errors in the shadows or the logic of light 
that can be out of place.

In terms of proportions, manual illus-
tration drawings look slim and elongated, 
because they are adjusted to the expres-
sion of the designer’s drawing style. For 
digital images, they are more proportional 

and look natural. While the proportions 
on illustrations made by AI are realistic 
but sometimes look too symmetrical or 
rigid.

The use of realist illustrations such 
as photography is also used in Fashion 
Trend Forecast 2025/2026 STRIVE book. 
To make it easier for readers to under-
stand the trend elements to be communi-
cated, experiments were conducted by the 
creative team of the trend book to create 
realist illustrations through AI-generated.

Figure 4. Illustration made with AI-generated
(Source: Fashion Trend Forecast 2025/2026 STRIVE 

book)

The quality of the visual illustration 
in figure 4 looks realistically photograph-
ic, with subtle lighting. The texture of the 
textile material is visualized with details 
resembling the original fabric, the fab-
ric fibers and folds looks natural and the 
weight of the heavy fabric falls natural-
ly. From the interview with the creative 
team, the prompt used to interpret the 
illustration is as follows “Please create 
visual illustration a young male model in 
exaggerated oversized brown wool blazer 
jacket, layered with a sheer translucent 
inner fabric, styled in a muted and edito-
rial fashion aesthetic, very realistic style, 
detailed fabric texture, and cinematic 

lighting”.

Figure 5. Sketch illustration made with AI-generated
(Source: Fashion Trend Forecast 2025/2026 STRIVE 

book)

The sketch illustration shown in Fig-
ure 5 is also one of the images in the Fash-
ion Trend Forecast book created using AI 
technology. It was generated using the 
following prompt: “Sketch a fashion il-
lustration of a male model wearing loose 
cargo pants with pleats at the darts and 
ankle boots- sneakers style, with detailed 
ink line shading and a dynamic posture.” 
The keywords “sketch” and “ink line shad-
ing” help produce visuals that resemble a 
hand-drawn style. The phrase “with pleats 
at dart” directs the details of the cargo 
pants to include a folding element at the 
dart of the pants, aligning with the iden-
tified trend.

Discussion
Based on the results of the study and 

interviews with the creative team, the use 
of AI-generated to create illustrations is 
very helpful in strengthening the visuals 
in the fashion trend book. Some of the 
advantages of applying AI include being 
able to quickly and automatically create 
visuals whose results look professional, 

of course, by using detailed prompts. The 
visuals produced are attractive and mod-
ern, the appearance of textures, volumes, 
and the effects can look detailed and 
realist without much of manual effort. 
The effort made is to try trial and error 
in writing the prompt, the illustration 
concept must be developed first in detail 
what elements you want to use. As shown 
in Figures 3 and 4, developing the prompt 
is a trial-and-error process requiring rep-
etition and refinement. The illustration in 
Figure 4 was not generated with a single 
prompt. The basic prompt began with the 
following description: “Young male mod-
el wears an oversized brown wool blazer 
lined with a thin inner fabric”. Then, style 
and atmosphere cues were added: “styled 
with a calm and editorial fashion aesthet-
ic, highly realistic styling, detailed fabric 
textures, and cinematic lighting”.

To ensure the color palette aligned 
with the designed trend guidelines, 
prompts such as “earthy color palette,” 
“neutral colors,” and “natural lighting” 
were added.

In addition, there are things that can 
be developed because there are still some 
gaps in the current shortcomings for 
AI-generated technology. Small errors in 
the use of prompts will cause some details 
to also look illogical, For example, shad-
ows or light logic can appear in certain 
parts so that the writing of the prompt 
must be examined again or the details 
of the prompt need to be added. In addi-
tion, sometimes the visual appearance is 
too generic or similar to other outputs on 
other internet sites. Throughout this pro-
cess, the designer’s role is to envision and 
clearly articulate the concept in the form 
of a structured prompt. Prompt develop-
ment is a new design literacy that con-
nects conceptual and visual intent.
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Conclusion
From the results of this discussion, it 

is concluded that the application of arti-
ficial intelligence (AI) technology in the 
visualization of illustrations on fashion 
trends is very significant, and was success-
fully carried out in the creation of Fashion 
Trend Forecast 2025/2026 STRIVE book. 
Through a visual analysis approach to 
hand-drawn sketch, digital, and AI-gen-
erated illustrations, it can be said that AI-
based illustrations offer the advantages of 
efficiency in the process, high quality of 
visual details, and the ability to adjust to 
certain aesthetic directions based on the 
written prompt. However, designer in-
volvement is still needed to direct creativ-
ity and ensure the relevance of the design 
to the market character. 

The integration of AI and fashion 
trend illustration can accelerate the vi-
sual exploration process for the dynamic 
and fast-changing needs of the fashion 
industry, and can open a bridge between 
technology and design. This research rec-
ommends further exploration of the utili-
zation of AI technology at other stages in 
the fashion production process cycle.
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MULTISENSORY STIMULATION AS REBRANDING 
STRATEGY FOR COMMUNITY EMPOWERMENT IN CIDCO

Abstract: Creative Business of Diffable Community (CIDCO) is an inclusive art com-
munity that empowers children with disabilities through creative art practices. De-
spite its products’ high aesthetic and social value, CIDCO faces challenges in building 
a consistent and emotionally resonant brand identity for the public. This study aims 
to formulate a multisensory rebranding strategy to enhance emotional bonds with the 
audience and increase awareness of the social values carried. A descriptive qualitative 
approach is used through literature studies, participant observations, and in-depth in-
terviews with CIDCO managers and audiences. SWOT analysis and TOWS matrix were 
utilized to map the community’s strategic position and to formulate key value proposi-
tions for redesigning its brand identity. The findings of this study offer a contribution to 
inclusive branding practices by integrating sensory and affective aspects in the context 
of community social entrepreneurship.

Keywords: inclusive branding; multisensory experience; disability empowerment; 
social entrepreneurship
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Despite the originality and emotional 
value embedded in its artistic offerings, 
CIDCO struggles to communicate its so-
cial mission effectively and establish a 
consistent brand identity. One of the main 
obstacles lies in the lack of a structured 
and narrative-based visual communica-
tion approach. Current brand represen-
tation focuses more on the form of phys-
ical products, such as tumblers, scarves, 
and t-shirts, without being supported by 
an emotional narrative that conveys the 
values and processes behind the work. 
The main digital platform is CIDCO Ins-
tagram account (@cidco.bandung), which 
has been utilized for promotion purposes, 
but has not comprehensively narrated the 
mission, creative process, and person-
al stories attached to each product. As a 
result, the emotional connection with the 

Introduction
Creative Business of Diffable Commu-

nity (CIDCO) is an inclusive art commu-
nity that aims to empower children with 
disabilities through the practice of visual 
art and design. The products created by 
CIDCO not only carry aesthetic value but 
also convey social narratives that reflect 
the spirit of inclusion and independence. 
Since its establishment, CIDCO has en-
gaged in various collaborations, includ-
ing the CIDCO Corner at Studio Atoz, 
participation in the Indonesia Creative 
Cities Festival (ICCF), and distribution 
partnerships with several hotels through 
a consignment system. However, CIDCO’s 
brand visibility in public spaces remains 
limited, with inconsistencies in visual 
identity and communication strategies.
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audience has not been consistently estab-
lished.

In the contemporary marketing land-
scape, consumer experiences are increas-
ingly determined by emotional and senso-
ry dimensions, rather than solely by the 
functional value of the product. A study 
by Schmitt (1999, in Bortolotti, 2025) 
emphasizes the importance of building 
meaningful and enjoyable experiences in 
the process of forming brand perceptions. 
This aligns with the perspective of Lemon 
and Verhoef (2016), who show that brand-
ing strategies in the digital era require 
deeper emotional involvement, especially 
through personally integrated experienc-
es.

Multisensory branding is a potential 
approach to build engagement between 
consumers and brands through the acti-
vation of multiple senses—sight, hearing, 
smell, touch, and taste. This approach has 
been shown to enhance brand recall and 
create stronger affective relationships 
(Krishna, 2013). In the context of a com-
munity like CIDCO, this strategy opens up 
opportunities to combine visual elements 
from children’s artwork with community 
narratives and authentic sensory experi-
ences. 

While previous studies have shown 
that sensory elements can enrich brand 
experiences (Legia & Nurfarina, 2024), 
few studies have specifically formulated 
implementation strategies in the context 
of inclusive arts communities. 

Therefore, this study aims to develop 
a CIDCO rebranding strategy based on 
multisensory stimulation. Using a SWOT 
analysis along with the TOWS matrix, 
this research delineates CIDCO’s stra-
tegic standing and proposes actionable 
recommendations that encompass narra-
tive elements, visual identity, and sensory 
experiences. These findings are expected 
to provide practical contributions toward 
strengthening the brand identity of inclu-

sive and sustainable social communities.

Social Community Branding Strat-
egy

Branding plays a strategic role in 
shaping the image of social communities, 
strengthening credibility, and articulat-
ing collective values to a wider audience. 
According to Kapferer (2012), branding 
not only forms an identity but also in-
volves distinguishing an entity within an 
increasingly dense and competitive infor-
mation landscape. In the context of com-
munity-based initiatives, visual elements 
such as logos, color palettes, and typogra-
phy serve as symbolic representations of 
collective aspirations and the emotional 
character of the group (Wheeler, 2017). 

As part of non-verbal communica-
tion, color has a strong symbolic capaci-
ty in shaping emotional perceptions of a 
brand. Labrecque et al. (2013) assert that 
the right choice of color can strengthen 
social messages and clarify inclusive val-
ues. In the context of CIDCO, integrating 
visual elements derived from the artwork 
of children with disabilities, including 
their distinct use of color and form, can 
help establish a cohesive brand identi-
ty while deepening emotional resonance 
with the audience.

In addition to visual identity, a mul-
tisensory experience-based approach ex-
pands the possibilities for fostering deep-
er emotional connections with the public. 
Through the activation of senses such as 
sight, hearing, touch, and smell, brand 
experiences can become more meaning-
ful and memorable (Krishna, 2013). For 
an inclusive arts community like CIDCO, 
strengthening the sensory dimension can 
be implemented through product texture, 
visual narratives of the creative process, 
and the use of authentic audio elements 
that reflect the personal journeys of its 
creators. 
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Brakus et al. (2009) showed that 
brand experiences designed to evoke emo-
tional responses can increase user loyalty 
and expand social impact. In this context, 
integrating sensory elements in CIDCO’s 
branding strategy not only supports the 
consistency of brand identity but also en-
riches audience engagement through ex-
periences that are reflective, emotionally 
grounded, and aligned with the communi-
ty’s social values.

Branding in Social Entrepreneur-
ship 

Social entrepreneurship integrates the 
principles of business innovation to create 
sustainable social impact. In this frame-
work, branding functions not merely as a 
communication tool but also as a strategic 
approach to strengthen credibility, clarify 
social missions, and expand the organiza-
tion’s reach (Schmidt & Henseler, 2022). 
Unlike commercial branding, which fo-
cuses primarily on product value, brand-
ing in social entrepreneurship prioritizes 
transparency, participation, and the rein-
forcement of collective identity. 

As a community that focuses on 
empowering children with disabilities 
through art, CIDCO requires an authen-
tic branding approach that is in line with 
the principle of inclusion. In this context, 
branding expands visibility and becomes 
a vehicle for building a relevant and sus-
tainable social narrative. The active in-
volvement of stakeholders, both internal 
and external, in the co-creation process 
of brand identity is a crucial factor in 
ensuring the legitimacy and long-term 
resonance of the brand in the public eye 
(Schmidt & Henseler, 2022).

	 Multisensory experience-based 
approaches offer further potential to 
deepen audience engagement. As Lind-
strom (2010) points out, sensory activa-
tion—through visuals, textures, sounds, 

and scents—can strengthen the emotional 
connection between a brand and its audi-
ence. For CIDCO, this can take the devel-
opment of elements such as the texture of 
products made by children with disabili-
ties, visual storytelling that captures the 
creative process, and authentic audio el-
ements shared via digital media. This ap-
proach not only supports the reinforce of 
CIDCO’s identity as an arts community, 
but also strengthens its position as a cat-
alyst for social change based on collective 
experience.

However, while multisensory brand-
ing approaches offer great potential in 
building emotional connections with 
audiences, its implementation in small 
communities-based organizations such as 
CIDCO faces several structural and cul-
tural challenges. First, limitations in hu-
man resources and technical expertise are 
significant obstacles in designing consis-
tent and high-quality sensory experienc-
es. As stated by Kovanen (2021), social 
organizations often operate with limited 
resource capacity, which results in limita-
tions in adopting innovative technologies 
or marketing methods. 

Second, visual and sensory literacy 
among community members and poten-
tial audiences varies significantly. This 
requires designing adaptive multisensory 
experiences, ones that go beyond high-
end aesthetics to also prioritize acces-
sibility and emotional resonance across 
diverse social backgrounds (Norman, 
2000).

Third, limited access to digital plat-
forms and supporting technologies 
can hinder the dissemination of senso-
ry-based brand experiences, especially 
among communities with limited digital 
infrastructure. This challenge reinforces 
the importance of developing creative and 
sustainable local resource-based strate-
gies.

In summary, while multisensory pro-

vides an opportunity to strengthen com-
munity identity, its success largely de-
pends on how well it adapts to the resource 
context, the ability to co-create with com-
munity members, and a deep understand-
ing of the preferences and constraints of 
the target audience.

Methodology
This study adopts a qualitative de-

scriptive approach to explore the chal-
lenges faced by CIDCO in developing a 
branding strategy, as well as formulating 
a rebranding model based on multisenso-
ry stimulation. This approach allows for 
an in-depth exploration of social values, 
emotional experiences, and visual rep-
resentation processes that evolve within 
an inclusive arts community (Silverman, 
2021).

Data were collected through literature 
review, in-depth interviews, and partic-
ipant observation. The literature study 
focused on theories of emotional brand-
ing, multisensory experiences, and social 
entrepreneurship strategies. 

Interviews were conducted to gain in-
sights into perceptions of brand identity, 
communication challenges, and prefer-
ences for sensory elements. The research 
involved eight respondents with varying 
levels of familiarity and interaction with 
CIDCO to provide a comprehensive per-
spective on its branding challenges and 
opportunities. The respondents were 
carefully selected to represent different 

Figure 1. CIDCO Branding Strategy Flowchart
(source: personal research documentation)

stakeholder categories: CIDCO adminis-
trators (R1) and chairpersons (R2), two 
regular audience members (R3 and R6), 
two first-time observers (R4 and R5), and 
two potential collaborators (R7 and R8). 
This diverse group enabled the research 
to capture a holistic understanding of CI-
DCO’s strengths, weaknesses, opportuni-
ties, and threats from both internal and 
external perspectives. 

In addition, direct observations of 
CIDCO‘s activities, including the CIDCO 
Corner initiative and its Instagram chan-
nels, helped identify existing forms of vi-
sual representation and opportunities for 
developing multisensory-based brand ex-
periences.

SWOT analysis was used to map the 
strengths and weaknesses alongside op-
portunities and threats relevant to CID-
CO. Internal factors such as the unique-
ness of its social value-based products 
and existing inconsistency in brand iden-
tity, combined with external factors such 
as increasing public awareness of inclu-
sion, and competitive challenges from 
similar communities (Gürel & Tat, 2017). 
The SWOT findings were then followed 
up through the TOWS matrix to formu-
late specific and contextual implementa-
tion strategies. 

According to Gürel & Tat (2017), 
TOWS enables organizations to align in-
ternal strengths with external opportu-
nities while addressing weaknesses and 
threats through adaptive strategies. 

Within this framework, the strategies 
developed include the use of visual nar-
ratives, integration of sensory elements in 
brand communications, and optimization 
of digital media as an interactive channel 
to reach a wider and more diverse audi-
ence.

Result
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CIDCO’s Profile and Branding Chal-
lenges

Since 2019, Creative Business of Difa-
bel Community (CIDCO) has been oper-
ating as an extension initiative of the Art 
Therapy Center (ATC) of Widyatama Uni-
versity, focusing on art and design training 
for people with disabilities. CIDCO aims 
to support both the economic sustainabil-
ity and creative expression of ATC gradu-
ates through the production of artworks 
that carry social value while remaining 
commercially viable. This initiative seeks 
to redefine the narrative around disability, 
positioning children with disabilities not 
as objects of pity but as creative subjects 
contributing meaningfully to the creative 
industry.

CIDCO’s products include lifestyle 
merchandise such as tumblers, scarves, 
and t-shirts, all of which are designed 
from the work of children with disabili-
ties. This creative process not only pro-
duces aesthetically original products but 
also represents empowerment through ac-
tive participation and inclusivity in design 
practices. Each product carries personal 
values and expressive traces of its creator, 
transforming design into a narrative me-
dium that communicates the story of the 
community.

However, the observation results at 
the CIDCO booth showed a gap between 
the visual appeal of the product and the 
communication of their underlying social 
context. Although the product design was 
considered visually engaging, information 
about the community, creative process, 
and personal background of the creator 
was not explicitly articulated. A visitor, 
for example, only understood the origin of 
the product after receiving an explanation 
from the booth attendant. The absence 
of this narrative diminishes the potential 
for emotional connection between the au-
dience and the product, as emphasized 
by Fog et al. (2005), who highlighted the 

importance of integrated visual storytell-
ing in building affective relationships be-
tween brands and users.

In addition, the product display at the 
booth tends to be cluttered and lacks cu-
ration. This disorganized layout compro-
mised the overall aesthetic and hindered 
appreciation of each product’s unique 
characteristics. This observation is in line 
with Levy and Weitz (2018), who assert 
that functional and curated spatial ar-
rangements strengthen the perception of 
product value.

On the digital side, CIDCO’s Instagram 
account (@cidco.bandung) demonstrates 
strong visual potential but falls short in 
fully articulating the community’s story. 
The existing content focuses more on the 
final product results than on the creative 
process or personal experiences of the 
creators. Interview respondents suggest-
ed developing content formats such as 
short documentary videos to showcase 
the creative journey and background of 
the community. This approach is consid-
ered more capable of building emotional 
attachment, in line with Randazzo (2019), 
who emphasizes that authentic brand ex-
periences are crucial for meaning-making 
and customer loyalty in the digital space.

An interview with a potential col-
laborator, a local fashion brand owner, 
confirmed that CIDCO has an attractive 
narrative strength but noted the need for 
a more professional presentation to in-
crease its value proposition in business 
partnerships. The respondent emphasized 
the importance of a product catalogue 
that incorporates storytelling elements 
about the design process, creator back-
grounds, and community context. These 
findings support Aaker’s (2010) view on 
the importance of structured and consis-
tent information in building brand credi-
bility, as well as Keller’s (2013) assertion 
that continuous storytelling strengthens 
value-based differentiation.

Overall, the findings suggest that CI-
DCO’s primary branding challenge lies in 
the lack of consistent visual identity and 
the absence of a strong emotional narra-
tive. Both aspects are essential for cre-
ating an affective brand experience that 
resonates with audiences and attracts 
strategic partners.

Another significant challenge is the 
limitation of human resources. CIDCO‘s 
management relies entirely on the partic-
ipation of parents and children with dis-
abilities, most of whom lack expertise in 
social entrepreneurship management and 
digital technology skills. Although several 
training sessions have been conducted, 
the implementation of branding and mar-
keting strategies is still not optimal, exac-
erbated by the varying levels of commit-
ment among members. This finding aligns 
with the study of Doherty, Haugh, and 
Lyon (2014), which revealed that social 
enterprises often face capacity limitations 
due to reliance on internal communities. 
As reminded by Eade (1997), without sus-
tained implementation support, training 
tends to fail to produce significant struc-
tural changes. 

