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Everythin! ever made by human beings first requires Design, and in our world

today of commercial business, this in fact requires Management. Discovering,

defining, measuring, and communicating this fascinating accomplishment is

precisely the mission of the Design Management Institute.

Founded in 1975, DM is the world’s leading
professional organization dedicated to design
management. Everything designed, be it a product,
identity, interface, environment, or communica-
tion, has to be managed. Integrating the creative
side (intuitive, visual thinking, designing) with the
analytical side (deductive, measurable, business
management) is not easy. Design management is
the art and science of empowering design to en-
hance collaboration and synergy between “design”
and "business”to improve design effectiveness.

Today, DMl is an international authority on design
management with members in 49 countries. The
Institute conducts research, publishes a quarterly
magazine, produces teaching cases with the
Harvard Business School, provides career advance-
ment workshops, and produces professional and
academic conferences.

DMl Vision:

To improve organizations worldwide through the
effective integration and management of design
and design principles for economic, social and
environmental benefit.

DMI Mission:
To be the international authority, resource and
advocate on design management.

DMI Objectives:

« Sponsor, conduct and promote research.

« Collect, organize and make accessible a
design management body of knowledge.

+ Educate and foster interaction among
design managers, organizational
executives and managers, educators, and
public policy makers.

« Bea public advocate for the economic
and cultural (societal) importance of
design.

+ Assist design managers to become lead-
ers in their profession.

Audience:

DM serves those responsible for, interested
in, and learning about the management of
design, including CEOs, business and design
executives and managers, designers, creative
directors, marketing directors, brand manag-
ers, educators, and students.

Focus of Content:

DMI's research, conferences, seminars, we-
binars, and publishing focus on managing
design for business success. Topics include
design, innovation, design strategy, brand
design, design measurements, corporate
creativity, and design as management and as
leadership.

2012 Programs:

« 20 seminar sessions covering 11 design
management topics.

« Four conferences in Helsinki, Portland, OR,
Boston, and New York City.
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FOREWORD

The 18" academic conference hosted by the Design Management Institute (DMI) of Boston, Mass., attracted a greater number of
papers than any previous conference. The event was intended to highlight the importance of the contribution of design to
organisational effectiveness and success, particularly in the ways that it can improve the new product development process,
contribute to better strategic thinking and decision-making, and be an important element in the leader’s toolkit. The conference was
a means for researchers and thinkers to celebrate the importance of design and to work towards becoming a credible and full
participant in the work of organisations.

We were proud and deeply honoured to have Professor Roger Martin, Dean of the Rotman School of Business at the University of
Toronto, as our keynote speaker. He has been an inspirational thinker and one of the foremost and most passionate advocates of
the methodologies and thinking of design as important and under-utilised organisational resources.

Our goal was to create an inclusive conversation among academics from a variety of disciplines, including business (organizational
behavior, strategy, marketing, and operations) and design management (design strategy, product design, brand identity,
communications, interactive design, user experience, architecture, and environmental design). We aimed to advance the state of the
art in design management research, theory, and practice, and produce a significant contribution to this exciting and fast-developing
field.
Businesses are changing; manufacturers are becoming service providers and services are focusing increasingly on experiences.
Organizations, in both the profit and the social sector, are seeking competitive advantage through innovation in their offerings,
structure, processes, and business models. We believe that this was an appropriate time to convene a gathering of academics to
take a critical look at how to bring a scholarly lens to the ways that design may help to both shape and implement innovation in
these emerging developments.
The theme of the conference, “Leading Innovation through Design,” clearly attracted management theorists as well as well as design
theorists, as it was intended to do. The conference organisers, in locating it close both physically and in terms of time alongside the
management community’s main academic conference — the AOM — hoped to attract ‘mainstream’ management researchers to
contribute to the design management research conversation. The organisers believe that design management research has been
undeservedly neglected by management theorists. The result was a large number of submissions of top quality, interesting, and
rigorous papers. A total of 195 submissions were received from 36 countries and 133 universities and research institutes. These
submissions were blind reviewed. Approximately 45% were accepted for presentation of full papers at the conference, and are
published in these proceedings.

The conference was organised around these seven themes, and both full paper presentations and poster sessions
were organised into these tracks:

¢ Innovations in Design Research Methodologies, Management Processes
Bridging Research and Practice in the Management of Design
Design-Led Innovation in Business Models

Developing Design Thinking Skills

Design-Led Innovation in Products and Services

Design-Led Innovation in Organizations and the Workplace

Innovations in Design Management Education

We would like to thank a number of people and organisations who have been helpful in organising the conference and preparing this
set of proceedings. These include John Tobin, VP, Business Operations, from Design Management Institute who provided
exceptional support in his role as Conference Secretary. We would like to thank Esther Dudley from Plymouth University, who
encourage her students to produce artwork proposals for the conference identity, Sarah Essex whose design proposals were
adopted, and every member of the International Scientific Review Committee who provided their time and expertise during the
review process.

This was a truly international team effort by conference committee whose members were dispersed across the world.

Conference Co-Chairs
Erik Bohemia

Jeanne Liedtka

Alison Rieple
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PAPER SUMMARIES: INNOVATIONS IN DESIGN RESEARCH
METHODOLOGIES, MANAGEMENT PROCESSES, AND OUTCOMES

Hwang and Baek discuss the development of a mapping tool for analysing customers’ emotional
responses towards a retail environment. The tool is derived from emotional design theory and
tested it in a large UK supermarket. In a retail environment, design elements should represent the
brand vision that the company wants to communicate to its customers. Understanding how design
elements influence customers’ emotions is vital. However, such information is difficult to gather and
analyse, since it requires decoding layers of emotional responses from customers The findings
suggest that the tool helps designers to understand the emotional feelings customers experience in
such a retail environment.

Chung presents a design process that aims to maximize user values, which extends from ‘material
and physical values’ to ‘immaterial and soft values’ related to emotional and psychological values.
User values can be divided into 3 groups: functional values, emotional/affective values, and
psychological values

Xi propose a multidisciplinary evaluation method for demountable buildings that addresses the
issues of environment, social responsibility and economic effects. The hypothesis is that the
existing evaluation methods from related areas can be adapted and applied to small-scale public
demountable buildings. A specific evaluation method that applies to public demountable buildings
can then potentially be adapted to other types and scales in future research.