This condition shows that the chal-
lenge of CIDCO‘s branding is not merely a 
technical issue, but is deeply rooted in the 
social and cultural dynamics of the com-
munity, where the values of participation, 
collective capacity, and adaptive readiness 
are determining factors in the success 
of narrative-based and multisensory re-
branding strategies.

Qualitative Analysis Result

Thematic analysis of interviews with 
six respondents comprising regular audi-
ences, first-time observers, and potential 
collaborators, revealed four major themes 
that illustrate CIDCO’s branding challeng-
es and potentials. These findings comple-
ment the observational insights and serve 

as the foundation for the SWOT analysis.

1. Low Emotional Visibility De-
spite Strong Social Narrative

Although CIDCO’s mission and com-
munity values were appreciated by re-
spondents, many noted that these nar-
ratives were not clearly communicated 
in either physical or digital touchpoints. 
For instance, booth visitors often failed 
to recognize the social purpose of the 
products until informed by staff. This gap 
indicates that CIDCO’s emotional story-
telling, while inherently powerful, is not 
yet effectively integrated into its brand 
presentation.

2. Strong Product Aesthetics
but Weak Storytelling Integration

Participants consistently praised 
the visual design of CIDCO’s products, 
particularly the unique color usage and 
originality. However, they pointed out a 
lack of storytelling, especially about the 
creators and their process, which weak-
ened the emotional impact. Respondents 
suggested using short videos or captioned 
visuals to highlight personal stories and 
creative journeys.

3. Untapped Potential for Mul-
tisensory Branding

Several respondents responded en-
thusiastically to the idea of adding sensory 
elements such as soft background music, 
distinctive aromas, or tactile packaging—
to enhance emotional engagement. These 
elements were seen not only as aesthetic 
improvements but as meaningful ways to 
reflect the identity and spirit of the cre-
ators.

4. Need for Structured and
Professional Brand Presentation

From the perspective of potential col-
laborators, CIDCO’s branding still lacks 
consistency and polish. Suggestions in-
cluded developing a formal community 
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profile, catalogues that include storytell-
ing elements, and curated displays or ex-
hibitions. These elements were considered 
crucial to appeal to partners and position 
CIDCO as a credible social enterprise.

These qualitative insights provide a 
grounded understanding of CIDCO’s cur-
rent brand perception and operational 
challenges. The emerging themes serve 
as the foundation for the following SWOT 
analysis, which synthesizes internal and 
external factors influencing the develop-
ment of CIDCO’s rebranding strategy.

CIDCO SWOT Analysis

After conducting observations and 
interviews, a SWOT analysis can be com-
piled to describe the current business situ-
ation and conditions, as well as formulate 
strategies that need to be determined and 
implemented through the preparation of a 
TOWS matrix.

As shown in Table 1, the SWOT anal-
ysis indicates that CIDCO has significant 
strengths in its social values, product 
quality, and authentic narratives, which 
provide a strong foundation for building 
emotional connections with the audience. 
However, various internal challenges, 
such as limited human resources, unstruc-
tured product presentation, and subopti-
mal implementation of training outcomes 
undermine CIDCO’s ability to achieve the 
full potential of this community.

Table 1. SWOT Analysis
(source: personal research documentation)

On the other hand, the growing trend 
of public awareness of social entrepre-
neurship and opportunities for collabo-
ration with local partners provide room 
for expansion and development. Never-
theless, the threat of competition from 
similar communities and more structur-
ally established local brands, as well as 
limited access to technology and financial 
resources, needs to be addressed with the 
right strategy. 

Given the identified strengths, weak-
nesses, opportunities and threats that 
exist, a rebranding strategy that inte-
grates multisensory experiences and 
narrative-driven storytelling is necessary 
to capitalize on the opportunities while 
overcoming the existing obstacles. This 
analysis serves as the foundation for con-
structing a TOWS Matrix that will offer 
actionable strategic solutions for CIDCO’s 
future development.

TOWS Matrix for CIDCO’s Rebrand-
ing Strategy

After conducting the SWOT analysis 
that identified strengths, weaknesses, op-
portunities, and threats faced by CIDCO, 
the next step is to develop an implemen-
tation strategy using the TOWS Matrix. 
This strategic tool enables the integration 
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of internal and external factors to devel-
op specific and targeted strategies. The 
TOWS Matrix serves as a framework to 
connect organizational strengths to ex-
ternal opportunities, addressing weak-
nesses by leveraging opportunities, using 
strengths to reduce the impact of threats, 
and mitigating weaknesses when facing 
external threats. 

In the context of CIDCO, the TOWS 
Matrix will facilitate the formulation of 
rebranding strategies that align with the 
community’s potential while simultane-
ously addressing challenges that hinder 
the development of its brand identity and 
long-term social sustainability.

Table 2. TOWS Matrix
(source: personal research documentation)
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Based on the results of the TOWS ma-
trix analysis as seen in Table 2, CIDCO’s 
development strategy is formulated with 
an integrative approach that considers 
internal strengths, weaknesses, exter-
nal opportunities, and potential threats 
from the competitive environment. The 
Strengths-Opportunities (SO) strategy 
focuses on maximizing the social value 
of CIDCO’s products and the narratives 
behind the creative work of children with 
disabilities through an emotional and 
multisensory marketing approach. Exter-
nal support, such as training and research, 
is utilized to sharpen creative skills and 
increase product competitiveness. 

In the Strengths-Threats (ST) strate-
gy, CIDCO can reinforce differentiation 
through authentic product narratives 
while building collaboration with other 
creative communities that share similar 
values to expand social impact. Institu-
tional legitimacy from ATC Widyatama is 
also an important asset to increase visibil-
ity and credibility, as well as attract exter-
nal funding. 

The Weaknesses -Opportunities (WO) 
strategy focuses on utilizing digital media 
and multisensory trends to convey social 
and creative values more interactively, 
reaching a wider audience. Visual and 
multisensory product layout is expected 
to increase audience appeal, while local 
collaboration and external training play 
a role in strengthening organizational ca-
pacity. 

Lastly, the Weaknesses-Threats (WT) 
strategy is directed toward reinforcing in-
ternal structures through clear task distri-
bution, improved managerial and digital 
capacity, and utilizing external partner-
ships. With these actions, CIDCO is ex-
pected to be able to maintain the sustain-
ability of branding development amidst 
limited resources.

Discussion
Implementation Recommendations 
of Multisensory Branding

The results of the TOWS strategy anal-
ysis show that the multisensory branding 
approach has the potential to increase CI-
DCO’s competitiveness in a competitive 
market. The uniqueness of the design and 
social narrative behind each product are 
the main strengths in building emotional 
connections with the audience.

As an initial step, CIDCO can strength-
en both visual and auditory elements. Vi-
sually, the original design that reflects the 
expression of disabled creators should 

be supported through display curation, 
product grouping based on themes, and 
catalogs and digital content that highlight 
the creator’s narrative. A visual storytell-
ing approach through photographs, info-
graphics, and short videos can effectively 
help convey the creative process in a more 
compelling and empathetic manner.

In terms of auditory engagement, au-
dio or video narratives about the creative 
process and the creator’s background can 
be produced to deepen audience engage-
ment. This content can be uploaded to a 
digital platform or played at the booth to 
support the visitor experience.

Tactile experiences can be present-
ed through textile-based products with 
unique textures or embossed artwork, 
presented through exhibitions or work-
shops. Olfactory elements can also be 
added, for example, through distinctive 
aromas in packaging or exhibition spaces 
to create a deep impression. However, the 
implementation of multisensory brand-
ing faces a number of challenges, includ-
ing limited human resources in manage-
ment, digital marketing skills, and social 
entrepreneurship; limited operational 
funds; low technological literacy among 
members; potential audience misunder-
standing of personal narratives; and com-
petitive pressure from similar business 
actors. Therefore, this strategy needs to 
be implemented gradually, accompanied 
by increasing internal capacity and sup-
port from strategic partnerships to ensure 
its sustainability and effectiveness.

Conclusion
Multisensory branding holds signif-

icant potential to strengthen CIDCO’s 
identity, deepen emotional connections 
with audiences, and expand collaboration 
networks. By integrating visual, auditory, 
and social narrative elements, CIDCO can 
communicate its social mission more ef-
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fectively. Moving forward, priority needs 
to be given to developing digital content, 
strengthening organizational structures, 
and building strategic partnerships to 
support the implementation of the strate-
gy in a sustainable manner.

This study also contributes to the the-
oretical development of inclusive social 
branding by contextualizing multisensory 
strategies within a community-based dis-
ability empowerment framework. Unlike 
conventional branding models, CIDCO’s 
case demonstrates how narrative and sen-
sory branding can operate as both emo-
tional engagement tools and instruments 
of social inclusion. The findings thus of-
fer a grounded example of how affective 
and sensory branding theories (Schmitt, 
1999; Krishna, 2013) can be adapted to 
strengthen identity, dignity, and advocacy 
in marginalized creative communities.

The implementation of multisenso-
ry branding also requires a careful bal-
ance between conveying social values and 
maintaining operational sustainability. 
As a social-based community, CIDCO 
needs to ensure that the narratives raised 
not only strengthen the brand image but 
also maintain the principles of inclusivity 
and empowerment without making the 
experiences of people with disabilities a 
commodity. In this regard, developing 
evaluation and feedback mechanisms is 
important so that the branding strategy 
remains aligned with the organization’s 
ethical and social vision.

Furthermore, the success of a multisen-
sory branding strategy depends heavily on 
the internal capacity of the organization. 
Strengthening human resource capacity, 
especially in digital literacy, content man-
agement, and visual communication, is a 
critical prerequisite to ensure the sustain-
ability of implementation. Through the 
support of training, cross-sector collabo-
ration, and technology adaptation, CIDCO 
has the opportunity to develop a branding 

approach that is not only aesthetically 
compelling but also socially and contex-
tually meaningful. This opens up space 
for CIDCO to become an example of good 
practice in developing inclusive commu-
nity-based brands in Indonesia.

For future research, it is recommend-
ed to conduct design implementation tri-
als and field tests that apply multisenso-
ry branding concepts in real community 
events or exhibitions. This will help vali-
date the practical effectiveness of the pro-
posed strategy. Additionally, further stud-
ies could explore how digital technologies 
such as AR or immersive storytelling can 
enhance multisensory branding for social 
organizations. Researchers working with 
communities with limited resources are 
also encouraged to investigate co-design 
methods that foster inclusive participa-
tion and sustainability.
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DENIMALZ MASCOT PLUSH DESIGN:
A STUDY ON CUTE CHARACTER DESIGN PRINCIPLES

Abstract: This research explores the role of visual design in enhancing the appeal of 
character mascots, especially cute characters. Cute mascots are often more favored 
by audiences, as seen in the evolution of characters like Mickey Mouse, whose design 
has become increasingly childlike, in line with the principles of Kindchenschema. While 
previous existing study has explored what visual elements make mascots appear cute, 
most studies examined different types of mascots. This research focuses on a single 
mascot series that has undergone several subtle design changes over the years, Den-
imalz, a mascot of South Korean Pop Rock Band Day6. The research aims to identify 
which visual features make a character look cuter to audiences by using a mixed-meth-
ods approach. Data were collected through a survey of 129 participants including both 
fans and non-fans, along with open-ended questions, visual analysis of Denimalz plush 
versions, and a comparison with existing design theories. The findings show that fa-
cial expression and proportion or ratio are the two dominant features that determine 
cuteness. Future studies are recommended to explore cultural differences in cuteness 
perception, particularly how audiences from different regions interpret the same de-
sign elements.

Keywords: cute character design; mascot; kindchenschema; Denimalz
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boost sales (SendPoints, 2019). 

One emerging approach in product 
design is emotional design, which focus-
es on creating an emotional connection 
between users and products. Unlike tra-
ditional design approaches that prioritize 
form or function, emotional design en-
hances the user experience by address-
ing three emotional levels: the visceral 
level, which elicits instinctive responses 
through sensory elements such as col-
or and form; the behavioral level, which 
focuses on the effectiveness and usabili-
ty of the product; and the reflective lev-

Introduction
The fulfillment of spiritual needs is 

often linked to consumerist culture. Ac-
cording to Marwati et al. (2024), there are 
several factors that drive fans to purchase 
merchandise products, one of which is the 
desire for self-satisfaction and social rec-
ognition through their collections. This 
phenomenon creates significant business 
opportunities, prompting many compa-
nies to design mascots not only as promo-
tional tools but also as the foundation for 
developing additional products such as 
plush toys, clothing, and decorations to 
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el, which engages users through symbolic 
meaning, personal relevance, and cultur-
al associations (Yusa et al., 2023). These 
elements can significantly increase user 
satisfaction and brand loyalty, making 
emotional design an essential strategy 
in today’s competitive product markets. 
A study by Hong Fang (2019) also found 
that most consumers are willing to pay 
more for products featuring their favorite 
characters. This highlights the importance 
of good mascot designs, as a well-designed 
mascot can strengthen brand identity and 
capture the audience’s attention (Novica 
et al., 2020)

One of the key factors contributing to 
a mascot’s success is the application of 
the Kindchenschema principle, a concept 
introduced by Konrad Lorenz in 1943. 
This theory explains that certain infant’s 
physical traits, such as a large head, high 
and protruding forehead, large eyes, small 
nose and mouth, chubby cheeks, short 
thick limbs, and plump body are perceived 
as cute and can trigger positive emotional 
responses, such as the instinct to nurture 
and protect (Glocker et al., 2009). Re-
search has further explored this principle 
in consumer behavior, showing that cute 
product designs can enhance emotional 
engagement and drive impulsive purchas-
ing decisions (Öztürk et al., 2021). 

Research by Borgi et al. (2014) found 
that this preference is not only limited to 
human infants but also extends to animals 
like dogs and cats that exhibit Kindchen-
schema traits. Their study further re-
vealed that children aged 3–6 years show 
a strong visual preference for faces with 
pronounced Kindchenschema character-
istics, both in humans and animals, with 
a primary focus on the eyes and mouth as 
key features that enhance perceived cute-
ness and appeal. These findings suggest 
that the attraction to cute and Kindchen-
schema-based visual features emerges 
early in life and is universally applicable. 

In animal mascot design, implement-
ing the Kindchenschema principle has 
been shown to enhance a character’s ap-
peal. Dydynski (2017) highlighted that 
mascots featuring these characteristics 
tend to be more popular among audi-
ences, particularly those with large eyes, 
rounded protruding cheeks, soft bodies, 
and large head relative to body size. One 
of the most prominent examples is Mick-
ey Mouse, the iconic mascot of The Walt 
Disney Company. Since its initial appear-
ance, Mickey Mouse’s design has under-
gone various transformations, with its 
features becoming more and more child-
like to strengthen its attractiveness to a 
broader audience (Gould, 1979). 

Aside from Kindchenschema, animal 
mascots are frequently given human-like 
characteristics, a design approach re-
ferred to as anthropomorphism (Hart, 
2010). Incorporating human gestures, ex-
pressions, and behaviors into non-human 
entities helps strengthen their familiarity 
and emotional resonance with audiences 
(Novica et al., 2020). Other studies also 
suggest that visual aspects such as body 
proportions and facial expressions con-
tribute to heightened consumer interest 
in mascot-based products (Chen & Zhu-
nag, 2023). 

One company that has successfully 
incorporated mascots as part of its mer-
chandise marketing strategy is JYP Enter-
tainment, a South Korean entertainment 
company and record label. JYP intro-
duced the Denimalz mascots as part of the 
official merchandise line for the pop-rock 
band Day6 (JYP Entertainment, n.d.). 
Sungjin, the leader, vocalist, and guitar-
ist of the team, is represented by BANG, 
a bear character. Jae, a former member in 
charge of vocals and guitar, is represented 
by JJE, a chicken character. Young K the 
bassist and vocalist of the group is sym-
bolized by KE, a fox character. Wonpil the 
keyboardist and vocalist is represented by 
PIL, a rabbit character. Lastly, Dowoon 
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the drummer is represented by DON, a 
dog character.

The Denimalz mascots, as can be seen 
in Fig. 1,  were first introduced on June 
17, 2018, as part of the official merchan-
dise lineup for Day6’s first world (The JYP 
Shop, 2018). However, the term “Deni-
malz” was first introduced on January 3, 
2019, after it was officially registered as 
a trademark. As of 2025, several minor 
modifications have been made. This study 
seeks to compare the design modifications 
made to Denimalz plush and evaluate 
them in relation to audience responses 
and the principles of cute character de-
sign. By conducting this analysis, the re-
search aims to identify the most visually 
appealing features or elements that en-
hance the cuteness.

Figure 1. Evolution of Denimalz plush 2018–2024. 
Image compilation from official accounts and online 

marketplace
(Source: x.com/theJYPshop, x.com/day6official, 

x.com/hyebooboo, and x.com/seungkwanbns. Deni-
malz © JYP Entertainment.)

Methodology
The research consists of three main 

stages, audience perception surveys, visu-
al analysis of the mascot plush design, and 
comparison with cute character design 
theories. Primary data will be collected 
from the survey and visual analysis, while 
secondary data will be sourced from aca-
demic literature on cute character design. 

First, a survey-based study will be con-
ducted to assess audience preferences re-
garding which year’s mascot plush design 
is perceived as the cutest. Participants 
will be presented with different versions 
of the mascot plush and asked to choose 
which version they think is the cutest. Ad-
ditionally, open-ended questions will be 
included to explore the specific visual ele-
ments that contribute to their perception 
of cuteness. Participants were asked to 
explain why they selected a particular ver-
sion of the Denimalz mascot as the cutest 
and the responses collected through the 
open ended question were analyzed using 
a thematic coding approach. These re-
sponses were read carefully and coded to 
identify recurring keywords, phrases, and 
descriptive patterns. Common themes 
such as “expression”, “proportion”, 
“round face”, and “color” were noted, and 
the frequency of each theme was counted 
across all responses. This will provide in-
sight into the psychological and aesthetic 
factors that make a character design more 
appealing. 

Following the survey, a comparative 
visual analysis will be conducted to ex-
amine the transformations in Denimalz 
plush. The findings from the survey and 
visual analysis will be compared with the-
oretical principles of cute character de-
sign to determine which design aspects 
align with audience preferences. By em-
ploying this methodology, the study aims 
to identify essential elements for cute 
character design.

Result
The survey was conducted anony-

mously using Google Forms and distrib-
uted over a two-week period, from Febru-
ary 28 to March 16, 2025. The form was 
shared across various platforms, including 
Reddit, Instagram, Twitter and Discord. 
Participation was entirely voluntary, with 
no compensation offered and participants 
were all informed that their response was 
being collected for research purposes. 

To understand the background of sur-
vey participants, data on age, country of 
origin, and whether they are fans of Day6 
were collected. This information helps 
provide context for the survey results by 
identifying the diversity of participants 
and potential biases. 

The survey gathered responses form 
129 participants from a diverse range 
of backgrounds. The data from Table 1 
shows that most participants are from In-
donesia, followed by USA. In terms of age 
distribution most participants came from 
the 20-29 age group, followed by 30-39 
and 13-19 age groups. This will offer a 
broad perspective on preferred design. 
Additionally, a significant portion of the 
participants are fans of Day6, which al-
lows for an analysis of whether familiarity 
with the group influences their choices.

In the forms, participants were pre-
sented with images showcasing the evolu-
tion of each Denimalz mascot plush over 
the years, as can be seen here in Fig. 2. 
Participants were asked to compare and 
select the version they liked the most. For 
each part, open-ended questions are in-
cluded to allow participants to explain the 
reasons behind their choices.

Table 1. Participant Demographics
(Source: Personal research documentation)
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Figure 2. Evolution of BANG plush 2018–2024. 
Image compilation from official accounts and online 

marketplace
(Source: x.com/theJYPshop, x.com/day6official, and  
x.com/hyebooboo. Denimalz © JYP Entertainment.)

Table 2. Preferred Versions of BANG by Fan Status.
(Source: Personal research documentation)
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The survey results as shown on Table 
2, show that the 2019 version of BANG 
was the most favored overall, receiving 57 
votes out of 129 total responses. This pref-
erence was consistent across different par-
ticipant groups, with 43 votes coming from 
Day6 fans, 11 from non-fans, and 3 from 
those who did not specify their fan status. 
The 2024 version followed with 28 votes, 
including 19 from fans, 8 from non-fans, 
and 1 from an unspecified participant. The 
2020 version ranked third with 22 votes, 
followed by 2018 with 13 votes and 2022 
with 9 votes. The visual evolution over the 
years, can be seen here in Fig. 2.

Figure 3. Evolution of JE plush 2018–2024. Image 
compilation from official accounts and online market-

place
(Source: x.com/theJYPshop and x.com/day6official. 

Denimalz © JYP Entertainment.)

The survey results, as shown in Table 
4, reveal that the 2020 version of KE was 
the most preferred, receiving 60 out of 
129 total votes and was the highest votes 
from both fans and non-fans,. Followed by 
the 2019 version in second place, 38 votes 
with 29 from fans, 8 from non-fans, and 
1 unspecified. The 2022 and 2024 version 
came third and fourth place, with 16 votes 
and 13 votes. While the 2018 versions only 
got 2 votes.  The visual evolution over the 
years, can be seen in Fig. 4.

As shown in Table 3, the 2019 version 
of JJE was the clear favorite, receiving 90 
of 129 total votes. Version 2019 was pre-
ferred by both fans and non-fans, with 
fans contributing 65 votes and non-fans 
21. Followed by the 2020 version with 34
votes, 23 from fans, 10 from non-fans.
The 2018 version received the fewest
votes. The visual evolution over the years,
can be seen here in Fig. 3.

Table 3. Preferred Versions of JJE by Fan Status.
(Source: Personal research documentation)

Figure 4. Evolution of KE plush 2018–2024. Image 
compilation from official accounts and online market-

place
(Source: x.com/theJYPshop, x.com/day6official, and 
x.com/seungkwanbns. Denimalz © JYP Entertain-

ment.)

Table 4. Preferred Versions of KE by Fan Status.
(Source: Personal research documentation)

Figure 5. Evolution of PIL plush 2018–2024. Image 
compilation from official accounts and online market-

place
(Source: x.com/theJYPshop, x.com/day6official, and 
x.com/seungkwanbns. Denimalz © JYP Entertain-

ment.)

Table 5. Preferred Versions of PIL by Fan Status
(Source: Personal research documentation)

The survey results, as shown in Table 
5, indicate that the 2024 version of PIL 
was the most favored overall, receiving 
51 out of 129 total responses. This pref-
erence was consistent across different 
participant groups, with 32 votes coming 
from Day6 fans, 17 from non-fans, and 2 
from those who did not specify their fan 
status. The 2020 version followed with 33 
votes, 23 from fans, 9 from non-fans, and 
1 unspecified. In third place, the 2019 ver-
sion received 27 votes. The 2022 version 
ranked fourth with 13 votes, followed by 
2018 with 5 votes. The visual evolution 
over the years, can be seen in Fig. 5.
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The survey results, as shown in Table 6, 
indicate that the 2020 version of DON was 
the most favored overall, receiving 38 out 
of 129 total responses. It was preferred by 
27 Day6 fans, 11 non-fans, and no unspec-
ified participants. The 2019 version fol-
lowed closely with 30 votes with 25 from 

From the open-ended responses, a 
few similar answers stood out. The most 
frequently mentioned aspect was expres-
sion, cited 231 times, indicating that ex-
pressions played a central role in shaping 
perceptions of cuteness. Followed by pro-

portion and ratio, 119 mentions.

Figure 6. Evolution of DON plush 2018–2024. Image 
compilation from official accounts and online market-

place
(Source: x.com/theJYPshop, x.com/day6official, and 
x.com/seungkwanbns. Denimalz © JYP Entertain-

ment.)

Table 6. Preferred Versions of DON by Fan Status.
(Source: Personal research documentation)

fans, 4 from non-fans. The 2022 version 
ranked third with 22 votes. Meanwhile 
the 2018 and 2024 version is almost tied 
with 20 and 19 total votes. Unlike other 
Denimalz mascots, DON showed a more 
balanced distribution of preferences, with 
no version standing out. The visual evolu-
tion over the years, can be seen in Fig. 6.

To gain deeper insight why a cer-
tain version is favored than the other, 
open-ended responses were asked to 
allow participants to notice the small 
changes made in each mascot plush and 
identify the most appealing characteris-
tics that made one design stand out over 
others with similar forms. This approach 
aimed to identify recurring themes in par-
ticipant responses and determine whether 
the mentioned features aligned with cute 
character design theory, without inform-
ing them about the theory beforehand.

Table 7. Commonly Mentioned Features.
(Source: Personal research documentation)

Table 8. Most Mentioned Features.
(Source: Personal research documentation)

To further explore the design elements 
that participants found most appealing, a 
comparative visual analysis will be con-
ducted across mascot plush versions.

Table 9. Mascot Plush Visual Analysis.
(Source: Personal research documentation)
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Discussion
As shown in Tables 2 to 6, the two 

most preferred versions of each mas-
cot were consistent across both fans and 
non-fans. BANG was most favored in its 
2019 and 2024 versions, JJE in its 2019 

and 2020 versions, KE in 2020 and 2019, 
PIL in 2024 and 2020, and DON in 2020 
and 2019 versions. Minor differences 
only appeared in lower ranks, suggesting 
strong overall agreement on which de-
signs looked the cutest. Although there 
is “look alike” factor as seen on Table 7, 
where a mascot’s design resembles the 
band member it represents and is likely 
more recognizable to fans, the overall re-
sults remained solid, with consistent top 
two choices across both groups.

Based on the collected data, the most 
frequently mentioned features were facial 
expression and proportion/ratio. As we 
can see on the data in Table 8, for Bang 
the most favored expression appeared in 
the 2019 version with 33 mentions out of 
62 mentions, BANG 2019 version charac-
terized by an open-mouth smile that con-
vey happy expression and friendliness. 
Meanwhile, the 2020 version was most 
mentioned for its proportions with 9 out 
of 27 mentions, featuring a 1:0.5 head-
to-body ratio, smaller eyes, and closely 
placed facial features where the snout is 
located slightly above the center of the 
eyes. This layout created more negative 
space on the face, enhancing the round-
ness and chubbier cheeks.

In case of JJE plush, the 2019 version 
was most liked for its friendly facial ex-
pression with 7 out of 12 mentions. This 
plush also has distinctive blush detail on 
its cheeks, which is also a form of expres-
sion that got 61 mentions as seen on ta-
ble 7. In terms of proportion, the 2020 
version was slightly more preferred. The 
2020 has 1:0.5 head to body ratio, smaller 
and closely grouped facial features. Just 
like BANG plush, this layout increased its 
facial roundness because of its larger neg-
ative space. 

For KE, the 2019 got mentioned 21 
times out of 46 mentions for its expression 
which is smiling with an open mouth. For 
proportion and ratio, the 2020 version 

got the most votes with 21 mentions out 
of overall 28 mentions. This version has 
1:0,75 head to body ratio, rounded hexa-
gon face shape, and centered features with 
lots of negative space around the features, 
that gave the illusion of fuller cheeks.

With PIL, both the most favored ex-
pression and proportion/ ratio were found 
in the 2024 version. It featured a smiling 
mouth with visible teeth, which got special 
mention 16 times as seen on table 7.  It has 
a 1:0.5 head-to-body ratio, paired with a 
round face and centered features.

Lastly for DON plush, even with the 
most balanced distribution of preferences 
still has some slight difference. The 2022 
version received the highest number of 
mentions for expression with 16 mentions 
out of 59, largely due to its tongue-out 
smile which gave out a more playful per-
sonality. However, the 2020 version was 
preferred for its proportion/ratio, with a 
1:0.6 head-to-body ratio and smaller fa-
cial features.

When compared to established cute 
character design theories or principles 
and previous research, mascots featur-
ing open-mouth smiles, visible blush, 
or tongue-out expressions consistently 
ranked among the favorites in participant 
responses. These expressive elements con-
veyed emotions such as friendliness, play-
fulness, and approachability traits that 
fostered a stronger emotional connection 
with viewers. This finding supports exist-
ing studies by Novica et al. in 2020 and 
Chen & Zhunag in 2021, which emphasize 
the role of facial expression and anthropo-
morphic gestures in enhancing character 
relatability and audience engagement. 

For proportion and ratio, there are 
several consistencies along with some 
slight differences. Previous research by 
Dydynski (2017), which explored percep-
tions of cuteness in animal mascot char-
acters, observed that not all features out-
lined in Lorenz’s Kindchenschema theory 

were equally emphasized. While elements 
such as a protruding forehead is not men-
tioned by the respondents while listing 
cute features on animal mascot charac-
ters, features like large eyes, round body 
shapes, protruding cheeks, soft textures, 
and large heads were more commonly as-
sociated with cuteness.

In contrast to Dydynski (2017), in 
this study, some participants expressed a 
preference for mascots with smaller eyes. 
This may be due to the visual impression 
created by smaller features creating the 
illusion of tighter spaced and centered 
facial features, which increases the neg-
ative space on the face. This layout con-
tributes to a more chubby and rounded 
appearance. 

Conclusion
The findings from this study, based 

on survey responses from both fans and 
non-fans indicate a consistent agree-
ment regarding the features that con-
tribute to cuteness in character design 
which are facial expression and propor-
tion or ratio. Expressions that conveyed 
happiness or playfulness were especially 
favored. Additional details such as blush-
es, open-mouth smiles with teeth, winks, 
or tongue-out gestures were often cit-
ed as features that enhanced a mascot’s 
charm. These elements reflect the use of 
anthropomorphism in mascot design, 
where non-human characters are given 
human like traits to increase relatabili-
ty. By incorporating expressive gestures 
typically associated with human emotion, 
designers are able to create mascots that 
feel more familiar, approachable, and 
emotionally engaging to the audience. 
This human-like traits not only strength-
ens the emotional connection but also 
enhances the perceived personality and 
appeal of the character, making anthro-
pomorphic design a powerful tool in de-
veloping effective mascots.
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In terms of proportion and ratio, the 
most preferred designs closely reflected 
the principles of Kindchenschema, partic-
ularly the use of large head-to-body ratios, 
round shapes and soft body. However, 
this study also revealed that participants 
often favored smaller eyes, as long as the 
proportion looks better. Based on the 
findings, facial features that were tightly 
grouped and centered on the face is more 
preferable than just having larger eyes. 
This arrangement increased the negative 
space around the features, which in turn 
amplified the perception of roundness and 
fullness, contributing to a chubbier and 
softer appearance. These findings suggest 
that while classical cuteness principles 
still hold value, audience perception is 
also strongly influenced by facial propor-
tion. 

These results offer clear, practical in-
sights for designers working in the devel-
opment of character based products. The 
strong audience preference for certain 
proportions and expressive features high-
lights how small design choices like ad-
justing the space between facial elements 
or adding subtle details or changing the 
expressions can significantly affect how 
a character is perceived. For designers 
developing mascots for merchandise, at-
tention to visual balance and emotional 
cues is essential. These findings also un-
derscore the importance of iterative test-
ing, visual refinement, and attention to 
proportion and details when developing 
mascots.

However, as most participants were 
from Indonesia, cultural preferences may 
have influenced the results. Perception of 
cuteness may vary across regions, as pref-
erences for round shapes, gentle expres-
sions, or certain stylistic cues may reflect 
regional interpretations of cuteness influ-
enced by local media and aesthetics. As 
such, while the findings align with estab-
lished design principles, they may not fully 
represent global perspectives. Future re-

search with more culturally diverse sam-
ples is recommended to validate whether 
these preferences apply universally.
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Introduction
In 1910, all films that are shorter than 

feature length films are called “short films” 
(Felando, 2015). But recent definition 
shows that The Academy of Motion Pic-
ture Arts and Sciences -- the world’s pre-
eminent movie related organization, com-

prised of 7,000+ accomplished men and 
women working in cinema—states that 
a short film has a running time 40 min-
utes or less, including all credits (Meilani, 
2021). But the length of short films is still 
debatable as Sonja Schenk points out that 
very few film festivals accept short films 
that are longer than 10 minutes (Schenk 

& Long, 2011).

Students who study filmmaking are at 
least able to produce one short film that 
can be used as a portfolio into the indus-
try and it’s their most compelling reason 
to attend formal film school to a great 
degree by winning awards at film festi-
vals to gain exposure (Cleve, 2005). For 
film production, the process of making a 
5-minute short is exactly the same as that
of a feature film. Every film production –
either short or feature length—should go
through seven stages of film production
from development idea or story, funding
and proceed to pre-production, produc-
tion, post- production, marketing and dis-
tribution/exhibition of the final film (Mei-
lani, 2021).

This research will focus on the exhi-
bition stage of film production, which is 
the act of displaying film to audiences. 
This stage is one of the hardest stages es-
pecially for student film since most of the 
public screening site or platform, such as 
the movie theater, are made for paying 
screening, whereas student films is an 
class assignment based film that rarely 
appeal to the paying audience

To show the film to best advantage, 
special screenings may take place in plush, 
low seat-count theaters with very high 
quality (sometimes especially certified) 
projection and sound equipment and can 
be accompanied by food and drink and 
spoken remarks by producers, writers, or 
actors. Special screenings typically occur 
outside normal theatrical showing hours. 
The different types of screenings are pre-
sented here in their order within a film’s 
development.

The process of getting the movie avail-
able to the audience is called distribution. 
This process will help channel films to 
reach its spectator through several plat-
forms such as theatrical exhibition, nont-
heatrical screenings, broadcast television, 
cable TV, web streaming, digital down-

load, and home videos (Ascher & Pincus, 
2012).

When a film finds its way to an au-
dience through distribution, that film is 
exhibited at a certain screening platform. 
There are two types of exhibitions: The-
atrical and Non-Theatrical. Theatrical ex-
hibition refers to public screening space 
that pays admission, conventionally such 
as commercial movie theaters. On the 
other hand, the Non-Theatrical Exhi-
bition includes all other presentations, 
such as home video, cable TV, Internet 
platform, and screenings in schools and 
colleges (Bordwell et al., 2017). Interest-
ingly, although not as popular as com-
mercial movie theaters, art centers, mu-
seums, film festivals, and cinema clubs 
are considered as Non-Conventional 
Theatrical Exhibition. In the context of 
student films, as a medium of visual lan-
guage films use visual cues to help emote 
the story to its audience (Amelia, 2015). 
It was mentioned earlier that having au-
dience feedback and going through the 
experience of exhibiting their films on a 
screening space, is crucial in their learn-
ing process as a filmmaker. However, this 
approach has been disrupted due to the 
COVID-19 pandemic. Although theatrical 
exhibitions remain the best way to engage 
audiences, this study will also explore the 
non-theatrical exhibition.

Gatot Prakoso, a well-known Indo-
nesian film scholar, introduced the con-
cept that “film needs forum” more than 
two decades ago in his seminal work on 
alternative cinema. Gatot Prakoso’s con-
cept can be theoretically grounded within 
what film scholar Janet Harbord (2002) 
terms the political economy of cinema 
exhibition, where access to screening 
spaces directly correlates with cultural 
and economic capital. Prakoso’s “mar-
ginal films” concept resonates with Lau-
ra Marks (2000) theory of intercultural 
cinema, which argues that non-dominant 
cinematic voices require alternative dis-
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tribution networks to resist hegemonic 
commercial systems.

Although written in the early 2000s, 
his observation that while big budget com-
mercial films can afford conventional the-
atrical exhibition, other types of film such 
as short films, documentary films, and cer-
tain Indonesian films—which he termed 
“marginal films”—need alternative screen-
ing spaces, remains highly relevant today 
(Prakoso, 2008). This concept has been 
further validated by the post-pandemic 
emergence of regional cinema chains and 
digital platforms, demonstrating the con-
tinued need for diverse exhibition spaces 
for non-mainstream content.

Bordwell et al. (2017) in Film Art: 
An Introduction discuss that alternative 
screening or non-conventional screening 
spaces are also considered theatrical exhi-
bitions. Therefore, these types of screen-
ing do need to have certain specification 
requirements. No matter what type of ex-
hibition, film is an audio-visual medium 
that holds a certain standard both tech-
nically and artistically. As a commercial 
space big movie theatre needs to be able 
to deliver competitive service experience.

According to Independent Cinema Of-
fice UK, movie theatres have extremely 
specific requirements that exhibitors need 
to follow to develop screening facilities 
that audiences can enjoy. Some features 
are needed to achieve a higher number of 
audiences such as theatre capacity. Many 
factors can affect the theatre capacity but 
a general calculation using 1.10-1.20-me-
ter seat and 0.55-0.66-meter width will 
hold 200 seats for 270 square meter au-
ditorium; 150 seats for 190 square meters; 
75 seats for 125 square meters. The qual-
ity of seating may differ according to size 
and comfort; some small space screening 
rooms may offer luxury seating and ser-
vice that affect marketing and pricing. 

Second is a technical requirement and 
equipment issue, as audio-visual medium 

of course image and sound quality mat-
ters. As the most disregarded element 
in cinema, sound has several issues that 
are less apparent than projecting visuals. 
Sound needs to be transmitted within the 
area of the theatre properly with consid-
eration of sound insulation both external 
and internal noises; noise control that are 
coming from the equipment used inside 
the theatre like projector and air condi-
tioning; and acoustics. 

On the other hand, the projection of 
the image will need to consider Screen 
and Projection facilities. It is stated that 
the size of the screen relates to viewing 
angles of the audience. ICO further elab-
orates that the ideal picture size should 
span 45-degree horizontal angle from the 
prime seat, which then makes the prime 
seat two third way back from the center-
line of the theatre. Projection box place-
ment will also determine the architecture 
of the movie theatre. Light beam project-
ed from the box must be higher than the 
audience’s head. Other factors concerning 
projection are aspect ratio and film for-
mats. Most movie theatres are equipped 
with digital projectors and only able to 
project Widescreen (1:1.85) or Cinemas-
cope (1:2.35) ratios.

For student films specifically, the suit-
ability of screening spaces can be evalu-
ated through several criteria: (1) Techni-
cal aspects - capability to project digital 
HD/4K formats, adequate audio systems 
for dialogue and music reproduction, and 
controllable lighting conditions; (2) Eco-
nomic factors - affordable rental costs 
within student budgets (typically under 
Rp 2,000,000 per screening session); (3) 
Educational value - availability of space 
for post-screening discussions and con-
structive audience feedback; (4) Accessi-
bility - convenient location relative to film 
schools and public transportation; and 
(5) Programming flexibility - willingness
to accommodate student film content
and scheduling needs. These criteria help

determine which venues can genuinely 
support the educational and professional 
development goals of student filmmakers.