Mueller and Thoring analyze two different strategies that create innovative design or business
concepts based on a user-centered approach: design thinking and lean startup. They compare
process models for lean startup and design thinking and highlights the differences and similarities,
based on a structured literature review. As a result specific modifications of both strategies are
suggested.

Sundar and Kardes explore the role that pooled attractiveness of a design can play on preference
when products are presented with standard or advanced features. Three experiments demonstrate
that product design and descriptions contribute to consumer preferences. Consumers use design
cues to estimate the product’s perceived quality, which further influences preferences. Consumers
use the presented information on features to make inferences. We see that when consumers are
asked to conform, they prefer less attractive products paired with standard features or more
attractive products paired with advance features.

Follett and Marra propose a model for improving knowledge exchange in order to meet the
complex demands of industrial R & D in Scotland. As the UK government and public policy bodies
seek routes back to economic growth, the domestic higher education sector has been identified as
a source for innovation. The Scottish economy’s particular weaknesses in industrial R&D mean
that resultant knowledge exchange is critical..

Ma suggests that he popularity of social networks and Internet forums has provided consumers
with a new way to submit complaints, which prompts companies and designers to think about what
is really good quality. The paper starts with a review of perceived quality and then takes as a case
study male users’ brand perceived quality in the home cleaning industry of China.

Bowie says that despite design and branding having taken on a new importance in business in
recent years, logo design has been studied less often. His paper addresses the topic using a
quantitative approach to call into question the traditional belief that logos serve only to differentiate.
It is asserted that another critical function of logos is to provide legitimacy by conforming to design
norms within industries. Similarity of logos within industries is examined using analysis of
trademark registration data from the United States Patent and Trademark Office. Logos of Apple
Computer and Lucent Technologies are discussed as examples of ineffective and effective
innovative, or “deviant,” logos. Further analysis of USPTO data addresses the question of whether
innovation or conformity is a better strategy in adopting a logo design.
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Alkaya, Sleeswijk Visser and De Lille suggest that gathering and analyzing user data can be a
strong driver for innovation in companies. Their paper presents a tool, based on theory of empathy
in design, developed for the NPD team of a large company in the retail sector to collect and
combine diverse user data and use this for inspiration for new product ideas given that user data is
not always shared across departments and/or is not presented in a way that is useful for NPD
teams.

Del Giorgio Solfa reports on an exploratory study of the importance, scope and dimensions of the
benchmarking of product design for Buenos Aires commission for micro, small and medium
producers. The study evaluates the policies and actions to support micro, small and medium
industries and how benchmarking design can contribute-in a system of institutional support for
design.

Lam, Wang and Shams demand for smart home concepts targeting older adults have grown in
response to the ageing population. However, developers have been struggling to turn concepts into
reality due to the lack of understanding of older adults. This paper develops a user-oriented design
research tool as a mean to sensitize developers to older adults’ needs and create user empathy.
The new tool combined the richness of Cultural Probes with a rigorous coding process.

Tore Yargin and Erbug suggest that user research has benefits for the design process including
its contribution to innovation. It is important that the delivery should be done effectively This paper
aims to discuss the requirements for user research delivery that aids in innovative design
processes on the basis of an information system that is designed for communicating the findings of
user research in automotive design.

Leigh, Huber and Tremblay suggest that the creative expertise needed to compete in the global
economy may be a scarce commodity. Problem solving is a cluster of factual knowledge, skills,
experiences, attitudes, and value judgements, has been used to determine expertise and as an
attribute of the design process, offers opportunity to examine early development of creative
expertise. This study examines design students’ problem solving processes, using findings to
generate the Creativity Rating Scale (CRS), a tool for assessing creative potential.

King, Parmar and Liedtka discuss the various components of the design thinking process and the
“designer’'s mind.” They suggest that research on the innovation process suggests that the
mindset through which an individual frames a problem plays an important role in determining the
kind of choices he or she makes. In this paper, they look across the fields of managerial cognition
and psychology to examine various approaches to describing and measuring mind-set,
hypothesize how these contribute to or inhibit design thinking practices, and report on a small initial
trial of several instruments. They conclude with outline methodological challenges and
opportunities that confront researchers in this area of design.



PAPER SUMMARIES: BRIDGING RESEARCH AND PRACTICE IN THE
MANAGEMENT OF DESIGN

Whicher, Cawood, and Walters say that according to a European Commission public
consultation, the greatest barrier to the better use of design in Europe is the lack of understanding
among policy-makers; academics have provided evidence of the impact of design on economic
performance; yet design, unlike innovation, is not well integrated into policy. Their paper develops
a framework to benchmark policies for design in Denmark, Estonia, Finland and the UK and
compare what data should be collected against data that is currently available. Their research
seeks to further develop the emergent field of research in design policy and provide practical policy
insight.

Van den Broek’s theoretical paper aims to discover the characteristics of design firms that
influence their strategy development. By relating the literature of strategy to the creative industries
and the design sector in particular, a conceptual model of strategy development that incorporates
the idiosyncrasies of the design sector is constructed. These idiosyncrasies include: the size of the
firm, creativity as main source of value creation, the orientation of the owner-manager and
dependency on strategic networks. These characteristics command a distinctive strategy
development model that is not directly transferable from the mainstream strategy theories.

Thomas and Marsden discuss the role of organizational symbols. These are a reflection of
organizational strategy, and therefore are designed with the intention of communicating some
aspect of a given corporation. However, although it has previously been noted that symmetry is
prevalent in abstract corporate symbols—particularly in the financial sector—there has been little
systematic investigation into the communicative potential of symmetries within the context of
organizational symbols. This paper presents the findings of a survey of the top 100 financial brands
and discusses the frequency of symmetry within these symbols. A subsequent exploration of the
association between brand values and the perception of symmetry within these brand marks is
discussed along with recommendations for further study.

Marsden and Thomas suggest that while the academic discussion on corporate brand identity has
increased over the past 20 years, relatively little attention has been directed towards the theoretical
development of corporate logos. Following a brief survey of literature, a conceptual framework for
capturing the various visual expressions is proposed. Following an explication of the constructs,
the application of the framework—through secondary research and archival data—is described and
its effectiveness is reviewed.