Methodology
The methodology of this research is de-

scriptive research using literature reviews 
and observational methods. Descriptive 
research is made to define, explain, and 
give detailed information regarding cer-
tain subjects. Descriptive research in-
volves collecting data to test hypotheses 
or answer questions concerning status of 
the subject of the study (Gay, L.R. & Diehl, 
1992). The description is made after cre-
ative exploration of a certain subject, and 
it is done to help organize information 
that will support the explanations that will 
be tested and validated (Krathwohl, 1997).

Descriptive research is used when 
researchers need to gain a better under-
standing of a topic because this research 
allows the exploration of the existing cer-
tain phenomena. This type of research fits 
with the aim of this research, which is to 
find a suitable screening space for student 
films. 

Along with literature review to find 
the list of requirements to create a suit-
able screening space for student films, 
this research will also implement an ob-
servational method (field observation) to 
see the screening space used for student 
films. The observational process will take 
place primarily in Jakarta as the capital 
city contains the highest concentration of 
film schools in Indonesia, including Insti-
tut Kesenian Jakarta (IKJ), BINUS Uni-
versity, Universitas Multimedia Nusan-
tara (UMN) and etc. Jakarta also serves 
as the center for most alternative screen-
ing venues and foreign cultural centers, 
making it a representative case study for 
understanding the national screening 
landscape. However, the research also ex-
amines regional cinema chains that oper-

ate across multiple provinces to provide a 
broader perspective on exhibition oppor-
tunities outside major urban centers.

Data collection involved direct in-
terviews with venue managers and pro-
grammers to understand their policies 
regarding student film screenings, docu-
mentation of actual student film screen-
ing events held between 2023-2024, and 
analysis of programming schedules to 
identify patterns of student film exhibi-
tion. The research also examined specific 
examples of student films that have been 
successfully screened at these venues to 
validate the practical accessibility of each 
screening space category.

The inquiring data in the literature 
review process and observing screening 
spaces for student film in Jakarta, this 
research will compare the findings and 
make analysis to address the question 
“What is a suitable screening space for 
student films?”

Result
A. Conventional Theatrical Exhibi-
tion

The three biggest chain movie theatres 
in Jakarta are Cinema XXI, CGV Blitz, Cin-
emaxx. Being the oldest, Cinema XXI has 
seventy-seven movie theatres that span 
across Indonesia (Utama, 2016). Cinema 
XXI mostly screens Hollywood films, but 
they do have a portion of its screens ded-
icated to Indonesian feature films. To be 
able to screen a film on this Cineplex, first 
filmmakers need to have a distribution 
deal with Cinema XXI that requires prof-
it sharing. Alternatively, filmmakers can 
rent the facilities for approximately Rp. 
17.000.000 depending on the location 
and the capacity of the theatre for one 
showing of two hours. The second one is 
CGV, a South Korean owned theatre fran-
chise that acquires Blitz Megaplex, an In-
donesian movie theater company, in 2015. 
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Cinepolis, formerly known as Cinemaxx is 
the third largest franchise movie theater, 
previously owned by Lippo Group one of 
the biggest conglomerate in Indonesia. In 
2019, they sold their shares to Cinepolis, a 
movie theater chain based in Mexico (Ste-
fanie, 2020). Both have similar rent fees 
with Cinema XXI in which they count by 
number of seats of the theatre auditori-
um booked. Digital film format is accept-
ed in all three theatrical exhibitors, but to 
screen a film on their premises, filmmak-
ers need to have a censorship letter from 
the Indonesian Censorship Board.

In recent years, new smaller cinema 
chains have emerged to serve areas out-
side major urban centers, creating what 
are known as “bioskop kabupaten” (re-
gency/district cinemas). Two notable ex-
amples are Sam’s Studio and New Star 
Cineplex (NSC).

1) Sam’s Studio: Launched in Decem-
ber 2024, Sam’s Studio is a new cinema 
chain founded by producer Sonu Samtani 
that exclusively shows Indonesian films. 
The chain operates in 17 cities and regen-
cies across Indonesia, including Cibadak 
(Sukabumi), Lingkar Jalur Sukabumi, 
Cianjur, Subang, Garut, Indramayu, Pe-
malang, Gombong, Pekalongan, Ungaran, 
Salatiga, Pekalongan Kesesi, Probolinggo, 
Solo/Karanganyar, and Colomadu (Hi-
dayat, 2024).

Sam’s Studio’s business model focuses 
on smaller cities and regencies not served 
by major cinema chains, integrating with 
local UMKM (small businesses) through 
food courts. This approach creates new 
economic centers in regional areas and 
provides employment opportunities for 
local communities. A distinctive feature 
of Sam’s Studio is its weekend screenings 
that prioritize children’s films.

The initiative has received significant 
government support, with backing from 
the Vice Minister of Culture (Giring Gane-
sha) and Utusan Khusus Presiden (Raffi 

Ahmad). This support underscores the 
importance of expanding access to theat-
rical film exhibition beyond major urban 
centers, supporting the Indonesian film 
industry by providing more screening 
venues, and aligning with government 
initiatives to develop regional economies.

2) New Star Cineplex (NSC): Operat-
ing since 2013, New Star Cineplex (NSC) 
is run by PT Karya Media Jaya Bersama 
and has grown to become one of Indone-
sia’s largest independent cinema chains. 
With headquarters in Malang, Jawa 
Timur, NSC currently operates in 33 loca-
tions across Java, Madura, Kalimantan, 
and Bangka Belitung (New Star Cineplex 
Official Site).

Like Sam’s Studio, NSC focuses on 
smaller cities and regencies not served 
by major cinema chains like Cineplex 
21 Group. NSC offers an affordable 
pricing structure: Monday-Wednes-
day (Rp25,000), Thursday-Friday 
(Rp30,000), and Saturday-Sunday and 
holidays (Rp35,000). Tickets include 
beverage vouchers (Rp9,000 value, 
Rp13,000 in Belitung), though the Rang-
kasbitung location has Rp5,000 higher 
pricing. Unlike major chains, NSC cur-
rently offers only on-site ticket sales with 
no online booking. Most NSC locations 
feature 2 screens, with some locations 
having 3-4 screens (Kudus: 4 screens, 
Pati: 3 screens, Purbalingga: 3 screens, 
Salatiga: 3 screens, Pasuruan: 3 screens). 
The theaters are often located in shop-
ping centers, malls, or commercial areas.

The significance of NSC lies in its de-
mocratization of cinema access across 
Indonesia’s smaller cities and regencies, 
providing affordable entertainment op-
tions in areas previously underserved, 
supporting the growth of Indonesia’s film 
industry by expanding exhibition venues, 
and creating cultural and entertainment 
hubs in regional areas.

B. Non-Conventional Theatrical Ex-
hibition and Non-Theatrical Screen-
ing Space

Previous study states that non-theat-
rical screening space is a screening space 
that holds curated programs, screen-
ing schedule, and screening space. Even 
though some non-theatrical screening 
spaces hold curated programs, others also 
facilitate private or special screenings for 
the community (Kurniawan, 2018). Ac-
cording to the mentioned study, the most 
recognizable non-theatrical screening 
space in Jakarta is Kineforum, Kinosau-
rus, Paviliun 9, as can be seen in Figure. 
1  and other foreign cultural centers. Fi-
nancially, Kinosaurus and Paviliun 9 are 
privately owned while Kineforum is an art 
center funded partly by the government. 
Recently, the film industry has been sup-
ported by the explosive development of in-
formation and communication technology 
by providing an Over-The-Top platform 
that offers various streaming experiences 
(Sofiyanti et al., 2023). Media entertain-
ment services delivered over the Internet 
are known as Over-The-Top (OTT) media 
services. This type of media typically seeks 
to charge consumers for its services and 
requires some form of online platform au-
thentication to access it (Kokaram et al., 
2015).

Kineforum is the longest-running fa-
cility in an art compound, Taman Ismail 
Marzuki. This facility holds curated film 
screenings as a part of the Jakarta Art 
Council program. Films in Kineforum 

Figure 1. Non-Conventional Theatrical Screening 
Space (Kineforum, Kinosaurus, Pavilliun 9). Photo-
graphs by coconuts.co, M. Revi, Bintaro & Beyond. 

[Public domain], via Google. (https://tinyurl.com/yb-
vmzyff, https://tinyurl.com/3cm7fsjj, https://tinyurl.

com/28tvjuw8)

vary from short films, feature films, clas-
sical films, both Indonesian and foreign, 
and documentary films. It stands across 
seven by eight meters with 45 seats and 
five additional seats. It is equipped with 
three by six screens with a rental fee of 
one million Rupiah to screen a film or for 
two to three hours of use of the space. One 
film is considered one slot, while two slots 
(3-6 hours) are listed at two million Rupi-
ah, and three slots (6-9 hours) are listed 
at Rp. 3.000.000.

Kineforum, as part of the Jakarta 
Arts Council programming, occasionally 
features student works and independent 
films alongside its regular programming 
of Indonesian and international cinema. 
The venue’s accessible rental rates and 
flexible programming make it a potential 
option for student film screenings, though 
specific data on student film usage would 
require further investigation.

In 2015, several independent film-
makers collaborated with a local book 
house in the South of Jakarta to open 
Kinosaurus. Although the venue has since 
ceased regular operations as a dedicated 
screening space, during its active period 
(2015-2022), it served as an important 
model for community-based film exhi-
bition, holding 40 people with 30 seats 
and four bean bags at a rental fee of Rp. 
1.200.000 for two hours. The Kinosaurus 
model demonstrates the viability of in-
formal screening spaces and has inspired 
similar community-driven initiatives 
across Indonesia. There is no curated 
program in Kinosaurus; the film format 
needed is HD format. Besides screening, 
this facility can also be rented for events 
such as meetings, gatherings, parties, and 
other events.

Kinosaurus served as a community 
space that was open to various types of 
programming, including independent 
and student films. The venue’s informal 
setting and affordable rates made it ac-
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cessible to emerging filmmakers, though 
detailed documentation of specific stu-
dent film activities would require archival 
research or interviews with former oper-
ators.

Another privately owned screening 
space is Paviliun 9, located in Bintaro, 
South Tangerang. This space regularly 
held screenings for the film community. 
Paviliun 9, established in 2014, is a com-
mercial space owned by Eugene Panji, an 
Indonesian Film and TV commercial di-
rector. This screening space held 35 – 40 
seats and with a rental fee of Rp. 900.000 
for a film screening. These discussed 
screening spaces do not have a specif-
ic ticket fee, unlike commercial theaters; 
sometimes, there is no admission fee to 
watch these films.

Another screening space worth noting 
is the cultural center owned by a foreign 
nation. In Jakarta, two notable screening 
spaces often screen films for the film com-
munity, such as Goethe-Institute Jakarta 
and Institute Francais d’Indonesie. These 
two foreign cultural centers are in the 
center of Jakarta, in the same vicinity as 
Kineforum. Goethe Institute is a German 
cultural center run by the German embas-
sy in Jakarta, the capital city of Indonesia. 
The French government owns Institute 
Francais d’Indonesie (IFI) and operates 
as a part of the French Embassy’s cultural 
center. 

As a cultural center, both exhibitors 
held special programming for respec-
tive cultures, not limited to film screen-
ings. Goethe-Institute Jakarta owns The 
Goethe Haus shown in Figure no. 2, an 
auditorium with 301 seats plus a foyer for 
stage performance. Their website states 
the auditorium can hold 301 people with a 
5.90 by 10.86-meter stage. Regarding film 
projection, several film formats are ac-
ceptable in this cultural center since they 
own two 16mm celluloid projectors, HD 
projectors with the specification of 6500 

ANSI Lumens, including two projection 
screens that hold film format 16:9 and 4:3 
(GoetheHaus Screening Room, 2023).

Established in 2015, IFI is in the cen-
ter of Jakarta, located in the same com-
pound as the French Embassy in Jakar-
ta, Indonesia. One of its facilities is an 
auditorium designed for various cultural 
performances such as film screenings, 
piano recitals, mini orchestras, intimate 
concerts, conferences, seminars, and 
other small to medium-sized gatherings 
shown in Figure no. 3. Information gath-
ered from their official website states that 
this auditorium held 181 people equipped 
with a DCP player, Full HD projector, 7.1. 
Surround sound system that can function 
as a professional movie theater (IFI-ID, 
2020).

Discussion
The COVID-19 closure and social dis-

tance limits have impeded movie produc-
tion and dissemination. Due to concern 
about contracting the virus, the most fa-
mous locations for watching movies and 
theatres have either been shut down or 
are empty. Consumers are using online 
streaming services more than ever, and 
Twice as many new subscribers as ex-
pected—15 million—have joined Netflix 
(Nikolic et al., 2023). In Indonesia, OTT 
has taken over the exhibition sector as the 
pandemic continues; in 2020 alone, sev-
eral new OTT sprung into existence with 
the demand for entertainment during the 
lockdown and the scarcity of filmmakers’ 
ability to sustain during the pandemic 
(Changsong et al., 2021). 

The Indonesian film industry has been 
booming in recent years, with consider-
able US-franchised names such as Net-
flix, Disney Plus Hotstar, and Amazon 
Prime securing their place in the market 
by opening regional offices. It brought 
more international content to Indonesian 
audiences and opened opportunities for 
local filmmakers to showcase their work 
on a global OTT platform. In addition to 
these big names, local over-the-top (OTT) 
services such as Vision Plus, Genflix, Viu, 
and GoPlay have also gained momentum 
in reaching record subscribers. 

These OTT services offer a wide range 
of content, including short films produced 
by film students. Furthermore, it has be-
come an excellent opportunity for aspir-
ing filmmakers to showcase their work 
and reach wider audiences. The technical 
qualifications for short films to be pre-
sented on these local OTT services, such 
as high-definition video quality, subti-
tles, and metadata of film information, 
are highly attainable for film students as 
they are primarily part of their institu-
tion’s standard. Moreover, with the grow-
ing popularity of these OTT services, there 

Figure 2. Non-Conventional Theatrical Screening 
Space (Goethe-Institute Auditorium). Photographs 
by GOETHEHAUS. [Public domain], via website. 

(https://www.goethe.de/ins/id/id/sta/jak/gau.html)

Figure 3. Non-theatrical Screening Space (IFI Audi-
torium). Photographs by IFI-id. [Public domain], via 
website. (https://www.ifi-id.com/jakarta-auditori-

um/)

has never been a better time for local 
filmmakers to showcase their talent and 
prepare for a career in the film industry, 
which could lead to the future of Indone-
sian cinema.

Beyond subscription-based OTT ser-
vices, student filmmakers have increas-
ingly turned to free digital platforms that 
offer more accessible distribution chan-
nels. YouTube has emerged as the most 
significant platform for Indonesian stu-
dent films.

Vidsee, a Singapore-based platform 
focusing on Asian short films, has become 
another important venue for Indonesian 
student works, regularly featuring content 
from film schools across the archipelago. 
The platform’s curatorial approach and 
focus on regional content make it partic-
ularly suitable for student films exploring 
Indonesian themes and narratives.

These free platforms offer several ad-
vantages for student filmmakers: imme-
diate global distribution, audience an-
alytics, potential for viral reach, and no 
upfront costs. However, they also present 
challenges including content saturation, 
limited curatorial support, and monetiza-
tion difficulties.

Another example of local OTT that film 
students can explore is Bioskop Online. 
Bioskop Online, operated by PT Bioskop 
Digital Indonesia, is a non-subscription 
online streaming service focused on Indo-
nesian films, documentaries, and TV se-
ries. The platform offers special features 
such as director’s cut and uncut versions 
of content. Unlike subscription-based 
services, Bioskop Online employs a pay-
per-view model where users purchase 
individual films with a 48-hour viewing 
window. Pricing varies by film (for exam-
ple, Rp20,000 per film), with payment 
processed through third-party payment 
gateways. The platform is globally ac-
cessible, though some content may have 
geo-restrictions.
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Currently, Bioskop Online is accessi-
ble via web browsers on laptops and mo-
bile devices, with mobile apps and Smart 
TV support in development. The platform 
features standard streaming controls in-
cluding play, pause, rewind, and fast-for-
ward. The content on Bioskop Online in-
cludes Indonesian films, documentaries, 
TV series, and special programming like 
“Bioskop Rakyat” featuring independent 
and art films. The platform also hosts film 
festivals and curated collections.

The user experience is straightforward, 
involving a simple registration process 
using email or phone number, One-Time 
Password (OTP) verification, direct film 
purchase without subscription commit-
ment, and a 48-hour viewing window after 
purchase. Bioskop Online’s significance 
lies in providing a digital exhibition space 
for Indonesian films, offering an alterna-
tive distribution channel for independent 
filmmakers, making Indonesian cinema 
accessible globally, supporting the film in-
dustry during and after pandemic restric-
tions, creating opportunities for films that 
might not secure theatrical release, and 
serving as a platform for film festivals and 
special programming.

The platform’s pay-per-view model 
allows student filmmakers to retain great-
er control over their content distribution 
while reaching national audiences.

Conclusion
This research finds that there are now 

six main screening space types across In-
donesia, shown in this Table 1.

This research finds that there are now 
six main screening space types across In-
donesia for student films:

1) Commercial franchised movie the-
aters (Cinema XXI, CGV Blitz, Cinemaxx) 
- Available in multiple locations across
major cities but require expensive screen-
ing fees.

2) Regional cinema chains (“bioskop
kabupaten”) (Sam’s Studio, New Star Cin-
eplex) - Located in smaller cities and re-
gencies, offering more accessible venues 
for Indonesian films outside major urban 
centers.

3) Privately owned communi-
ty-screening spaces Kinosaurus, locat-
ed in South Jakarta, offering intimate 
screening experiences. Paviliun 9 in Bin-
taro, located in South Tangerang, offering 
intimate screening experiences.

4) Foreign cultural centers (Goethe-In-
stitute Jakarta, Institute Francais d’Indo-
nesie) - Equipped with modern auditori-
ums located in Central Jakarta.

5) Subscription-based OTT services
(Netflix, Disney+ Hotstar, Vision Plus, 
Genflix, Viu, GoPlay) - Offering wide dis-

tribution but typically focused on com-
mercial content.

6) Non-subscription streaming plat-
forms (Bioskop Online) - Providing pay-
per-view access to Indonesian films with 
special programming for independent and 
art films.

These six types of screening spaces of-
fer different options to student filmmak-
ers. For intimate sessions, students can 
use community-based screening spaces 
to gather audience feedback and engage 
in meaningful dialogue about their films 
(Hanssen, 2020). For a more professional 
exhibition experience, they can use proper 
facilities at commercial theaters or foreign 
cultural centers, though at a higher cost.

The emergence of regional cinema 
chains like Sam’s Studio and New Star 
Cineplex creates new opportunities for 
student films to be screened outside ma-
jor urban centers, potentially reaching au-
diences in the filmmakers’ home regions. 
This is particularly valuable for film stu-
dents from institutions like around Band-
ung (near Sam’s Studio locations in Garut 
and Subang) or Surabaya (near NSC loca-
tions in Surabaya).

Digital platforms like Bioskop Online 
offer yet another avenue, allowing student 
films to reach a global audience without 
the constraints of physical screening spac-
es. The platform’s focus on Indonesian 
content and special programming for in-
dependent films makes it particularly suit-
able for student works.

This research identifies potential 
screening opportunities based on venue 
characteristics, accessibility, and pro-
gramming policies. While specific quan-
titative data on student film usage across 
these venues was not systematically col-
lected, the analysis of venue specifications, 
rental costs, and programming flexibility 
provides a framework for understanding 
their potential suitability for student film 

exhibition. Future empirical research in-
volving detailed venue usage tracking and 
filmmaker interviews would be necessary 
to validate actual utilization patterns.

Based on venue analysis and accessi-
bility factors, a multi-platform approach 
appears most promising for student 
filmmakers: utilizing affordable com-
munity venues for initial screenings and 
feedback, exploring digital platforms for 
broader distribution, and considering re-
gional cinema opportunities where fea-
sible. However, the effectiveness of this 
approach requires empirical validation 
through longitudinal studies tracking ac-
tual filmmaker experiences and outcomes 
across different screening strategies.

Contemporary student filmmakers 
have also found success through plat-
form combinations: screening at campus 
events, uploading to YouTube for broad-
er audience reach, submitting to inter-
national festivals through platforms like 
FilmFreeway, and eventually securing 
theatrical or streaming distribution deals.

This study acknowledges several lim-
itations, the focus on Jakarta-area venues 
may not represent opportunities in oth-
er regions, some venue information may 
have changed since data collection, and 
the rapidly evolving digital landscape re-
quires ongoing research to maintain rel-
evance.

Future research should examine 
screening opportunities in other major 
Indonesian cities, track the evolution of 
digital platform policies regarding stu-
dent content, and conduct longitudinal 
studies of student filmmaker career tra-
jectories across different distribution 
strategies.
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ANALYSIS OF THE IMPLEMENTATION OF THE 
VISEME-BASED METHOD IN FICUSIA ANIMATION 

Abstract: Based on interviews with the Ficusia animation team and professionals 
from Infinite Frameworks Studios, it was found that the lip and jaw movements in 
Ficusia were too fast, making them appear less realistic. This study aims to improve 
the quality of lip-sync animation in Ficusia using the viseme-based method, which al-
lows for more natural lip and jaw movements. The viseme-based method was chosen 
because it is more suitable for 3D animation, producing smoother lip movements that 
are better integrated with facial expressions compared to the phoneme-based method, 
which tends to be rigid. A qualitative case study approach was conducted on the first 
episode of Ficusia, which contains scenes with predominantly human mouth shapes. 
Primary data were obtained through interviews with experienced animators and su-
pervisors, while secondary data were gathered from literature. The results show that 
the viseme-based method can enhance the quality of lip-sync, create more natural an-
imation, and improve the integration between lip movements and character expres-
sions. This method is considered effective by professional animators and is expected to 
serve as a reference for producing realistic lip-sync in 3D animation.

Keywords: 3d animation; blender; lip-synch; viseme-based
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Introduction
Lip-sync, or lip synchronization, aligns 

lip movements with pre-recorded audio 
and is essential in animation for creating 
lifelike characters and natural dialogue 
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(Hoon & Shaharuddin, 2019; Shukurov, 
2024). Poor lip-sync is easily noticeable 
and diminishes animation quality (Hoon 
& Shaharuddin, 2019). Successful shows 
like The Forces of Evil, My Little Pony, 
and Mr. Bean demonstrate how effective 
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lip-sync supports storytelling and charac-
ter (Aneja & Li, 2019).

Ficusia — an anti-drug animation by 
69 Politeknik Negeri Batam students and 
collaborators—serves as a local example 
of lip-sync application (Alfi & Prasetiya, 
2023; Hidayah & Zega, 2023). It tells the 
story of a tree obsessed with Cuta seeds to 
attract Flowna. Despite local animation 
advances, Ficusia struggles to meet inter-
national lip-sync standards.

Ficusia was selected as a case study 
due to its realistic style in facial expres-
sions, the availability of production team 
insights, and its role as a representative 
example of emerging 3D animation prac-
tices in Indonesia. Compared to other lo-
cal animations, Ficusia is the latest Indo-
nesian animation that openly documents 
its process and showcases clear lip-sync 
challenges, making it suitable for in-depth 
qualitative analysis. The lip-sync chal-
lenges are found during interviews with 
Ficusia animators and professionals from 
Infinite Frameworks Studios. It was re-
vealed that while mouth shapes were ac-
curate, lip and jaw movements were too 
fast, resulting in unnatural animation. 
Neither team initially identified their lip-
sync technique, but this study found two 
relevant approaches in literature: pho-
neme-based and viseme-based (Shukurov, 
2024; Nakada et al., 2024).

The lip-sync with phoneme-based 
method, commonly used in 2D anima-
tion, matches mouth shapes to phonemes 
but can cause stiff or exaggerated motions 
in 3D (Osipa, 2010). The viseme-based 
method, preferred for 3D, groups similar 
sounds and blends movements of lips, 
corners, and jaw for a more natural look 
(Osipa, 2010; Hoon & Shaharuddin, 2019; 
Muhammad, 2023).

This qualitative case study analyzes 
viseme-based lip-sync in Ficusia episode 

one, selected for its clear dialogue scenes. 
Data were collected through interviews 
with experienced animators and super-
visors, literature reviews, expert consul-
tations, and shot analysis using Blender. 
This research also only applied to hu-
man-like facial structures as their facial 
structures demand more precise and re-
alistic lip-sync. While several characters 
that meet the requirements are analyzed 
in this research too, due to page limita-
tion, this study will only show the picture 
of Uci the little girl for comparison as she 
has the clearest close up shots.

This study aims to contribute to an-
imation literature and offers practical 
guidance for local animators aiming to 
produce lip-sync animations that meet 
international standards.

Lip-sync

Lip-sync, or lip synchronization, 
matches mouth movements to audio and 
is key to making animated characters 
appear natural (Hoon & Shaharuddin, 
2019; Shukurov, 2024). It’s often done by 
linking mouth shapes to phonemes (Chen 
et al., 2010). Though no single method 
guarantees realism (Osipa, 2010), sever-
al criteria from research and interviews 
help evaluate it.

1. There is ease in And ease out,
timing Good, and felt squash and stretch 
(William, 2001; Wahkid, personal com-
munication, 2024)

2. Different mouth shape or asym-
metry (Osipa, 2010; Danar, personal 
communication, 2024)

3. Character expressions are legible
(William, 2001; Danar, personal commu-
nication, 2024) 

4. Integration of other facial ele-
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ments (William, 2001; Osipa, 2010).

Viseme-based Method

The viseme-based method links mouth 
shapes with facial expressions and char-
acter, making lip-sync more natural than 
strict phoneme matching (Hoon & Sha-
haruddin, 2019). It groups similar sounds 
(e.g., M, B, P) into one viseme and blends 
poses by focusing on mouth corners and 
chin (Osipa, 2010). This suits realistic 3D 
animation, as people often speak with less 
precision (Chen et al., 2010; Osipa, 2010). 
Below are combined rules from Osipa and 
Williams for applying this method.

B/M/P: Closed mouth with a tip that 
matches the letter before and after it. This 
sound must be made, with the lips turning 
back for emphasis. The width of the mouth 
can widen or narrow according to context 

EE (expanded): The tip of the 

mouth widens from the previous 
shape. The width of the mouth can change, 
adapting to the shape of the mouth before 
and after.

F/V: The lower lip rolls back, the up-
per lip rises slightly to reveal the upper 
teeth. This form should always be clearly 
visible in the dialogue.

OR: Lips curl forward, corner of 
mouth narrows. U is more oval and small-
er than O. The width of the mouth must 
be maximum to read clearly, except in cer-
tain sentences. This form is not affected by 
expression.

SH/CH: The tip of the mouth widens 
from its previous shape, revealing teeth 
with a proportion of 70% upper teeth and 
30% lower teeth, with a closed chin. The 
width of the mouth depends on the con-
text.

Th: The tip of the mouth adapts to the 
previous shape, with the chin lower ex-
cept after M, and not closed completely.

Mouth shapes that are not mentioned 
can be adjusted to the mouth shape rules 
above because one visemes can represent 
several words (Osipa, 2010). 

1. Define an expression.

Character expressions can be deter-
mined based on storyboard or the sound 
when the character speaks (Osipa, 2010). 
The characteristics of expressions accord-
ing to Osipa are based on Building styl-
ized brow shapes : 

Happy: Focus on the upward move-
ment at the corners of the lips and the 
small wrinkles around the eyes.

Sad: The position of the lips is low-
ered, the eyebrows are curved upwards, 
and the lower eyelids are slightly raised.

Angry: The eyebrows are drawn to-
gether and lowered, the eyes are nar-
rowed, and the lips may be pressed.

Scared: Eyes wide open, eyebrows 
raised, and lips tensely parted.

Surprised: Eyes very open, eyebrows 
raised high, and mouth wide open.

Disgusted: The nose is wrinkled, the 
upper lip is raised, and asymmetrical ex-
pressions are often used.

2. Adapt viseme with phoneme
and overall expression animation

To adjust viseme with phonemes, de-
termination is required in dialogue. The 
following Fig.1,  is an illustration of how 
to determine viseme for character based 
dialogue waveform from audio.

3. Simplifies movement of the tip
of the mouth and chin

 According to Osipa, mouth shapes 
are simplified by adjusting the corners 
(narrow or wide) and using squash and 
stretching on the chin. Not all phonemes 
are equally important (Osipa, 2010; Wil-
liams, 2001). Animators should prioritize 
key shapes and blend similar sounds like 
A and E. Smoothing can be done in the 
viewport or graph editor (Osipa, 2010; 
Zega, 2021).

4. Working on teeth and tongue

The character’s teeth must sync with
the chin, with only the lower teeth mov-
ing in line with it (William, 2001). During 
speech, characters typically show upper 
teeth, lower teeth, or a 70:30 ratio (Wil-
liam, 2001). Tongue movements should 
be quick, usually without ease-in or ease-
out (William, 2001; Osipa, 2010).

5. Create asymmetry

Asymmetry in expressions or mouths
can be created using uneven mouth cor-
ners, misaligned lips, and differently 
raised eyebrows (William, 2001; Osipa, 
2010). Asymmetry is applied last to en-
hance expression and is sometimes mini-
mized if unnecessary (Osipa, 2010).

Methodology
This study uses a qualitative case 

study to analyze the impact of the viseme-
based method on Ficusia’s lip-sync ani-
mation, with conclusions based on expert 
feedback. The viseme-based method then 
applied in episode 1 of the Ficusia series.

The research process includes the fol-
lowing steps:

1. Identification of primary and sec-
ondary data

2. Determination of time and location

3. Identification of necessary shots

4. Determination of production stages

5. Implementation of the production
stages

6. Data analysis

This qualitative case study focuses on 
the third, fourth, and sixth stages to ad-
dress the research questions. The unit 
of analysis is each shot from the Ficusia 
film, described and critiqued based on in-
terviews. Problematic shots are improved 
using the viseme-based method, then 
evaluated by experts. The study aims to 
enhance Ficusia’s lip-sync quality accord-
ing to research and interview criteria. 
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Figure 1. Determine viseme in dialogue 
(Source: Stop Staring :  Stop Staring : Facial modeling 

and animation done right )

Figure 2. Animated interactive wall
(Source: Personal research documentation)
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Data Collection Techniques

Data collection will be based on 3 
things: 

1. Observation

Observations will be carried out at
Batam State Polytechnic to analyze dif-
ferences before and after implementation 
viseme-based method, and at Infinite Stu-
dios Batam to determine the criteria for 
shots and episodes that will be used for 
implementation viseme-based method.

2. Interview

Interviews will be conducted with
sources from Infinite Framework Studios 
who have at least more than 5 years of ex-
perience to obtain valid information.

3. Recording

Recording will be carried out to docu-
ment work, collect data from interviews, 
and analyze before and after implementa-
tion viseme-based method.

Determination of Primary and Sec-
ondary Data 

Primary data will come from inter-
views with Infinite Frameworks Studios’ 
professional animators: Wahkid Joko 
Sayekti and Danar Donianto (lead ani-
mators, more than 5 years experience), 
as well as Denis James Deegan and Phil 
Mitchell (supervisors, 20 years of experi-
ence). Secondary data is taken from liter-
ature such as Animation Survival Kit and 
Stop Staring.

Determination of Time and Place

The interview was conducted at In-
finite Frameworks Studios according to 
the resource person’s schedule, while the 
production process was carried out in the 

● SC01_SH07_ANM = Happy

● SC01_SH12_ANM = Happy

● SC01_SH08_ANM =  Happy
tsad

● SC04_SH16_ANM = Happy

2. Adapt the viseme with the pho-
neme and the overall expression an-
imation

An adaptation of viseme with audio 
can be taken from the waveform in the au-
dio. The shot of SC01_SH07_ANM below.

As can be seen in Fig. 3, it is shown that 
the phoneme will widen, narrow, or close 
according to the waveform of the sound. 
Based on this, the animation is refined 
using viseme principles from William and 
Osipa’s guidelines.

3. Simplifies the movement of the
tip of the mouth and chin

The animation lip-sync was then 
smoothed at the corners and chin to create 
a smooth animation. Simplifying move-
ment is created with the corner mouth rig 
and chin as can be seen in Fig. 4 below.

Galang room, Polibatam Techno Build-
ing. The research takes place from Octo-
ber 20 to November 28, 2024.

Identify the Shot that is required

1. SC01_SH07_ANM

2. SC01_SH08_ANM

3. SC01_SH12_ANM

4. SC04_SH16_ANM

Determination of Manufacturing 
Stages Lip-Sync 

Determination of stages will be based 
on the Osipa and William’s rule: 

1. Define an expression.

2. Adapt the viseme with the

phoneme and the overall

expression animation.

3. Simplifies the movement of the tip
of the mouth and chin.

4. Working on teeth and tongue.

5. Create asymmetry.

Implementing Stages 

The implementation stages will be 
carried out in Blender 2.9. The documen-
tation and animation files are placed in-
side Gdrive and Youtube. 

1. Define an expression

Expressions will be determined from
the character’s voice based on observa-
tion results. As for the expression for each 
shot, that is: 

Figure 3. Results of determination analysis viseme 
shot SC01_SH07_ANM.

(Source: doc. Adric Filbert)

Figure 4. Image of the mouth corner rig (Left) and 
chin (Right)

(Source: doc. Adric Filbert)

Fig. 5 showcase the graph editor for 
the jaw in rotate x.

Figure 5. Example of non-smooth rotation of the 
chin shot SC01_SH07_ANM. 
(Source: doc. Adric Filbert)

In Fig. 5, the Graph Editor revealed 
uneven jaw animation curves. These were 
refined into smoother, curved motions to 
enhance the animation’s fluidity (Zega, 
2021). In Fig. 6, are the results after the 
adjustments.

Figure 6. Example of subtle rotation of the chin shot 
SC01_SH07_ANM 

(Source: doc. Adric Filbert)
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4. Working on teeth and tongue

As can be seen in Fig. 7 & Fig. 8, the 
work on teeth and tongue is carried out 
using rig upper and lower teeth in char-
acter. Work will use grab to raise or lower 
gears according to the 70:30 ratio (Wil-
liam, 2001).

Figure 7. Rig Uci’s teeth 
(Source: doc. Adric Filbert)

Figure 8. Pictures of teeth before and after 
(Source: doc. Adric Filbert)

5. Create asymmetry

Asymmetry adjustments on Uci’s
mouth and eyebrows were made to keep 
a subtle, realistic look. Based on Gerson’s 
interview, Ficusia’s style is realistic, not 
cartoonish. As Osipa states, asymmetry 
should be present but not exaggerated. 
Fig. 9, as can be seen below are the results 
of this work.

Figure 9. Asymmetry before (left) and after (right). 
(Source: doc. Adric Filbert)

At frame 42 (“Pin” in “Siapin”), the 
original shows parallel eyebrows and 
mouth. The revision adds subtle asym-
metry in eyebrow and mouth angles, with 
lips and teeth adjusted to align with the 
chin.

Analyzing Data 

This study uses thematic analysis to 
identify patterns and themes from inter-
view data (Ramdhani et al., 2024). It aims 
to assess the realism of viseme-based lip-
sync and find areas for improvement.

Data Collection 

Data was collected through interviews 
with sources from Infinite Frameworks 
Studios. According to the interviews, the 
viseme-based method has increased the 
quality of the lip-sync. However, there are 
still several things to do in order to im-
prove the animation which are ease in, 
ease out, good timing, squash and stretch, 
mouth shape or asymmetry, readable ex-
pression and facial integration.

Reducing Data 

After improving the animation accord-
ing to the revision. Research is continued 
with another animation review to check 
the effectiveness of viseme-based meth-
ods. The reduction of data is done by de-
termining the themes based on the Osipa 
and William’s lip-sync realism criteria 
and reevaluating the overall sentences 
of each interviewee whenever it matches 
each of the themes or not (Nur & Saihu, 
2024). Data reduction then served in a 
table with shot name, theme, and result. 
Results are shown for each theme by hav-
ing a plus or minus in each opinion of the 
interviewee, which total will be 4 symbols 

or either plus or minus, then determined 
whenever it’s good or bad by overall plus 
or minus in each column. Table 1 can be 
seen below. 

Table 1. Quality Improvement Second Attempt

Result
The initial use of the viseme-based 

method improved timing and reduced 
hard stops in most shots. However, some 
issues still remain in the first try. The shot 
SC01_SH08_ANM and SC01_SH12_
ANM still had slight jaw popping that dis-
rupted motion, and SC01_SH07_ANM 
needed better asymmetry and more nat-
ural mouth rest positions. In general, fa-
cial expressions were unclear, and eye 
and eyebrow movements were either un-
derused or not linked to the lip-sync. The 
revised version fixed these issues with 
more detail. Jaw movements became 
smoother with squash and stretch, and 
viseme-phoneme alignment improved, es-
pecially during vowel changes. Facial ex-
pressions were more dynamic with small 
tweaks to eyebrow angles and mouth cor-
ners. SC04_SH16_ANM stood out for its 

strong integration of lips, jaw, and facial 
features, clearly showing better anima-
tion quality.

Discussion
The second attempt has significantly 

enhanced animation lip-sync quality by 
emphasizing full facial integration. Co-
ordinated counter movements between 
the nose and lower face added realism, 
while mouth corner adjustments made 
the character’s expressions create more 
positive and emotionally engaging. This 
approach brought the animation closer 
to professional standards, as also em-
phasized in Osipa and Richard William’s 
literature. The revised shots have met all 
key criteria for high-quality lip-sync, in-
cluding smoothness, mouth shape, and 
facial integration. These results confirm 
that the viseme-based method when com-
bined with expression focused refine-
ments effectively improves lip-sync ani-
mation quality. Such improvement can be 
seen in Fig. 10. 

Figure 10. Top for integration (Left before, right 
after), bottom for expression. 
(Source: doc. Adric Filbert)

Conclusion
Interviews have shown that the 

viseme-based method has succeeded in 
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improving lip-sync quality. As we can see 
from the result section, the facial integra-
tion, smoothness and timing of the mouth 
in SC01_SH08 until SC04_SH016_ANM 
has improved considerably and was ap-
proved by interviewee. Below are the over-
all ways to create realistic lip-sync anima-
tion quality with viseme-based method:

1. Define an expression

Character expressions are determined
by the storyboard or the character’s spo-
ken sound, as done in this study. This 
research focuses on happy and sad ex-
pressions, chosen based on Osipa’s obser-
vations and supporting literature: 

Happy: Focus on the upward move-
ment at the corners of the lips and the 
small wrinkles around the eyes.