Matteoni and Almeida provide a historical overview of design culture, the concepts of
communication, and the concept of "author function" to discuss the places of authorship in the
design process. They focus on the symbolic meaning which all designed products have and which
may change depending on the social niches that they are communicated to.

Leigh, Huber and Tremblay say that creativity remains an elusive, intangible contributor to
organizational performance. Yet few empirical studies have investigated this, or have differentiated
creative versus non-creative domains. The authors also suggest that organizations have yet to
establish management frameworks for maximizing their creative capital. Their study surveyed staff
from the five top ranked U.S. architectural practices (N = 90). The findings identify potential
differences between creative versus non-creative domains, factors impacting creativity in the
workplace, and the relationship between organizational creativity and annual revenues. Based on
these findings, the authors developed a Firm Creativity Profile (FCP) that summarises the creativity
factors that may help to improve organizational performance.

Hesselmann, Walters, and Kootstra present a critical investigation of the Design Management
Staircase model used to assess current design management practices and capabilities of
European businesses. The model is applied to four different datasets for each year from 2008-
2011. It explores the development of the trends in the Staircase model scores. Further analyses
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are conducted examining differences in Staircase scores of businesses that recognize design and
design management as an important tool for innovation.

Hertenstein, Platt and Veryzer argue that definitions of what “good design” is are not readily
found. They suggest that “good design” is necessarily amorphous since it may be relative to a
particular context, as well as constraints imposed by markets, consumer tastes, technology, and
design and business objectives. This article explores the question “What is ‘Good Design’?” by
relating the findings from a research study conducted with industrial design managers. This study
yielded insights into the nature and possible ‘structure’ of “good design.” In addition to providing a
way to be more explicit and precise about “good design,” this research provides a foundation for
further work in areas such as: scale development, product branding, and other practical tools and
insights for design management and research.

Mars and Minvielle claim that little attention has been paid to the contribution of design to the
development of a pertinent brand experience. Their paper examines the potentially cohesive role of
design in creating a distinctive brand experience, and is an attempt to reveal the managerial
conditions that could enhance collaboration between designers and brand managers. Their
exploratory approach relies on in-depth interviews of 45 design managers, conducted in a French
context. The results underline, for the firms being studied, 1) a greater understanding of the crucial
role of design for both innovation and the creation of the brand concept, 2) a lessened awareness
of its benefits for the tactical & operational management of the brand experience, and 3) various
practices of Brand Design Management among different industries.

Calabretta, Gemser, Wijnbreg, and Hekkert suggest that limited consideration has been given to
the strategic role of design consultancies in the innovation processes of their clients. One
explanation is the difficulty in assessing the quality of design consultancies’ output, given the
intangibility of the output itself and the difficulty of connecting a knowledge-intensive output to
clients’ performance indicators. In this paper the authors examine design consultancies’ impact on
their clients’ strategic decision-making. Design consultancies can influence strategic decisions in
three ways — through rationality, intuition, and political behaviour. By examining the Dutch design
consultancy industry, the authors find evidence of design consultancies’ ability to affect their
clients’ strategic decision-making. Early involvement in problem definition, and long term
relationships with clients, strengthen design consultancies’ influence.

Heskett and Liu focus on design in China, which is frequently criticized for being underdeveloped
and lacking connection with industries, yet more and more Chinese brands are becoming known
worldwide. Many of them utilize design as an important tool to obtain business success and build
brands. However, their modes of practice have seldom been studied. In this study, six criteria for
evaluating design management practice in Chinese enterprises are identified through use of a
large-scale questionnaire. Based on in-depth interviews and case studies, six models of managing
design are identified, which not only implies steps for establishing and developing design capacity
in Chinese enterprises, but also represents an approach to design-led innovation.



PAPER SUMMARIES: DESIGN-LED INNOVATION IN BUSINESS MODELS

Ceccato and Ribas Gomez’ study brings together design management and branding with
neuroscience theory. Their paper describes how the consumer’s brain responds to the visual
perception of a brand’s graphic signature. Design management plays a central role in branding,
communicating the brand’s deepest values through elements perceived by the human senses,
such as the graphic signature. Understanding the responses generated by the visual perception of
such elements is important. The authors describe the emotional and rational brains, to differentiate
the reactive and analytical cerebral responses that originate from a consumer’s visual perception of
a brand’s graphic signature. These can trigger an automatic preconscious response that, if
positive, can assume the form of preference, and result in an impulsive buying decision.

Buur and Gudiksen suggest that, rather than proposing ‘design thinking’ as an abstract approach,
design materials as used routinely in the design profession, when introduced in a business context
can engage a cross-disciplinary circle of stakeholders and challenge them to reconsider their
business assumptions. The authors show how ‘tangible business models’ — for example in the form
of pinball-like contraptions — encourage participants to play with hypotheses and experiment with
scenarios as a way of innovating business models. In a sense this is ‘design thinking’ with hands
and body.

Bucolo and Wrigley argue that although prototyping is an established and accepted practice with
a valuable role during the design process, the concept of a business model prototype, however, is
not well understood by either the design or the business communities. This paper is conceptual
and presents a process for creating and enabling business model prototypes. Specifically, the
focus is on building emotional connections across the value chain to enable internal growth within
firms. To do this, the authors’ have relied on personal observations and critical reflection from
multiple industry engagements. The outcomes of this critical reflective practice are presented and
the opportunities and challenges for this approach are discussed.

Bason. Focusing on a public sector context, this paper explores whether there are particular
patterns in the changes that flow from design-led approaches to innovation. The author questions
whether, as public managers utilise design processes in their quest to re-think policies, services
and organizations, new business models for public service provision arise. The paper shows how
design processes can lead to more co-productive business models for public services, which build
systematically on the skills, motivation and resources of end-users and other key stakeholders. It is
argued that design-led innovation may help public sector organizations achieve better outcomes at
less cost, but that it will require significant changes to the inner workings of government.

Simonse, Vis, Griffioen, Nino, Ruiz, Crossley, Urrego and Soto Camacho explore the concept
of business model design, and conclude that the modeling aspect is often missing from this
process. The authors undertook five experiments in eHealth business model design and built upon
their capabilities to create new business models in a designerly way. They suggest that if the
question of eHealth is framed in a social context of actors and transactions, new opportunities for
designing a business model emerge. With these five cases, they open up the ‘black box’ of the
design process and look at what is actually designed.