Sad : The position of the lips is low-
ered, the eyebrows are curved upwards, 
and the lower eyelids are slightly raised.

2. Adapt viseme with phoneme and
overall expression animation

Viseme adjustments based on the au-
dio waveform follow Osipa’s guidance: 
large waves correspond to wide mouth 
corners, while small waves indicate nar-
row corners. For example, the letter O 
starts with narrower corners than the let-
ter A. Expressions follow Osipa’s rule that 
the nose area moves opposite to the lower 
face.

3. Simplifies movement of the tip of
the mouth and chin 

The mouth and chin shapes can be 
simplified by following the Osipa’s rules, 
narrow and wide mouth corners and 
squash and stretch for the chin based on 
the second stage’s identification. This step 
focuses on achieving smooth ease-in/out, 
timing, and squash and stretch, while sim-
plifying mouth movements as described 

by Osipa. 

4. Working on Teeth and tongue

The character’s teeth must sync with
the chin, with only the bottom teeth mov-
ing in line with the chin (William, 2001). 
Characters typically show upper teeth, 
lower teeth, or a 70:30 ratio while speak-
ing (William, 2001). The tongue moves 
quickly and usually doesn’t require ease-
in or ease-out (William, 2001; Osipa, 
2010).

5. Create asymmetry

Asymmetry in expressions can be cre-
ated using mouth corners, misaligned 
lips, and uneven eyebrows (William, 
2001; Osipa, 2010). It is applied at the end 
to clarify expressions and may be mini-
mized (Osipa, 2010). Interviews added 
two terms: “popping” (excessive spacing) 
and “hard stop” (abrupt transitions with-
out ease-in/out), emphasizing the impor-
tance of easing and spacing. These terms 
can aid future animation quality reviews.

References
Alfi, N. F., & Prasetya, H. Y. (2023). Se-

miotic analysis of John Fiske’s mes-
sage on drug use in the 3D animation 
film “Ficusia”. DECA: Journal of Vi-
sual Communication and Multimedia 
Design, 12(3), 75–85. https://jurnal.
polibatam.ac.id/index.php/DECA/
article/view/5271

Aneja, D., & Li, W. (2019). Real-time 
lip-sync for live 2D animation. arXiv 
preprint, arXiv:1910.08685. https://
arxiv.org/pdf/1910.08685

Blaine, J. (2020). The complete 
guide to Blender graphics: Com-
puter modeling and animation 
(5th ed.). CRC Press. https://
www.taylorfrancis .com/books/

mono/10.1201/9780429196522/com-
plete-guide-blender-graphics-john-
blain

Chen. (2010). Animating lip-sync charac-
ters (1st ed.). https://www.academia.
edu/110410717/Animating_Lip_
Sync_Characters

Heiderich, T. (n.d.). Cinematography 
techniques: The different types of 
shots in film [PDF]. Ontario Media 
Arts. Retrieved November 24, 2024, 
from https://oma.on.ca/en/contest-
pages/resources/free-report-cinema-
tography.pdf

Hidayah, A. (2023). Application of anima-
tion principles in the animated series 
film “Ficusia” episode 1. Journal of 
Electrical and Computer Engineering 
(DECA), 12(2), 85–92. https://jurnal.
polibatam.ac.id/index.php/DECA/ar-
ticle/view/6036/2174

Hoon, L. N., & Shaharuddin, S. S. (2019). 
Accuracy performance and potentiali-
ty of real-time avatar lip-sync anima-
tion in different languages. Interna-
tional Journal of Recent Technology 
and Engineering (IJRTE), 7(6S2), 57–
66. https://www.researchgate.net/
publication/343442180

Muhammad, Y. (2023). Unlocking the 
power of Azure audio-to-viseme con-
version: Explained [PDF]. Research-
Gate. Retrieved November 26, 2024, 
from https://www.researchgate.net/
profile/Rakan-Alwabel-2/publica-
tion/385381042

Nakada, K., Matsuda, S., Tanaka, Y., Sa-
saki, H., & Ueda, T. (2023). Lip-Sync 
ML: Machine learning-based frame-
work to generate lip-sync animations 
in FINAL FANTASY VII REBIRTH. 
ResearchGate. http://www.jp.square-
enix.com/tech/library/pdf/LipSync-

ML_SIGGRAPH_Talks_2024_abst.
pdf

Nelli, N., & Aliyyah, N. R. (2024). Im-
plementation of learning media in 
the independent curriculum in ju-
nior high schools: Thematic analysis 
study. Karimah Tauhid, 3(8), 8541–
8552. https://ojs.unida.ac.id/kari-
mahtauhid/article/view/14412

Nur, M. A., & Saihu, M. (2024). Data 
processing. Scientica: Scientific Jour-
nal of Science and Technology, 2(11), 
163–175. https://jurnal.kolibi.org/in-
dex.php/scientica/article/view/2764

Osip, J. (2010). Stop staring: Facial mod-
eling and animation done right (3rd 
ed.). Wiley.

Shukurov, S. (2023). Audio to viseme and 
viseme to lip sync using Azure. Re-
searchGate. https://www.research-
gate.net/publication/380895958

Williams, R. (2001). The animator’s sur-
vival kit (Expanded ed.). Faber & 
Faber.

Zega, S. A., Soon, S. H., Firmanda, A., 
& Lumombo, L. (2020). Automatic 
in-between frames of snappy ani-
mation using linear interpolation. In 
Proceedings of the 3rd International 
Conference on Applied Engineering 
(ICAE 2020) (pp. 12–19). SciTePress. 
https://www.scitepress.org/Pa-
pers/2020/103510/pdf/index.html

Analysis of The Implementation of The 
Viseme-based Method in Ficusia 
Animation

Selly Artaty Zega1

Adric Filbert2

Gerson Julyfer Parulian Tambun3

Muhammad Fauzi Ardhi4

Analysis of The Implementation of The 
Viseme-based Method in Ficusia 

Animation

Selly Artaty Zega1

Adric Filbert2

Gerson Julyfer Parulian Tambun3

Muhammad Fauzi Ardhi4



Vol. XVIII, No. 1 June 2025Vol. XVIII, No. 1 June 2025 103102

VISUAL IDENTITY REDESIGN OF THE 
GELORA BUNG KARNO COMPLEX 

Abstract: The Gelora Bung Karno (GBK) Complex is a national heritage site in Indo-
nesia. It has changed from a sports facility into a public space that is open, inclusive, 
and multifunctional. This transformation requires rebranding to reflect its new role 
while keeping its historical and national spirit. Visual identity plays an important role 
in this process. It is not just about how things look, but how people see and understand 
the place. Based on Alina Wheeler’s idea, visual identity is a planned way to shape 
public perception and build loyalty. The new identity for GBK is based on two things: 
its well-known architecture that’s reflected in the logo, and cultural motifs from across 
Indonesia. These ideas helped create a new logo, a color system for various applica-
tions, and graphic patterns inspired by local textiles. The research methods used in-
clude benchmarking other public spaces, interviews with users and staff, and visual 
studies of the landmark inside the complex. These helped guide the design process and 
make sure the results were meaningful and useful. This paper explains the process of 
research & analysis phase, clarifying strategy, up to the design stage and the resulting 
visual identity system.

Keywords: gelora bung karno; complex; visual identity; national heritage; Indone-
sia;  rebranding
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Introduction
The Gelora Bung Karno (GBK) Com-

plex, a national heritage site and iconic 
sports venue in Indonesia, has undergone 
significant transformations since its es-
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tablishment in 1962. Today, it serves not 
only as a multifunctional public space but 
also as a symbol of national unity—wel-
coming people from all 34 provinces of 
Indonesia, and reflecting the country’s 
cultural diversity.
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 Originally designed as an internation-
al-standard sports facility, GBK is now 
evolving into an inclusive public space, 
serving diverse communities beyond just 
sports. This shift in function has prompt-
ed the need to redesign its visual identity 
to align with its current vision and values.

In the context of GBK, rebranding is 
essential to stay relevant and competitive. 
As GBK transforms into a multifunctional 
public space, a renewed and cohesive visu-
al identity will help reflect this new direc-
tion, appeal to broader audiences, and en-
hance visitor experience. Visual identity is 
a crucial element in representing a brand. 
According to Wheeler (2018), branding is 
a strategic and structured process aimed 
at building awareness and fostering cus-
tomer loyalty. It allows an organization to 
communicate its values and competitive 
edge. Brands can create a welcoming and 
cohesive environment, cultural identifica-
tion, and create trust and comfort; which 
are crucial elements to forge a strong emo-
tional bond (Rebelo, 2025). 

Visual identity is the collection of vi-
sual components like graphics, fonts, and 
colors that symbolize a brand and help 
communicate its overall character to the 
audience, influencing how the brand is 
seen and understood (Wrona, 2015). 

Rebranding is the process of updat-
ing or altering a company’s brand identi-
ty. This may include changes to its name, 
logo, color scheme, messaging, and other 
visual or verbal components that repre-
sent the brand (Sakib, 2025).  This journal 
examines the GBK visual identity redesign 
by assessing its current state, user needs, 
and applying strategic branding to cre-
ate a more inclusive, consistent, and for-
ward-looking brand system.

This research seeks to answer the fol-
lowing problems:

1. The visual identity of GBK Com-
plex no longer matches its updated vision 

and mission due to a shift in its purpose.

2. The current visual identity is ap-
plied inconsistently across various media, 
such as promotional materials and sig-
nage, leading to a lack of visual coherence.

The objective of this research is to re-
design the visual identity of GBK to bet-
ter reflect its current values, purpose, and 
ensure consistent application across all 
platforms.

Methodology
This section contains the design 

method used to collect and analyze data 
relevant to the research questions. The 
research in this project employs a qual-
itative approach with a constructivist 
paradigm, focusing on how meaning is 
constructed through design practice and 
stakeholder perspectives.

The design process adopted in this 
project refers to the five-stage branding 
framework (Wheeler, 2018), which in-
cludes: (1) Conducting research; (2) Clar-
ifying strategy; (3) Designing identity; 
(4) Creating touchpoints; (5) Managing
assets.

During the research phase, data were 
collected from both primary and second-
ary sources. Primary data came from in-
terviews with two public relations staff 
from the Gelora Bung Karno Complex 
Management Center, which were then 
analyzed using content analysis. Second-
ary data included GBK’s website, social 
media, and relevant publications, offer-
ing insight into internal branding issues. 
These sources were examined using for-
mal (visual) and content analysis to iden-
tify visual inconsistencies and commu-
ni¬cation gaps, as well as benchmarking 
to compare GBK’s branding approach 
with similar public spaces.

The strategy phase clarified brand po-
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sitioning through research findings that 
were summarized in a creative brief. In-
terview data were analyzed using thematic 
analysis to identify key insights, values, 
and expec¬tations. Management expecta-
tions were found to align with what they 
believed the public wanted from GBK’s 
identity and services. These findings guid-
ed the brand’s positioning and messaging.

In the design phase, logo and identi-
ty elements were developed and refined. 
These were then applied across media and 
signage during the creating touchpoints 
phase. Lastly, brand guidelines were cre-
ated in the managing assets phase to 
maintain consistency across various im-
plementations.

Result
In-depth interviews were conducted 

with two representatives from the Public 
Relations team of the Gelora Bung Kar-
no Complex Management Center, Dwi K. 
Pratiwi and Ganda Syahputra, to gain in-
sights into the management and evolving 
role of the GBK complex.

Managed by the Ministry of State 
Secretariat, GBK spans 279 hectares and 
serves as a hub for sports, business, and 
public activities. Accord¬ing to the re-
spondents, GBK functions as a melting 
pot—a gathering space for diverse com-
munities across Indonesia —receiving 
around 25,000 visitors daily. The cam-
paign “GBK untuk Semua” highlights its 
inclusive vision.

GBK is often seen only as a stadium, 
so raising awareness of its multifunction-
al role and improving signage are key 
challenges. Communities shape its iden-
tity, and interviews support its vision as 
a modern, eco-friendly, globally certified 
public space. Communication relies on 
social media and media partnerships. Fu-
ture plans include easier facility access 
and sustainable innovations like electric 

buses and cashless systems to enhance 
inclusivity. This study involved three site 
visits in 2024–2025, focusing on visual 
design elements like signage and promo-
tional media.
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This signage, as can be seen in Fig.1, 
is used to guide visitors throughout the 
GBK Complex. However, the visual de-
sign lacks consistency in typography, col-
or, and hierarchy, making navigation less 
effective.

Figure 1. GBK Existing Wayfinding Signage 
(Source: Personal research documentation)

Figure 2. Existing Identification Signage for ABC 
Football Field

(Source: Personal research documentation)

The identification signage for the ABC 
Football Field in Fig. 2, features outdat-
ed visual elements and does not reflect 
GBK’s current brand image or identity.

Figure 3. Identification Signage for Softball Field
(Source: Personal research documentation)

Like other signages, the Softball Field 
marker in Fig. 3, lacks visual coherence 
and does not follow a unified design sys-
tem, leading to a fragmented user experi-
ence.

Figure 4. Existing Printed Information Media
(Source: Personal research documentation)

Printed materials such as brochures 
or event posters, as can be seen in Fig.4, 
show inconsistent use of visual identity 
elements, weakening visual coherence. 
During the second visit, the focus shift-
ed to observing visitor interactions and 
events at GBK to better understand how 
design and visual identity contribute to 
the visitor experience.

Figure 5. Community picnic atmosphere on GBK
(Source: Personal research documentation)

During the second visit to GBK, the ob-
servation focused on visitor interactions. 
Many non-sport community members 
were seen enjoying activities like picnick-
ing as can be seen in Fig. 5, highlighting 
GBK’s role as a public space for social 
and recreational use beyond sports. This 
variety of activities enriches visitor expe-
rience, making GBK an inclusive and dy-
namic space.

Figure 6.GBK’s Old Logo
(Source: Respondent documentation)

Previously, Gelora Bung Karno (GBK) 
had two different logos: the original logo 
featuring an archer illustration used 
for official correspondence symbolizing 
sports spirit and tradition as can be seen 
in Fig .6.

Figure 7.  GBK’s Current Logo
(Source: Respondent documentation)

The new red “GBK” logotype, seen in 
Fig. 7, was created for branding during 
the Asian Games. However, inconsisten-
cies in logo usage across promotional me-
dia, especially on social media platforms, 
were observed, with several examples of 
inconsistent logo application shown in 
Fig.8, below.

Figure 8. GBK’s Instagram Feeds
(Source: Gelora Bung Karno (@love_gbk))

In the observed social media post, 
GBK’s visual identity appears only as a 
logo in the top-left corner, lacking sup-
porting elements—unlike signage and 
print materials, indicating inconsistency. 
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Sources also noted the logo’s limited flexi-
bility across various touchpoints like mer-
chandise and promotions.

In this age of new media technology, 
where brands should reach younger gen-
erations who increasingly relies on digital 
channels for information and engagement, 
a strong and consistent visual presence in 
the social media is essential (Prasanna & 
Priyanka, 2024). A coherent and aesthet-
ically pleasing design not only builds rec-
ognition but also strengthens GBK’s iden-
tity in a crowded digital space. In today’s 
fast-moving online culture, where visual 
appeal often determines whether content 
is noticed or ignored, maintain¬ing a uni-
fied and appealing presence across social 
platforms is key to connecting with di-
verse audiences.

As part of the rebranding, a mind-map-
ping exercise identified four core values 
shaping GBK’s visual identity: Diverse 
(social richness), Cultural (heritage), Im-
mersive (memo¬rable experiences) and 
Dynamic (growth and evolution as a pub-
lic space).

In the mood board section, as can be 
seen in Fig.9, the designer curated visual 
references aligned with these values. Each 
image was selected to evoke emotion-
al resonance and represent the cultural 
depth and aesthetic direction of the proj-
ect, serving as inspiration for the develop-
ment of GBK’s visual identity.

Figure 9. Moodboard
(Source: Personal research documentation)

The designer created a Morphological 
Matrix, seen in Fig.10,  to explore design 
elements related to the keywords cultur-
al, immersive, diverse, and dynamic. This 
matrix organizes aspects such as color, 
typography, form, and illustration style to 
identify potential combinations that sup-
port the brand identity.

Figure 10. Morphological Matrix
(Source: Personal research documentation)

Based on the stylization results, the 
designer identified visual elements to 
form the foundation of the design. A logo 
was developed to reflect the essence of 
the Gelora Bung Karno complex, aiming 
to create a strong and inspiring image. 
The initial stage involved rough sketches 
to explore various ideas and design con-
cepts.

Figure 11. Logo Rough Sketches
(Source: Personal research documentation)

After the logo rough sketching pro-
cess, seen here in Fig. 11, the designs were 
refined into cleaner, more detailed digital 
versions. Three alternative logo; Fig. 12, 
Fig.13 and Fig 14,  concepts were devel-

oped as options for consideration before 
selecting the final logo.

Figure 12. First Logo Alternative
(Source: Personal research documentation)

Figure 13. Second Logo Alternative
(Source: Personal research documentation)

Figure 14. Third Logo Alternative
(Source: Personal research documentation)

Following several discussions, it was 
concluded that none of the logo concepts 
were fully suitable as the final design for 
the GBK rebranding. However, the over-
all conceptual direction was considered 
appropriate. Of the three options, the first 
alternative (Fig. 12) was seen as the closest 
to the desired visual, with its wide, hori-
zontal form conveying a sense of space 
and immersion—aligning with GBK’s key 
themes.

Figure 15. Logo Variant Sketch
(Source: Personal research documentation)

After reviewing several rough sketch-
es, it was concluded that none fully 
matched GBK’s identity due to shapes 
lacking real references, risking misper-
ceptions. Field study identified the fire 
cauldron, seen in Fig.16, at GBK as a 
strong potential icon.

Figure 16. Bilah Nusantara (Fire Cauldron)
(Source: Personal research documentation)

The Bilah Nusantara cauldron, de-
signed in 2018, symbolizes spirit, peace, 
and sportsmanship (Velarosdela & Maha-
rani, 2018). Positioned before the main 
stadium, it enhances GBK’s identity and 
visual appeal. To deepen relevance, the 
design also incorporates elements from 
the iconic stadium.

Using elements from the Main Stadi-
um of GBK presents a design challenge, 
as the rebranding aims to shift public 
perception of GBK from being solely a 
stadium to a broader urban complex that 
serves various communities and func-
tions. To address this, the visual identity 
incorporates architectural features from 
the stadium as secondary elements rather 
than as the central focus. This approach 
maintains visual familiarity while empha-
sizing the diversity of the entire complex.

Discussion
This section describes the findings and 

analysis of the research data and explains 
the limitations of the study. It can also de-
scribe what the results of the study imply, 
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why does it matter, and the perspective for 
future research.

Figure 17. Logo Variant Sketch 2
(Source: Personal research documentation)

The sketching process then be-
came more focused, producing re-
fined and minimal variations that 
still captured the core design essence 
aligned with the desired identity as 
can be seen in Fig 17 & Fig 18.

Figure 18. Logo Variant Sketch 3
(Source: Personal research documentation)

Overall, the logo concept is on the 
right track, but its sharp, pillar-like 
angles give a cold impression. Fur-
ther refinements were made to soften 
the design and create a more harmo-
nious look aligned with the desired 
identity.