Kang, Chung, and Nam believe that it is time to investigate whether design thinking, despite its
popularity, is reflected in business schools’ practice. The authors examined the curricula from top
ranked EMBA programmes from three Regions, in addition to a further four EMBA programs and
three examples of non-degree executive education which actively integrate design as a subject.
Three models of design integration in executive education are identified.

Gudiksen claims that companies can no longer rely only on analytical tool such as planning, but
need to move to the more creative act of modelling. This provides a gateway for design thinking
and making. Through two participatory design workshops and four business cases this paper
investigates how different design processes, activities and learning styles can improve dialogues
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on business model development and get participants to work with ‘future state’ alternatives. It
presents some principles in relation to design processes and through video analysis shows how
different design activities support reframing and broadening of the initial problem statement.

Gilbert, Smith, Sutherland, and Williams’ paper presents a case study of a design led approach
in driving product/service innovation in a conservative professional services company. Through
design thinking, Deloitte Digital has re-orientated its business model from a ‘straight to solution’
approach to one that focuses on delivering an ‘And Different’ customer experience. Whilst still in its
early days, it is clear design thinking has become an effective means in democratizing innovation,
and is a key catalyst in linking strategy to action.

Fain, Kovacevic, and Fairbairn’s paper reports on a joint industry-academia project, aiming at
integrating functions involved in new product development (NPD) for a faster and more effective
commercialization of innovation. The project is currently in the testing stage, so the authors are
reporting on the analysis and model proposal stages of it. The major purpose of this paper is to
emphasise how theory can be translated into practice and what challenges arise from such
processes.

Di Lucchio suggests that there is a need to redefine the relationship between the different
stakeholders in the supply-chain from producers, to designers, to consumers. Because of
globalization, there is an increasing gap between those able to access to the global system and
those who remain marginal. The author asks if it is possible to imagine a different geography, and
could design have a role in this? The project reported in this paper is an experimental study (that
is, action research) which investigates, analyses and tests a different model of relationship
between the players of the design-production-consumption process.

Cruz Megchun claims that there is scant empirical research on management of design in
developing countries. This paper focuses on the use of design management within small Mexican
TBEs in new technological industries. It used intervention experiments in three longitudinal case
studies to analyze the management of design during the development of technological innovations.
Findings suggest that design management can assist entrepreneurs to become aware about their
condition; to make-decisions in risky and uncertain environments; to deploy tangible and intangible
resources; to trigger innovative thinking and transform knowledge; and to assimilate information
and manage cycles of innovation.

Cautela, Pisano, Pironti, and Rieple in their paper suggest that 3-D printing technology is a form
of disruptive innovation that is transforming the design and prototyping service sectors. The key
feature of this technology, that it allows firms to produce small quantities of customized goods at
relatively low costs, is affecting incumbent companies making it possible for “business to
consumer” production to replace the existing “business to business” manufacturing business
models. B2C activities can be undertaken by new small firms with few technological capabilities.
The technology is also accelerating the creation of new design ventures that can leverage crowd-
sourcing and external creative sources to create different product typologies. A number of
qualitative case studies describing the business model “building-blocks” of these companies are
described in this paper. The paper presents a number of propositions concerning the business
models of prototyping companies and design new ventures.



PAPER SUMMARIES: DEVELOPING DESIGN THINKING SKILLS

Cruickshank, Whitham, and Morris’s paper describes their research involving over 200
companies, ranging from micro businesses up to large multinationals, such as the BBC, Arup, and
IBM, and its application to the design of knowledge exchange (KE). They conceptualize KE
process design as a form of interaction design and go on to propose a new ‘second order’
approach to KE design, enabling others to design their own KE approaches based on a framework
of tools and methods. This is explored through the idea of a KE design toolkit that provides
resources and support for designing KE processes and that requires users of the toolkit to engage
with the KE problems they are trying to solve. This has implications for company innovation and the
role of design and design thinking in innovation processes, particularly in the areas of open design
and innovation.

Lee suggests that design and design thinking are part of a third culture separate from those of the
sciences and humanities. This paper repositions design thinking within key philosophical and
educational paradigms, and illustrates how design thinking as a method, process and approach
can be taught. This is achieved through a focus on project based learning, innovation, a redefinition
of technology and the integration of participatory action research objectives and participant
observation methodologies.

Zupan and Svetina Nabergoj discuss the merits of the design thinking methodology as a new
method of teaching entrepreneurship. As recent studies indicate that teaching entrepreneurship is
often ineffective, discussions about new methods have emerged, such as design thinking, a
problem-based methodology. They discuss the implementation of design thinking in an
undergraduate entrepreneurship class at the University of Ljubljana, using a series of exercises as
a means of developing skills and mindsets.

Wright, Wrigley, and Bucolo’s paper presents an emerging research agenda that applies design
led innovation approaches from the business sector to the secondary education curriculum. A
review of design education literature is undertaken and a regional secondary school design
immersion program outlined as the site for a future case study using action research methodology.

Stevens’ paper reports on an ongoing investigation into one aspect of the design thinking
phenomenon, namely the use of designed artifacts — sketches, renderings, graphics, models and
prototypes — as symbolic objects in strategy making and implementation. It examines the
conceptual overlap between design and the strategic cognition perspective, which considers
cognitive processes and structures involved in strategic decision making, particularly the
phenomenon of sensemaking. It is primarily a theoretical exploration, but draws on two short
testimonies from designers. The specific conceptual connection between design practice and
strategic cognition theory is potentially valuable to business leaders and managers involved with
innovation, design management and strategic decisions. Preliminary findings suggest sensemaking
activities by designers generate innovative future concepts with far-reaching strategic implications;
designed artifacts aid sensemaking and sensegiving by management in exploring new business
opportunities and directions.

Schneider and Moser seek to unravel what they say is the design thinking myth. Although the
hype purposefully built around design thinking has been beneficial in bringing about the shift from
design as a tactical towards a strategic catalyst of innovation, the authors argue that design
thinking needs repositioning away from thinking of it as a simple creative toolbox. Through the
analysis of a two-week design thinking workshop with 15 cross-disciplinary participants - design
novices with no previous experience in applying design thinking - the authors reveal the three-
layered impact of an action-based teaching format to generate understanding, ownership and
incubation of the design thinking ethos. In conclusion, this paper postulates a concrete role,
practice, applicability and teachability of the next generation of design thinking, based on action,
indirect knowledge diffusion and context-dependency.
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Thoring and Mueller argue that role-playing is a means of concept representation that is often
used in design thinking or service design, but relatively unknown in general management or
business innovation. Originated in theatre, this technique can be used to prototype complex socio-
technical systems, in order to evoke certain experiences in users, designers, or developers, as well
as to gather feedback about a certain concept for iteration purposes. Their paper presents a
structured literature review about the use of role-plays in different fields, which results in a detailed
framework of different types and characteristics of role-plays.

Lascar and Barrera suggest that in Latin American countries where there is little industry, but
which focus instead on cultural production; it is hard to generate innovation that will lead to market
competitiveness. Given the emotional and cultural weight of these products, the authors argue that
a redefinition of design practice needs to take place that incorporates the importance of cultural
values and the transcendence they may have for users. This article proposes rethinking the design
foundations by which cultural products are built, redirecting it to the notion of “going-back to the
origins” in an attempt to revitalize traditions, interiorize cultural values and understand the cultural
nature to rescue what might be distorted or lost.

Jervis argues that the terms design, design , and digital design literacy are increasingly associated
with non-design disciplines as technologically enabled globalised collaboration dissolves
boundaries. This paper presents a literature survey of contemporary design theories leading to the
definition of an international design thinking index. The index is proposed as a connecting and
inclusive language of design to aid global collaboration as the information age transitions toward a
creative molecular economy.

De Lille, Roscam Abbing, and Kleinsmann argue that design is not just for products, logos or
websites. Instead companies are embracing design as a way of enabling their organizations to
adapt to changes in society. One of the challenges organizations face is how to create value for
their customers by delivering experiences. For example, product-service systems need to be
designed, using a ‘designerly’ approach. The authors ask what is the role of design consultants in
embedding this designerly approach in organizations, and what role does design thinking play in
this? This article is built upon a series of interviews with different consultants, to arrive at
suggestions for professionals that wish to shift from a traditional product-centered approach
towards delivering product-service systems.



PAPER SUMMARIES: DESIGN-LED INNOVATION IN PRODUCTS AND
SERVICES

Sun and Almeida explore how ‘design’ is related to 'experience’ in event industries. They argue
that there is little research demonstrating the value of experience design within events. There is
also a lack of information on current practice within the event industry. In their study, five event
agencies in Portugal were sampled with in-depth interviews used to collect data. This study
concludes that design is undervalued and unexplored and the concept of experience as an offer or
even as a design discipline is almost completely disregarded from agency discourses. Based on
their findings, the authors have developed a conceptual framework on the event experience cycle
which proposes a new way of exploring the connection between the experience cycle and design
process.

Sharma examines the efficacy of design as a tool for empowerment, especially to achieve
millennium goals that will benefit the poorer sections of society. His paper identifies the critical
components of design thinking and how it can be applied to emerging economies. The paper
makes a case for using Design Thinking as a tool for empowerment of the poor, who currently do
not fall into a market segment, a user group or a “WVOC” data set. The paper demonstrates how
design thinking incorporates invention with emotion, innovation with empathy and consumption with
passion for environment as well respect for all the stakeholders.

Noppeney, Endrissat and Lzicar examine an innovative and design-based product development
process in artistic perfumery reporting on a design agency that has developed an alternative,
design-based, approach to developing perfumes. What turns out to be driving this process is a
strong sense for aesthetic consistency, a passion for authenticity, and an unusual presence of an
emotional dimension throughout the process.

da Motta Filho argues that customer experience has now become a central arena for competition
in services, not only because of the need to develop memorable customer experience, but also to
infuse these with brand associations. The literature and practice suggest that current brand
manuals do not address properly the needs of NSD teams working with service experiences. This
paper reviews the status of current brand manuals proposes the concept of a brand experience
manual as a way to bridge the gap between brand strategy and the NSD teams, and proposes a
new model of a brand manual.

Lee and Evans suggest that design is not limited to being an operational tool developing tangible
outcomes, but recently has expanded to a more strategic role. Corporations’ acknowledgement of
design has shifted from product development toward cultural transformation and increasingly
design-led. However, there has been little research to investigate how to embed design as a
cultural entity within the different industries. This paper proposes a framework to assist the FMCG
industry in enhancing the role of design within brand development and thereby assist FMCG
organisations to attain a design-led culture.

Chang, Joo and Kim seek to achieve a rich understanding of the concept of design thinking and
apply it to real world cases. They review the literature concerned with design thinking and develop
this into a conceptual framework. This framework is then mapped to the team-level innovation
matrix to identify how corporations may reach high-level design thinking in the innovation process.
Their research suggests that corporations innovate through different paths; Apple took a
Technology Epiphany path while Samsung took a Technology Push path.

Kim, Lockwood, and Chung’s paper discussed the increasing impact of digital marketing activities
on business success. This has meant that digital design agencies have broadened their expertise
or service areas to include the development of digital marketing strategies across multi-platforms.
Their research classifies the roles of US-based digital design agencies, as well as uncovering the
skills and tools utilized in undertaking those roles. They undertook a content analysis of 366 job
descriptions from 21 award-winning agencies and also undertook deeper case studies of two
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agencies. Five types of functional actions, skills, and tools (production, strategy, copywriting,
design, and technology) were identified, and the work of each function described.

Hansen-Hansen. In this paper design-led innovation is theorized. A diverse range of design types
and strategies used in the luxury fashion business is evaluated through the prism of
entrepreneurship as defined within the tradition of the Austrian School of Economics. It is argued
that luxury fashion business serves as a prime example of different design-led innovation methods;
and further that these can be integrated into a specific conceptualisation of Design Management.

Ford and Woudhuysen'’s paper focuses on the dynamics of knowledge acquisition during the
‘fuzzy front end’ of product design projects. They suggest that, through a novel management
process and through integrating different players in new product development, higher education
institutions can help small firms, in particular, get existing knowledge transferred to them. The
result is the development of new knowledge, lower uncertainty through prototypes, and the ability
to make the most of design within their firms.