Figure 19. Final Horizontal Logo
(Source: Personal research documentation)

After discussions and refine-
ments, the final GBK logo was de-
signed to embody unity and diversi-
ty within the community, seen here 
in Fig. 19. Inspired by GBK’s iconic 
architecture, it reflects the area’s dy-
namism, openness, and great poten-
tial. The visual elements symbolize 
togetherness, energy, and growth. 
This inclusive design portrays GBK 
as a shared space to be enjoyed, pre-
served, and developed by all. Beyond 
visual identity, the logo represents 
GBK as a center for sports, culture, 
and social life.

Figure 20. Unity Element on Logo
(Source: Personal research documentation)

The central element of the logo 
symbolizes community spirit, where 
individuals from diverse back-
grounds come together to interact 
and contribute. The handclap-like 
shape represents unity and coop-
eration, seen in Fig. 20, reflecting 
GBK’s core value of togetherness. 
Additionally, this element points 
upward, signifying growth, progress, 
and GBK’s potential as an inclusive 
and dynamic public space.

Figure 21.  Stadium Roof Element on Logo
(Source: Personal research documentation)

The curved line in the logo, seen 
here in Fig. 21, symbolizes protec-
tion and the grandeur of GBK as an 
inclusive, accessible activity center. 
Inspired by the iconic circle on the 
stadium roof, it reflects GBK’s archi-
tectural identity while representing 
unity, continuity, and connection 
among its diverse activities. This cir-
cular form embodies a vibrant space 
where sports, culture, and social in-
teraction blend, creating a dynamic 
and sustainable environment.

Figure 22. Bow and Arrow Element on Logo
(Source: Personal research documentation)

The center of the logo and its 
curved line represent a bow and ar-
row, inspired by GBK’s original logo 
symbolizing youth struggle, as can be 
seen in Fig. 22. This element reflects 
focus, determination, and dedication 
of the younger generation in building 
the future, aligning with GBK’s core 
values. Beyond historical reference, 
the design aims to preserve and in-
spire the enduring spirit of unity and 
progress within the community.

Figure 23. Fire Cauldron Element on Logo
(Source: Personal research documentation)

The cauldron at the logo’s cen-
ter, seen here in Fig. 23, symbolizes 
a burning spirit, reflecting energy, 
perseverance, and enduring enthu-
siasm. It represents determination, 
collaboration, and sustainability in 
all GBK activities.

Figure 24. Diversity Element on Logo
(Source: Personal research documentation)

The vertical lines in the logo rep-
resent inclusivity and diversity, re-
flecting GBK as an open space for 
all, as seen in Fig. 24. Inspired by the 
17 pillars on each side of the Main 
Stadium, symbolizing Indonesia’s 
Independence Day (August 17) and 
34 pillars representing the country’s 
provinces. This structure symbolizes 
unity in diversity and the enduring 
national spirit at GBK.

Figure 25. GBK Final Logotype
(Source: Personal research documentation)

The “Gelora Bung Karno” logo-
type, seen in Fig. 25, features a wid-
er design with subtle serif details 
at the ends of each letter, creating 
a refined yet understated look. The 
letter stems are closer to the base-
line, blending traditional feel with a 
modern approach to balance nation-
al heritage and contemporary aes-
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thetics.

There are two logotype versions: 
“Gelora Bung Karno” and “GBK.” 
The full text must always be paired 
with the logogram, while “GBK” can 
be used alone, as it is more familiar 
to the public.

Figure 26. GBK Final Vertical Logo
(Source: Personal research documentation)

The vertical GBK logo, seen in 
Fig. 26, is an alternative for limit-
ed-space or non-landscape media. It 
uses the “GBK” text to maintain visu-
al identity while ensuring readability 
and effectiveness. This version offers 
flexibility without losing the main 
design’s essence.

Figure 27. GBK Final Logotype & Logogram
(Source: Personal research documentation)

If the logo use is too repetitive or 
space is limited, the logomark alone 
can be used. Depending on media 
needs, either logotype or logogram, 
seen here in Fig. 27, may be chosen 
without compromising GBK’s visual 
identity.

Graphic elements are central to 
renewing GBK’s visual identity, high-

lighting cultural diversity and its 
role as a national community space. 
Traditional textiles, recognized as 
intangible heritage, were chosen for 
their rich cultural and artistic value. 
Motifs from various regions were 
selected to reflect GBK’s inclusive 
vision and create a meaningful, cul-
turally rooted design.

In Sulawesi, several traditional 
textiles are recognized as intangi-
ble cultural heritage, including Kain 
Koffo (North Sulawesi), Tenun Su-
komandi from West Sulawesi, Tenun 
Donggala from Central Sulawesi, and 
Lipa Sabbe and Lipa Saqbe Mandar 
from South and West Sulawesi (In-
dra, 2017). Analysis shows that hor-
izontal line motifs frequently appear 
in these textiles, seen in examples in 
Fig. 28, either as main patterns or 
accents, especially dominant in Lipa 
Sabbe and Tenun Donggala.

Figure 28. Analysis of Sulawesi Island Textile Motifs
(Source: Personal research documentation)

Vertically, the lines symbolize the 
bond between leaders and people, 
while horizontally, they represent 
relationships among the community 
(Setiawan, 2020). These lines reflect 

the harmonious coexistence within 
the GBK complex, modernized with 
woven elements to create a dynamic 
and visually appealing design, seen 
here in Fig. 29.

Figure 29. Graphic Element Component of Sulawesi
(Source: Personal research documentation)

Several traditional textiles from 
Sumatra have been recognized as 
intangible cultural heritage, includ-
ing Palembang Songket from South 
Sumatra, Tapis from Lampung, Be-
surek from Bengkulu, and Minang-
kabau Sotif Songket. Through visual 
analysis, it was found that a recur-
ring motif—characterized by an open 
triangular form resembling a folded 
line in a single direction, frequently 
appears in these textiles, as can be 
seen in Fig.30. This motif is prom-
inently featured in Minangkabau 
Songket and Lampung Tapis, and 
also appears as an accent in other re-
gional fabrics.

Figure 30. Analysis of Sumatra Island Textile Motifs
(Source: Personal research documentation)

This directional motif, known 
as Saluak Laka – Pilinan Lidi, sym-

bolizes unity in achieving common 
goals. It features interwoven lines 
resembling twisted palm sticks, rep-
resenting strong communal bonds 
(Nella, 2022).

Figure 31. Graphic Element Component of Sumatra
(Source: Personal research documentation)

The author interprets this motif 
by adapting upward-pointing ele-
ments from the logo, symbolizing 
hope and continuous growth for 
GBK, seen in Fig. 31.  The shape also 
echoes the flame cauldron in the 
logo, creating visual continuity that 
reinforces the design identity.

Figure 32. Analysis of Kalimantan Textile Motifs
(Source: Personal research documentation)

In Kalimantan, traditional tex-
tiles like Sasirangan and Ulap Doyo 
often feature the Bintang Bahambur 
motif, a four-pointed star symboliz-
ing harmony and noble aspirations, 
seen here in Fig. 32.

Figure 33. Graphic Element of Kalimantan
(Source: Personal research documentation)
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The author adapted this motif by 
curving its edges to reflect the flame 
cauldron shape, ensuring visual con-
tinuity within the logo, as can be seen 
in Fig. 33.

Figure 34. Batik Kawung
(Source: Kompas.com)

In Java, batik is recognized as in-
tangible cultural heritage, with the 
Kawung motif chosen for its symbol-
ic meaning of life and origins, seen in 
Fig. 34 and Fig. 35.

Figure 35. Graphic Element Component of Java
(Source: Personal research documentation)

In Bali, traditional textiles like 
Gringsing Tenganan and Endek are 
recognized as intangible cultural 
heritage, with deep social and spiri-
tual meaning. Gringsing, made using 
the rare double ikat technique, sym-
bolizes protection and healing (Ang-
graeni, 2023). Visual analysis shows 
frequent use of four-pointed star mo-
tifs in Balinese textiles. Thus, a sim-
ilar star-shaped element—also found 
in Kalimantan textiles (Fig. 32) was 
chosen to maintain visual cohesion.

Figure 36. Noken Bag
(Source: Kompas.com)

In Papua, Noken as can be seen 
here in Fig. 36, is recognized as an 
intangible cultural heritage. More 
than a traditional woven bag, it 
holds deep social and cultural mean-
ing. Made from tree bark or leaves, 
its unique weaving technique re-
flects values of unity, hard work, and 
self-reliance (Koesno, 2020; Lis-
nawati & Tarigan, 2025).

Figure 37. Graphic Element Component of Papua
(Source: Personal research documentation)

Rather than adopting a specif-
ic motif, the author draws from the 
woven structure itself—interpreting 
it as a symbol of order and resilience, 
seen here in Fig. 37, in line with the 
values of balance and harmony in 
Papuan life.

This approach aims to ensure that 
the graphic elements not only rep-
resent the cultural diversity of the 
archipelago but also harmonize Pap-
ua’s weaving structure with motifs 
from other regions. The combina-
tion symbolizes unity and inclusiv-

ity, aligning with the people-orient-
ed spirit of GBK’s visual identity. To 
maintain coherence with the logo-
gram, the author incorporates visual 
elements that reflect its dimensional 
qualities, namely repetitive lines and 
gradient transparency, seen in Fig. 
38, enhancing visual integration and 
cohesion with the Gelora Bung Kar-
no logogram.

Figure 38. Graphic Element Component of GBK Pillars
(Source: Personal research documentation)

The graphic elements, seen here 
in Fig 39,  are designed using an ab-
stract and modern approach, struc-
tured through a grid system to achieve 
a clean, organized and aesthetically 
balanced composition. This method 
allows for a harmonious integration 
of traditional elements from various 
regions, balancing order and flexibil-
ity within a unified visual framework.

Figure 39. GBK Graphic Elements: Landscape Configu-
ration

(Source: Personal research documentation)

This layout adapts traditional tex-
tile motifs from various Indonesian 
regions into elongated, horizontal 
compositions. The motifs are simpli-
fied into geometric forms to reflect a 

modern aesthetic while preserving 
cultural roots.

Figure 40. GBK Graphic Elements: Corner Configu-
ration

(Source: Personal research documentation)

In this configuration, seen in 
Fig. 40, motifs are arranged in cor-
ner positions, creating a frame-like 
structure. This setup emphasizes 
space and symmetry, supporting 
both decorative and directional uses 
within the visual system.

Figure 41. GBK Graphic Elements: Rectangular 
Configuration

(Source: Personal research documentation)

Rectangular configurations, seen 
in Fig. 41, organize the elements into 
grid-based patterns. Some areas are 
intentionally left blank to introduce 
negative space, enhancing clarity 
and evoking a humanistic and ab-
stract feel.
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Figure 42. GBK Graphic Elements Line Configuration
(Source: Personal research documentation)

This linear format, seen here in 
Fig. 42, uses simplified lines derived 
from traditional patterns to create 
rhythm and flow. The arrangement 
contributes to a sense of movement, 
aligning with GBK’s dynamic and 
adaptive brand identity. 

The landscape configuration of-
fers flexibility for media like social 
platforms, business cards, and sig-
nage.

Figure 43. Application of Landscape Graphic Elements 
on Business Cards

(Source: Personal research documentation)

In business card applications, the 
landscape graphic configuration en-
sures a clean and professional look, 
as can be seen in Fig. 43. The use of 

negative space keeps the layout un-
cluttered, allowing the essential in-
formation and branding elements to 
stand out clearly while maintaining 
a modern aesthetic.

Figure 44. Application of Landscape Graphic Ele-
ments on Social Media

(Source: Personal research documentation)

For social media platforms, the 
landscape configuration supports 
consistent visual presence by offer-
ing a flexible format that adapts well 
to feed posts, stories, and banners, 
seen here in Fig. 44.

Figure 45. Application of Landscape Graphic Ele-
ments on Identification Signage

(Source: Personal research documentation)

When applied to signage, the 
landscape configuration provides 
clear visual guidance while integrat-
ing graphic elements harmoniously 
along the lower or side edges (Fig. 
45). This allows messages and direc-
tions to remain readable while rein-
forcing the brand identity subtly and 
effectively in physical environments.

Figure 46. Application of Corner Graphic Elements on 
Letterhead and Folder

(Source: Personal research documentation)

The corner configuration suits 
portrait formats like A4 and verti-
cal signage, ensuring balanced lay-
outs, as can be seen in Fig. 46. It’s 
less effective in landscape, where it 
disrupts visual harmony, so it’s best 
used for vertical media to maintain 
visual identity.

Figure 47.  Application of Corner Graphic Elements on 
Wayfinding Signage

(Source: Personal research documentation)

Since wayfinding focuses on deliv-
ering clear information, graphic ele-
ments are arranged to highlight, not 
distract from, key messages. Their 
placement guides the viewer’s eye 
toward directions or location names, 
ensuring clarity while maintaining 

GBK’s visual identity, as can be seen 
in Fig. 47.

Figure 48. Application of Rectangle Graphic Elements 
on ID Card

(Source: Personal research documentation)

The rectangle configuration fills 
square empty spaces to strengthen 
GBK’s visual identity. Serving as a 
graphic accent, it enhances aesthet-
ics and branding across media. An 
example is its use on staff ID cards, 
as can be seen in Fig. 48, where the 
boxed elements maintain a neat, bal-
anced, and cohesive design aligned 
with GBK’s identity.

Figure 49. GBK’s Corporate Color
(Source: Personal research documentation)

The GBK corporate color palette, 
as can be seen here in Fig. 49,  draws 
inspiration from its environment 
and Indonesian symbolism to cre-
ate a strong, recognizable identity. 
The primary color, GBK Red—a ma-
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roon red reflecting courage and pas-
sion—is paired with a dynamic gra-
dient to GBK Orange, symbolizing 
energy. Supporting colors include 
a blue gradient (GBK Deep Sea to 
GBK Sky Blue) representing Indo-
nesia’s waters and skies, and a green 
gradient (GBK Forest Green to GBK 
Green) reflecting GBK’s green spac-
es and sustainability. Additionally, 
GBK Yellow to GBK Yellow-Orange 
evokes sunlight and spirited enthusi-
asm. Neutral tones GBK Cream and 
GBK Grey balance the palette, add-
ing calmness and a nod to GBK’s his-
toric legacy.

Figure 50. GBK’s Color Proportion
(Source: Personal research documentation)

The GBK visual identity uses col-
ors proportionally for consistency 
and recognition, seen here in Fig. 
50. GBK Red-Orange is the domi-
nant color, supported by 20% GBK
Deep Sea–Sky Blue for balance. GBK
Green and Yellow serve as 4% ac-
cents, while neutral Grey and Cream
enhance readability and harmo-
ny. This balanced palette creates a
strong, versatile identity across var-
ious media.

Figure 51. GBK’s Typeface
(Source: Personal research documentation)

GBK’s visual identity uses Abore-
to for headlines, offering a modern, 
humanist feel, and Bai Jamjuree for 
body text, combining nostalgic type-
writer charm with digital-era clarity, 
as can be seen in Fig. 51. 

To assess the paper’s objective, 
the author examines how the logo 
aligns with the visual identity prin-
ciples in Chapter II. A strong visual 
identity builds recognition, consis-
tency, trust, and emotional connec-
tion. Drawing from Indonesia’s cul-
tural diversity, the logo incorporates 
traditional motifs to enhance rele-
vance and resonance. Its flexible use 
across media highlights adaptabil-
ity, effectively embodying the core 
principles of a strong visual identity.

Conclusion

The transformation of Gelora 
Bung Karno (GBK) Complex from 
an international-scale sports venue 
into a multifunctional public space 
necessitates a relevant and repre-
sentative visual identity. The GBK 
logo design draws inspiration from 
the site’s architectural elements, 
which are widely recognized and 

strongly associated with the area’s 
historical image. The design also 
integrates values of unity, diversity, 
and sustainability through visual ele-
ments such as traditional textile mo-
tifs from various regions in Indone-
sia. This visual identity successfully 
represents GBK’s evolution into an 
inclusive public space, while honor-
ing its cultural and historical roots.

For visual identity design in na-
tional-scale place branding such as 
GBK, it is recommended to priori-
tize architectural elements that are 
visually familiar to the public, as 
they foster stronger emotional con-
nections. Additionally, the design 
approach should reflect Indonesia’s 
cultural diversity, rather than fo-
cusing on a single regional identity. 
Exploring and incorporating cultural 
elements from across the archipel-
ago will enrich the visual narrative, 
foster a broader sense of collective 
ownership, and ultimately enhance 
the effectiveness of the visual identi-
ty in building a strong and unifying 
public image.
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AI AS AID TOOL IN VISUAL PROGRAMMING COURSES AT 
UNIVERSITAS MULTIMEDIA NUSANTARA 

Abstract: This research investigates AI usage within a Visual Programming course 
at Universitas Multimedia Nusantara, focusing on how design students integrates AI 
into interactive media development. In this case, the output is game development us-
ing Unity platform that requires fundamental programming logic. This study aimed 
to assess AI’s involvement in the development process and explore its limitations for 
programming for design students. Data was collected via questionnaires (n=44) and 
continued by interviews (n=8) to further pursue insights on AI’s potential to replace 
programmers. The questionnaire results showed 100% of the respondents use AI across 
various game development stages, from ideation and story development to asset cre-
ation, soundtracks, programming, and animation. The practical application of AI in a 
first-person controller game demonstrated its effectiveness for generating basic code, 
but also highlighted the need for human intervention in debugging, adaptation, and 
quality assurance. The interview reveal students’ challenges with faulty logic AI solu-
tions. The research concludes that AI is a valuable programming assistant during game 
development, expanding human capabilities, but cannot fully replace human under-
standing of programming logic, problem-solving, and creativity. This underscores the 
importance of strategically integrating AI into curricula to enhance, but not replace, 
human learning and programming skills.

Keywords: visual communication design; technology of artificial intelligence; learn-
ing assistance
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tioned how game developers found incor-
porating AI in their game development 
process as useful. Enhancing both the 
creation process and the player experi-
ence (Barke et al., 2023). It can be said 
that AI applications span across multi-
ple stages of development, not only as an 
administration tools. With this in mind, 
the study further studied how AI is used 
in game development. The statement has 

Hadi Purnama1

Vania Hefira2

Introduction
Artificial Intelligence (AI) has become 

an important part of various industries. 
Its implementation can be seen on various 
aspects, such as in marketing (Octavany 
& Wicaksana, 2020) and in agriculture 
(Shabrina et al., 2023). However, the in-
tegration of AI becomes more prominent 
in the programming sector (Coello et al., 
2024).  Previous GitHub research men-
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raised questions on how AI can push the 
boundaries of what interactive media can 
achieve. Previous research has proven AI 
integration in the game developing pro-
cess in the game industry. For instance, 
AI has been incorporated in the asset and 
game mechanics (Filipović, 2023). Game 
mechanics focused on the fundamental 
of the gameplay experience. In this case, 
having AI as part of the game mechanic 
development process, significantly high-
lights its evolving capabilities in refining 
the dynamic adjustments. For example, 
through AI-driven behaviors, developers 
can create game mechanics where players 
can encounter unexpected interactions or 
emergent gameplay. Continuing, devel-
opers can also use AI to develop sandbox 
or simulation games with evolving world 
building in response to the player’s deci-
sion.