Cantu and Rizzo’s paper reflects on the role of design in specific research projects where: (i) the
field of intervention is a geographical area, with its resources and opportunities; (ii) the approach
adopted is participatory, including potential stakeholders in the development of solutions; (iii) the
funding comes from public institutions or private foundations, thus the owner of the solutions
generated is not predefined. In this framework the ownership of the project emerges as a major
issue after the funding finishes. Therefore a discussion on design strategies to manage the
transition from a protected testing environment towards self-sustainable solutions implemented in
the market is presented on the basis of a Life 2.0 project experience.

Alsibai says that knowledgeable food choices are increasingly difficult to make, despite access to
information being readily available on social media and the Internet. This is because information is
not available during in-store shopping environments such as supermarkets. This paper discusses
in-store consumer product purchasing and food selection behaviors. The paper explores the roles
of food and health, consumers’ information search on purchasing decisions, as well as the role of
mobile recommendation agents (MRAs). The paper concludes with a discussion of how design can
play a role in improving consumer’s in-store food shopping decisions.

Abecassis-Moedas and Pereira analyze the determinants behind the choice of contracting work
to external designers when companies have internal design teams. The paper describes a multi-
case study analysis of seven industrial firms (four plus three of the control group) that use design
actively in their activity. The results reveal that companies that contract external designers have
one of two goals: a) have a ‘design breakthrough’ perspective — radical innovation; or b) benefit
from the association with a recognized designer. In those cases the internal design team is used to
do incremental innovations in the product platforms developed by the external designers.

Yang, Nam, and Park argue that although the Product-Service System (PSS) perspective is
becoming more important and there are not many studies on this topic from a design perspective.
Their paper focuses on understanding the characteristics of PSS through design attributes, and
identifying whether design attributes change as a result of this perspective. They also examine
whether there is a beneficial effect of combining the product and service, as in the PSS
methodology. To categorize the PSS, professional designers selected the design attributes from a
number of case studies. Seven groups of design attributes were identified. These were positioned
on a quadrant with two axes, 1) inter-dependency between product and service, and 2) users’
involvement resulting in a typology of service behaviors; 1) Creator 2) Interaction between service
provider 3) Receiver 4) participant.



PAPER SUMMARIES: DESIGN-LED INNOVATION IN ORGANIZATIONS AND
THE WORKPLACE

Warwick, Young, and Lievesley describe work within early cycles of a doctoral programme of
critical design action research. It synthesises themes in the transformational practice literature with
themes emerging from primary research following a service development programme in a VCS
organisation. This is presented as a tentative framework of design activities to affect
transformational change in a VCS organisational context.

Terrey presents findings from research on how a large complex public sector organisation, the
Australian Taxation Office, has adopted human-centred design. The thesis is that ‘managing by
design’ comprises a collection of human and non-human actors that make up networks of action
and interaction, which over a decade have permitted the embedding of design in the management
practices of the Australian Taxation Office. The application of Actor Network Theory (ANT) is used
to draw out the analysis of the process of translation of managing by design which results in a
networked view of design in practice. This paper discusses the translation process and the critical
strategies used to create and sustain managing by design as situated networks.

Grossman-Kahn and Rosensweig’s paper discusses what happens when leaders who look to
design-led innovation as a ‘silver bullet’ find their organizations frustrated when new initiatives do
not immediately lead to groundbreaking results. This emphasis on swiftly transforming a culture
through a single approach conflicts with the multidisciplinary nature of innovation and undermines
the sustainability and growth potential of innovation efforts. There is a tension between creating
nimble, innovation-driven cultures without disrupting the existing culture and practices that are
unique to each company. The tension is magnified when companies attempt to adopt new
innovation methodologies without a deep understanding of the underlying principles or a
willingness to endure the unpredictability of the creative process.

Pozzey, Wrigley, and Bucolo describe insights found during an ongoing industry engagement with
a family-owned manufacturing SME in Australia engaging in a design led approach to innovation.
The initial findings are presented as a case study. Over the period of one year, the first author’s
immersion within the firm unpacked the cultural, strategic, product opportunities and challenges
when adopting design led innovation. Findings show how a firm can more effectively assess their
value proposition in the market and what factors of the business are imperative in stimulating
competitive difference. Initial insights were found through qualitative interviews with internal
employees including: overcoming silos; moving from reactive to proactive design; empowerment;
vision for growth and the framing of innovation. The core insight identified from this paper is that
design led innovation cannot be seen and treated as a discrete event, nor a series of steps or
stages; rather the whole business model needs to be in focus to achieve holistic, sustainable
innovation.

Parkinson and Bohemia argue that designers, above all, tell stories, whether this is in the
production of artefacts such as sketches, renderings prototypes and multimedia presentations, or
verbally when discussing their ideas with one another and their clients. They suggest that when
designers work with an organisation at the conceptual stage of a project process, this storytelling
can lead to certain impacts on the people in those organisations. In order to explore relationships
between approaches to design storytelling and their impacts on employees of an organisation they
developed the ‘Design Storytelling Impact-Approach Framework’. Factors incorporated into this
framework were identified from relevant bodies of literature and then explored within a case study
of design teams in order to refine the framework

Na and Choi’s paper describes a rationale for the creation of a corporate-level design policy which
encourages design-led innovation. Although UK manufacturing has shifted towards advanced and
high value manufacturing, there is concern for the future of UK manufacturing. To address this, the
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UK government is encouraging innovative manufacturing development. However, the authors have
found a general lack of design utilisation in UK manufacturing.

Minvielle and Thieulin suggest that although the academic community has addressed the role of
many types of models and processes in innovation and product development, the impact of design
practice on strategy has been rather ignored. Based on a qualitative study of 45 design managers,
the authors analysed the role of prototyping in design, not in terms of innovation or product
development, but in terms of strategy definition and management. Using the concept of “strategy
as practice” as a research tool, the authors show that the way design managers use prototypes
and intermediary objects can be a major contributor to company’s strategy.

Miller and Moultrie suggest that design leadership has received increased attention recently,
particularly in knowledge intensive organisations although little is known about the nature of
individuals in design leadership roles. This study identifies the skill sets of design leaders in fashion
retail. Interviews were conducted with 20 design leaders in seven UK-based international retailers.
The results reveal distinct skills and patterns from those previously reported in design leadership
and broader leadership literature. Predominantly, these relate to what they term ‘designicity’. This
research also helps to identify the need for formal design education in design leadership.

Matthews, Bucolo and Wrigley’s study deepens our understanding of the challenges faced by
design champions in proposing and applying design methods and insights in existing firms. They
investigate the role of design champions as they incorporate design into operational and strategic
conversations. Interviews with design champions were used to investigate their experiences and
challenges.

Lockwood, Smith, and Mcara-Mcwilliam describe a design intervention project, ‘Creating
Cultures of Innovation’, that works with Scottish businesses to explore how they may apply design
approaches to transform in-house innovation capacity and solution generation. The paper is a case
study of their work with a Scottish company in order to build sustainable innovation, where
creativity is permanently embedded in flexible, multi-disciplinary teams. The case study furthers our
understanding of how organisations build up resources for innovation and make effective use of
established knowledge, insights and expertise.

Lindahl and Grundstrom’s research focuses on how a design-centric logic affects the new
product development process. The study focuses on the early stages of new product development,
critical for successful product development and dependent on a successful interplay between
design and other functional areas involved. The findings from a qualitative study of five new
product development projects in two design-led organizations are presented.

Garud and Karunakaran suggest that many studies have chronicled how firms fall into cognitive
traps and thereby fail to capitalize on emergent opportunities. Yet firms may be able to navigate
such cognitive traps by harnessing projects as a basis for opportunity creation and ongoing
organizational transformation. In this paper, the authors track a specific project at Google that led
to new products, a new business model, and a programming technique, all of which led to new
capabilities. Their analysis reveals three core processes that form the bases for an emergent
“design approach”, one that lies in contrast to the traditional “design school”. They conclude with
observations as to how the new design approach can help firms navigate cognitive traps.

Johansson and Woodilla’s paper draws on data from a case study of six projects where artists
used their artistic competence as organizational change facilitators. They argue for a theoretical
coupling of the discourse(s) of design thinking to research streams within art-and-management.
The artistic dimension of design, the practice perspective and the artistic process should be
considered if the full potential of design thinking for companies is to be achieved. The authors
suggest that the artistic side of design should be acknowledged more within the discourse of
design thinking. Insisting that design thinking interventions are led by practicing designers or artists
will reinvigorate interest in the concept rather than dismissing it as just another management fad,
accused of being of no lasting value.



PAPER SUMMARIES: INNOVATIONS IN DESIGN MANAGEMENT EDUCATION

Norman and Jerrard describe new research which explores the impact of master’s (graduate)
level work-based learning on design managers and their practice. The roles of designers are
explored together with the cultural gap often found between designers and non-designers. A review
of learning styles and the nature of work-based learning provides a backdrop, which is further
explored through the changing relationship between learning and higher education. Graduates of
the Master’s in Design Management at BIAD, Birmingham City University, were interviewed to
determine the nature and impact of their work-based learning. The research found common
learning and communication perceptions; important links between professional competence and
experiential curricula, design thinking and innovation. Overall, the results indicate significant
potential for development in university courses where work-based learning and shared curricula
can possess great potency.

Meza argues that graduate programs able to develop the innovation that Mexican society requires
are needed. He argues that the integration of diverse disciplines is a powerful way for improving
the understanding of Mexican family business problems and generating design strategies that lead
to innovation. This is necessary to support the development of complex thinking and design
management transformation processes.

Imbesi suggests that industry is undergoing an historical shift in its role as a result of new
technologies and the emergence of a service sector. The process of digitalization is leading to a
transformation of the nature of the enterprises, while opening up new forms of micro-factories and
“personal capitalism”. The new generations of designers have come to terms with
deindustrialization and, while their predecessors had a role in the assembly line with manufacturing
processes, today’s designers are increasingly aware of their strategic role concerning innovation.
Production has assumed a completely new shape, with new outcomes. Thus the author asks ‘What
are the characteristics of post-industrial production that design education needs to address?’

Heidaripour and Sadeghi Naeini argue that most of the literature on design management is
based on research in industrialized countries, and our understanding of the subject in other
cultures is quite limited. Thus this paper aims to provide an in-depth understanding of design
management in Iran. Using data from five interviews and further documents, two scenarios for
solving the complex situation are proposed; enhancing the implementation of design management
on the cultural pavement and the management of industrial design in Iran’s education system.

Griffith and Griffith argue that students, due to their lack of commercial responsibility, are free to
take risk in their course activities and are intrinsically motivated to experiment and push
boundaries. This may be partially true, however, they believe that students are increasingly driven
to perform to their academic best as their university, peers, potential employers and industry
measure them on grades. As a result they like to maintain control over their performance and will
avoid risk taking in research, projects, group selection and team participation despite risk taking to
emulate practice and facilitate learning being promoted by educators. This paper discusses
practices developed by the first author to determine student concerns about risk taking, remove
perceived risks to performance and encourage collaborative innovation.

Wrigley and Bucolo suggest that traditionally, design has been centred within the manufacturing
and production areas of companies and or as a styling afterthought. Increasingly, design is viewed
as a strategic business resource. This paper challenges the values held by academics and industry
regarding the traditional role of designers in business. It investigates the emerging transitional
engineering framework and puts forward a proposal for the next generation designer in the future
era of design. Questions surrounding how designers will develop these new skills and how the
authors’ new framework of design led innovation can contribute to the future of design will be
presented.
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Agarwal and Salunkhe’s paper presents a case where the impact of including “design thinking” in
management education was assessed. Design thinking inputs were systematically induced into the
management curriculum. The learning outcomes of students undergoing these courses were
examined to determine whether the approach created any significance difference in these students
as compared with the students on a conventional management program. The results showed that
inclusion of design thinking oriented subjects enhances creative and innovative thinking
competencies in the students.