It is necessary to always consider the 
fundamental elements in game develop-
ment before incorporating AI to advance 
the development process. In this case, 
the fundamental elements in shaping a 
meaningful gameplay experience, consid-
ered player goals (purpose and direction), 
rules (boundaries and play structure) and 
conflict (challenges that player need to 
overcome). Additionally, the storytelling 
and narrative structure also enhanced the 
gameplay context (Schell, 2008). 

When talking about developing game 
mechanics, this study highlighted one 
of elements in game mechanics named 
first-person shooter. This type of game 
mechanic was intended to enhance im-
mersive aspects to the game (Kishor, 
2024). The first-person controller is a 
game feature that positions the camera 
at the player’s eye level. By doing this, the 
game is the one that simulates the player’s 
direct point of view. Given this context, 
the perspective enhanced the immersive 
experience. The player was able to get 
better spatial awareness and personal 
perspective to the gameplay (Fullerton, 

2024). That being said, there are many 
game developers onto this industry to 
achieve the immersive aspect.

To develop a first-person shooter 
game, one of the game development tool 
is called Unreal Engine 5. As the latest 
Epic Game’s industry-leading game en-
gine, it was first released in 2022 aiming 
for next-generation gaming, film produc-
tion, virtual reality to other types of re-
al-time applications. It is known for its 
capabilities to push boundaries in graph-
ic, workflow and scalability. Previous 
research has mentioned its key features 
such as Nanite (virtualized geometry) and 
Lumen (real-time global illumination) 
that supported visual clarity without com-
promising game performance. The Unreal 
Engine 5 itself supported the developers 
with enough physics system and anima-
tion controllers that empowered them to 
create responsive design in a multiplay-
er setting. In addition, it also supported 
debugging and quality assurance process 
through live coding and automated test-
ing (Kishor, 2024). 

Debugging and quality assurance are 
part of the critical stages in game develop-
ment that game developers cannot ignore. 
It aims to ensure the game smoothness 
and consistency. As games grow its com-
plexity, it is essential for game developers 
to spare time to undergo this stage. At the 
same time, it is known for its time-con-
suming aspect. The manual testing is 
repetitive and labor-intensive. But now-
adays AI has been incorporated in this 
stage as well. Using AI, game developers 
were able to accelerate the process to be 
smarter, faster and thorough. 

Aligned to this, there were also anoth-
er research that prove generative AI has 
huge impact on game design and devel-
opment processes, augmenting coders 
(programmer) from coding manually to 
assisted by AI, or even procedural content 
generation that help developers to create 

assets on the fly (Ratican & Hutson, 2024). 

These findings also enable players to 
create their own worlds and challenges 
thus making player without programming 
capabilities to code (Ratican & Hutson, 
2024). However, both study wanted to 
underline it is essential to remember that 
by nature, game development requires es-
sential programming logic as well. Thus, 
in preparing future game developers, ac-
ademics need to prepare students to have 
necessary workability skills (Fauziah & 
Vantissha, 2021) With this in mind, edu-
cators are further encouraged to consis-
tently integrate real-life applications with 
academic content (Hefira, 2024). 

This is aligned with earlier study that 
mentioned how teachers are encouraged 
to consistently integrate real-life appli-
cations with academic content (Hefira, 
2024). One of the courses offered by Uni-
versitas Multimedia Nusantara, is called 
Visual Programming. An elective course 
for undergraduate visual design commu-
nication students majoring in interaction 
design, that prepares design students to 
create interactive media with program-
ming skills. One of the class outcome is to 
develop a game. Formerly the Visual Pro-
gramming class curricula taught students 
using ”Bolt”, a visual scripting tool in Uni-
ty, to understand the basics of program-
ming. “Bolt” is a native node-based visual 
scripting tool used for Unity platform, to 
help game developers in creating logic and 
interactivity without writing the tradition-
al code. So instead of applying the script 
with C# language, students were taught 
to connect visual blocks (nodes) that rep-
resents logic operations, variables, events, 
and game functions. With this in mind, it 
can be said that using “Bolt”, encourages 
students to focus more on creative aspects 
(such as 2D/3D asset development) in an 
interactive design ecosystem. The visual 
scripting became a solution to answer the 
student’s struggle in understanding the 
C# programming logic. The course’s goal 

itself is not to have programming fluency 
but help design students to understand 
them, so that in they can collaborate with 
developers in the future (Martyastiadi, 
2022). To date, the class curricula contin-
ued to teach design students using ”Uni-
ty” as the game development platform. 
The use of AI on an academic level cannot 
be avoided. 

Previous research has proven how AI 
usage in courses has shown benefits to 
certain extent (Holmes et al., 2019). AI 
has helped teachers in developing teach-
ing material and assisting lectures in class 
(Sangheethaa & Korath, 2024). Aligned, 
previous survey also mentioned 56% of 
1000 undergraduate student admitted 
using AI in assignments (Grattia, 2023; 
Nam, 2023). This has proven AI can do 
simple tasks that are manually done (Brey 
& Dainow, 2023; Hauer, 2022). In the 
implementation, one of the most used AI 
platforms is ChatGPT (Annur, 2023), a 
Large Language Model that works from 
user input. Large Language Mode is an 
advanced type of AI that is developed to 
understand, generate and manipulate 
human language based on its vast data-
base. With that extensive capability, the 
AI model continuously update itself with 
learning language patterns, especially its 
structure (grammar, syntas, context, to 
tone). 

On the other hand, there have been 
several issues when the whole game de-
velopment process relies on AI (Sarkar et 
al., 2022). One of them is the dependency 
on AI (Huang, 2023) to create solutions 
from existing problems (Birkenkrahe, 
2024). For example, AI can be seen in 
programming class where students can 
simply copy AI-generated code without 
understanding the underlying logic. This 
type of AI falls into the category of Gener-
ative AI. In the process, user asks, in the 
form of a command, to the computer to 
create (generate) a solution. The process 
generates an image, program or idea to 
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answer the problem (Egon et al., 2023). 
This is because Generative AI models 
work based on their intended use. But not 
all of AI output is 100% accurate, which 
will pose a problem in the future (Birken-
krahe, 2024; Coello et al., 2024; Sarkar et 
al., 2022). That can be said, the comput-
er is the one that creates a solution to the 
problem, and AI still has some limitation 
on the programming side (Chen et al., 
2021). AI system still driven by massive 
collection of data that gathered without 
consent and this raises the privacy con-
cerns (Ratican & Hutson, 2024). 

Therefore, this research investigates 
the use of AI in the Visual Programming 
course, operating under the hypothesis 
that AI serves as a valuable aid but cannot 
fully replace human understanding of pro-
gramming logic.

Methodology
In this research process, the authors 

applied a mixed-method approach that 
included literature review, selective sam-
pling questionnaires, and in-depth inter-
views. The literature review was conducted 
to establish a fundamental understanding 
and to contextualized the AI usage in the 
game development industry as well as aca-
demic setting. The references of this study 
were studies on AI in programming, visual 
learning tools as well as its potential roles 
in an interactive media development. 

The primary data was collected from 
undergraduate students of Visual Com-
munication Design at Universitas Multi-
media Nusantara who had taken an inter-
est focus in Interaction Design, and were 
eligible to enroll in this elective course 
named “Visual Programming” which were 
typically accessible starting from the sec-
ond year onward. A selective sampling 
method was conducted, targeting 20% 
of the total population of 200 students 
across three semesters (Even Semester 

2023-2024, Odd Semester 2024-2025, 
and Even Semester 2024-2025). This re-
sulted in a sample size of 44 respondents 
across eight classes (n=44). The following 
table was questionnaire questions.

The questionnaires aimed to gather 
data on the students’ general usage and 
perceptions of AI in the interactive me-
dia development process, specifically in 
game design. Additionally, the study also 
conducted a quantitative finding through 
interviews (n=8) with selected students 
to further understand their experiences 
of using AI in developing their first-per-
son shooter (FPS) game using Unity plat-
form as part of their task in class. The in-
terview questions explored how students 
approached the AI-generated code, their 
problem-solving methods when facing 
broken scripts and whether they had addi-
tional resources or relied solemnly on AI.

Table 1. Questionnaire Questions
(Source: Personal Research Documentation)

Figure 1. Respondent’s Statement in Using AI in Class 
Project

(Source: Personal Documentation)
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Result

Based on the questionnaire results as 
can be seen in Fig. 1, it can be conclud-
ed that the use of AI is currently limited 
to story development and assisting in the 
programming process. The questionnaire 
shows that most students did use AI on 
their story or game assets creation. use 
AI on game idea creation (20.5%), story 
creation (4.5%), Visual assets creation 
(2.3%), soundtracks (4.5%), game pro-
gramming (45.5%), character ani-
mation (2.3%). Additionally, follow-up 
questions were conducted to assess the 
respondent’s understanding of AI’s func-
tions.

Figure2. Respondent’s Statement in Understanding 
AI Capability 

(Source: Personal research documentation)

Based on the follow-up responses, 
seen here in Fig.2, it can be concluded 
that all participants agree on the use of 
AI only to assist them in the creation of 
interactive media (such as programming 
and story design). However, only a few 
believe that AI can replace the role of 
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According to the statement that can 
be seen in Fig. 3, participants agree that 
AI can assist them in program develop-
ment, according this Likert scale student 
states that AI could help them create code 
(Strongly Disagree: 2.3%, Disagree, 13.6%, 
Agree 56.8%, Strongly Agree 27.3%), but 
the majority do not believe that AI can re-
place programmers from this statement: 
“AI can replace the role of program-
mers” (Strongly Disagree 31.8%, Dis-
agree 50%, Agree 18%.2). 

The results of this questionnaire could 
be followed up with brief interviews of re-
spondents who believe (or do not believe) 
that AI can replace programmers, as well 
as a comparative study with existing liter-
ature.  Because most of the students don’t 
agree that AI can replace programmer, au-
thors selected 3 students, that don’t agree 
(Group A) and 4 students that agree AI 
“mostly can” replace programmer (Group 
B). First, the authors ask about feedback 
for this course and how it feels to code 
with AI. Both respondents said they were 

real programmers and designers. Further-
more, the author observes the following 
intriguing statement.

Figure 3. Respondent’s Statement in Understanding AI 
Capability to Create Code and Replace Programmers 

(Source: Personal research documentation)

shocked at first, and didn’t know anything 
about code, and both of respondents al-
ready use AI to help them in class. The re-
sponse piqued the author’s interests and 
continue to follow up with the following 
question of: “did you validate the code?”. 
Because the respondents have the same 
response about using AI to help their team 
code. Then the authors received opposing 
answers; Group A use other resources 
such as Unity Forum & YouTube whilst 
the other group decided to leave the pro-
gramming side to ChatGPT. The authors 
asked one final question “Did your code 
works? And how it went?”. Group A re-
sponded with “At first our generated code 
didn’t work but we sought help on forum 
and watched some tutorials online, after 
implementing some changes from tutori-
als and asking our lecturer it did work”. 
Group B responds with; “sometimes 
the code just works, but when the code 
straight up didn’t work, we were just stuck 
in a place, so we tried to run the prompt 
again and again, until our friends came up 
with a solution”.  

After both qualitative and quantitative 
data gathered, the authors found out that 
some groups still depend on AI to a cer-
tain extent.  The authors used AI with the 
aim of seeing how to code using AI to pro-
vide instructions for beginners to create a 
first-person controller in Unity. At first, 
the authors found that AI helps when the 
user already has basic Unity and code 
skills. The authors then generate the code 
by prompting the AI “I need the code for 
first person controller in unity” (Fig. 4).  
AI replies with detailed instructions but 
didn’t explain any of the functions of the 
code, this will cause problems later on.

Instructions for creating a first-person 
controller in Unity and producing detailed 
steps. Based on the author’s interviews, it 
was found that although AI provides de-
tailed steps, when the author practiced 
these steps using the script, some steps 
were easy to follow, and the first problem 

AI did explain everything about that 
line, but still didn’t mention how to ex-
tend the code and implement another fea-
ture to this generated code. The authors 
try to add another typically asked feature 
in game mechanics in to AI by asking it to 
implement features like “Double Jump”, 
“Inventory System” to store items and the 
“Shooting” parts from FPS genre with this 
prompt “can I implement double jump to 
this code?” (Fig. 6). Then AI reply the fol-
lowing message.

Figure 4. Prompting AI to Create Code of First Person 
Controller for Unity 

(Source: Personal research documentation)

arose, this code couldn’t be further devel-
oped because user cannot understand the 
code written by AI. This problem can be 
tackled after asking for an explanation 
for a specific line of code by prompting 
“can you explain the code? I need to un-
derstand the logic behind this scripts” , as 
seen in Fig. 5.

Figure 5. Prompting AI to Explain the Code Created 
(Source: Personal research documentation)

Figure 6. Prompting AI to Create Code of “Double 
Jump” Action for Unity 

(Source: Personal research documentation)

When the authors decided adding 
double jump was a good decision, then 
the authors continue to add another me-
chanic to this code, like shooting and in-
ventory which should be good to facilitate 
a simple game. After adding 2 features, 
the authors prompted once more and got 
another reply, as can be seen here in Fig 
.7.
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The AI explains that the authors can 
add those features but must do so by try-
ing to add new script and not to mix every-
thing. Afterwards, the AI gave a response 
to separate “Shooting” and “Inventory” 
scripts from the “First Person Controller” 
scripts.

Figure 7. Prompting AI to Create Additional Mechanic 
Code for Unity

(Source: Personal research documentation) 

Figure 8. AI Created New Coding Script for “Shooting 
Gun” Action for Unity 

(Source: Personal research documentation) 

This is when the authors encounter a 
second problem where the AI gave two 
completely different script in single file as 
shown in Fig 8. Due to the fact that the 
authors had some experience in Unity 
and C#, the authors found this could be a 
problem in the future. At first, this small 
warning can be ignored because there are 
no errors in this specific code, but turns 
out the AI did not include expandability 
and modularity in the code section. Even 
so, the AI did clarify that this script has to 
be separated from first scripts as shown 
here on Fig. 9.

Discussion
The findings of this study offer a mul-

tidimensional perspective of how AI is 
currently used in the context of visual pro-
gramming education for design student, 
specifically in undergraduate Visual Com-
munication Design students who took 
Interaction Design at Universitas Multi-
media Nusantara. Based on the question-
naire distributed as well as the follow-up 
in-depth interviews, it can be seen that AI 
has been predominantly used to assist in 
their early stages of interactive media de-
velopment, specifically in game design de-
velopment as part of their task at class. On 
the other hand, the study also found that 
there was a variation of perceptions on the 
AI’s capabilities. 

The Mult perspectives can be seen 
while all research respondents accepted 
AI as a tool to support their game devel-
opment, there was also a few who believed 
it can replace human game developers 
and designers. This finding is aligned with 
prior research (Chen et al., 2021; Sarkar 
et al., 2022) where it has previously high-
lighted that while AI can definitely auto-
mate tasks, it is also lacking in the contex-
tual awareness and adaptability that only 
human possessed, possibly human cogni-
tion. Historically, humans have utilized 
machines in daily life, with significant ad-
vancements beginning during the Indus-
trial Revolution. Human roles and contri-
butions are more expansive compared to 
AI, which is limited by the data it possess-
es (Birkenkrahe, 2024; Coello et al., 2024; 
Sarkar et al., 2022). Our research affirmed 
this distinction, where although all re-
spondents in this study used AI at various 
stages of the game development, none be-
lieved AI could fully replace human exper-
tise. It can be said that, rather, AI was seen 
as a supportive tool that made the process 
more efficient, specifically code genera-
tion and task execution.

The study also wanted to underline 

AI has its own reasoning to keep both 
scripts separate (Fig 9), and claimed “well 
managed” code is separated. There might 
be more to explore in relation to how AI 
define or reasoning when to separate or 
when to combine two scripts in a fur-
ther research. After a couple of attempt, 
the authors finally manage to achieve the 
first-person controller with AI, with re-
sults that met the author’s expectation. 
This entire process of prompting, trial 
and error as well as debugging, the au-
thors realized that there are still a lot of AI 
base code tweaking that must be done, in 
order to meet the author’s needs. Because 
there’s previous research that discusses 
programming from a visual perspective, 
that focuses on understanding the logic 
behind the programming for interactive 
media (Martyastiadi, 2022), that proves 
AI cannot replace the skill of programmer 
entirely.

the triangulation of both quantitative and 
qualitative data that further supported 
this view on AI that cannot fully replace 
human. It can be said that Group A (stu-
dents who believed AI cannot replace de-
velopers) validated the AI-generated code 
through YouTube tutorials, Unity forums 
as well as lecture assistance or consulta-
tion. On the other hand, the other group 
or Group B relied more heavily on AI as-
sistance but struggled more when they 
faced with broken or incomplete AI-gen-
erated code. This difference underlined 
a critical aspect where AI as a learning 
assistant in programming, still need hu-
man intervention in terms of debugging, 
adapting as well as testing, which further 
emphasis what Chen et al. (2021) had 
stated previously.

From a pedagogical or academic teach-
ing view, it can be said that this human 
intervention on AI as a learning assistant 
is aligned with previous statement where 
the class taught students with Unity and 
previously “Bolt”. Previously, “Bolt” has 
supported design students to construct 
logic through node-based systems, which 
has proven to eased their cognitive load 
of learning C# programming language 
but still actively introduced to computa-
tional thinking. The upgraded curricula to 
include AI-assisted learning can be seen 
as an iterative process to continuously up-
date the knowledge. This view is aligned 
with previous statements where AI-assist-
ed learning promoted a broader educa-
tional trend on how AI can support educa-
tors in delivering materials and enhance 
student’s productivity (Grattia, 2023; He-
fira et al., 2022; Nam, 2023; Sangheethaa 
& Korath, 2024). However, as previously 
mentioned by Huang (2023) and Egon et 
al. (2023), this study wanted to under-
line that there were also valid concerns 
regarding this over reliance on the Gen-
erative AI, specifically on ChatGPT. This 
study wanted to also remind that students 
risk their surface-level of understanding 
of programming language, when they 

Figure 9. AI Created Coding Script Excluded Expand-
ability and Modularity for Unity 

(Source: Personal research documentation)
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used AI to skip their critical problem-solv-
ing and logic-building skills. It can be said 
that, AI must be framed as a co-pilot, not a 
substitute to their learning journey. 

The integration of AI in visual pro-
gramming course offered significant 
promise, particularly in supporting acces-
sibility and efficiency among design stu-
dents. However, its effectiveness can only 
be used effectively when there is funda-
mental human cognitive level of creativ-
ity and logic reasoning. Drawing on the 
historical pattern of human and comput-
er interaction, it is evident that AI is best 
positioned as an assistant or extension of 
human capability, not a total replacement.

Conclusion
This concludes the author’s hypothesis 

that AI can only be used as an assistant in 
developing code. Humans possess authen-
tic intelligence necessary for open-minded 
thinking in situations with various prob-
abilities, such as work environments that 
require high levels of strategy and creativ-
ity (Cremer & Kasparov, 2021). 

This research found that for now, AI 
still cannot replace real human touches, 
but AI can help for basic tasks such as 
generating base code or auto correct. Our 
survey data, reflecting the widespread use 
of AI tools by students, aligns with broad-
er trends of AI integration in education 
(Holmes et al., 2019). This widespread 
use underscores the importance of edu-
cators strategically incorporating AI into 
curricula to enhance, rather than sup-
plant, human learning and skill develop-
ment. Further research should explore the 
long-term effects of AI on student learning 
habits, examine the potential for over-re-
liance on technology, and investigate the 
ethical implications for designers and pro-
grammers working with AI.
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