Bohemia proposes that designers should be introduced to and versed in a non-essentialist
understanding of culture, as opposed to an understanding of culture as having essential qualities.
The rationale for the importance for designers of a non-essentialist understanding of culture is
twofold: Designers are designing with others and they design for others. When designing with
others designers should to be skilled in intercultural communication which is informed by processes
of ‘representation’, ‘othering’ and ‘identity’. He uses an international project to examine
communication practices of upcoming designers in relation to these three processes. He concludes
that although the project provided studnets with an opportunity to experience working across
cultures their intercultural communications generally exhibited essentialist approaches in regard to
‘representation’, ‘othering’ and ‘identity’.

Zidulka and Glover suggest that the teaching of design thinking seems to require a “design
context,” including a studio space and partnerships with a wide range of collaborators. For
business faculty whose classes are not situated within such a context, asking students to adopt
design approaches may not be realistic, and creative problem solving (CPS) may present a more
accessible approach to fostering creative capacity. CPS offers the advantage of being similar to
standard analytical approaches to problem solving, allowing business students to build on their
existing strengths as analytical thinkers, while developing creative capacity in an incremental way.
As a generic model, CPS allows students to increase the level of creative risk, as they grow their
skill and comfort level.
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Gathering and analyzing user data in new product development (NPD), both qualitative and quantitative, can be a strong
driver for innovation in companies. While ideally user data should be obtained through direct interactions between NPD
teams and targeted users, time and cost restrictions often make this impossible within organisations. Moreover, in larger
companies, user data is not always shared across departments and/or is not presented in a way that is useful for NPD
teams. This paper presents a tool specially developed for the NPD team of a large company in the retail branche to collect
and combine user data generated by various departments and use this for inspiration for new product ideas. The tool is
based on theory of empathy in design and on the requirements of the NPD team of this company.

Keywords: empathy; innovation; user data

INTRODUCTION

Proficiency of organizations in conducting (user) research in the fuzzy front end of the new product
development (NPD) process has shown to be a strong predictor of market success (Cooper and
Kleinschmidt, 1987). Furthermore, gathering and analyzing user data in product development, both
qualitative and quantitative, can be a strong driver for innovation in companies. While ideally user
data should always be obtained through direct interaction between NPD teams and targeted users,
time and cost restrictions often make this impossible within organizations (McGinley and Dong
2011, Sleeswijk Visser 2009). In these cases user data has to be indirectly communicated.

The user in this article is defined as the end user of a new developed product or service. He/she
is not necessarily the customer of a company, since customers can also purchase products or
services for other end users, such as their children for example. NPD teams in this article are
defined as groups of employees of an organization that are responsible for designing new products
and/or services. Their composition may differ per company, however they are usually
multidisciplinary. These teams have many things to consider and have busy schedules; therefore
user issues can often be overshadowed by other important activities (McGinley and Dong 2011).
Providing them user data in ways that they can directly use within their design activities could
strongly enhance the innovative capabilities of an organization.

However, different departments have different responsibilities and objectives in large organizations,
therefore their motivations and ways to gather and document user data might also differ, which can
make it less valuable to other teams. Furthermore, employees of large organizations are often
mainly concerned with their own objectives within the department. Therefore user data can remain
within the boundaries of the department even though it could provide valuable insights to other
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departments as well (if communicated well), such as to NPD teams.

In general, departments such as market research, marketing, customer relationship
management (CRM), sales (retail), customer care and [digital] media are concerned with collecting
several types of user data. These departments possess user insights which are meaningful to
them, but which might be meaningful for other departments as well, such as NPD departments. We
believe that transforming existing user data in other departments can be useful for NPD teams as
well. We think that structuring and communicating user data from other departments based on
principles from empathy theory will help NPD teams to more effectively use user data in their NPD
activities. This paper presents a framework for communicating and using user data to and by NPD
teams based on empathy in design based on this theory and will apply this by a tool we developed
and tested in a case study to evaluate the framework.

INNOVATION STRATEGIES AND THE ROLE OF USER DATA

Different types of innovations require different data sources as input. The design of products and
services for current users with current needs typically requires research data that relies upon
gathering and analyzing evidence of the current situation. On the contrary, for products and
services targeting future users there aren’t any directly applicable data, since typical research
activities focus on current needs rather than giving a glance into the future. When NPD teams want
to innovate by addressing future needs, a thorough understanding of the user, without the
constraints of the current context, is essential.

Imagination and intuition are the main mechanisms of NPD teams when starting to think of
possible future experiences. They interpret data and call upon their empathic abilities to come up
with solutions that will fit in a future context and will be used by future users (Fulton Suri 2008). The
job of designers in NPD teams is therefore not accurately describing the world as it is, but rather
how it could be, making subjectivity of data desirable. Empathic design techniques could be the
key in facilitating this. Within this article empathic design is defined as a design process that utilizes
any tool or method that (implicitly or explicitly) aims to enhance empathy within the design team.
There are already tools that aim to enhance empathy through presenting data accordingly, like
personas (a.o. Grudin and Pruitt 2002), however they have many pitfalls. We propose a framework
for structuring and communicating user data to enhance empathy with users, thereby sparking
innovation in large organizations.

BUILDING BLOCKS OF EMPATHY

An important aspect of user data is therefore the facilitation of gaining empathy with users, but how
can empathy be enhanced in the design process? Empathy can be described as (1) an ability,

(2) as a construction of components and (3) as a process (Kouprie and Sleeswijk Visser, 2009).
Empathy as an ability refers to a person to identify with- and understand another person’s feelings,
ideas and circumstances (Brown 2009). Empathy has a cognitive (understanding) and an affective
(feeling) component (Baron-Cohen and Wheelwright 2004). Both components should be facilitated
through user data in the NPD process. Enhancing empathy with users in design processes is not
magically achieved at one insightful moment. Based on psychological theories empathy is a
process that runs through different phases. Its application to design consists of four following
phases; discovery, immersion, connection and detachment (Kouprie and Sleeswijk Visser, 2009)
(see table 1). We suggest that communicating user data to NPD teams should be applied
according to these four phases of the empathy process.

Table 1 The process of empathy consists of four phases: discovery, immersion, connection and detachment. Source:
Kouprie and Sleeswijk Visser, 2009.

Discovery The process starts with the designer approaching the user. He
makes a first contact with the user, either in person or by
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Entering the user’s world studying provoking material from user studies. The designer’s
Achieve willingness curiosity is raised, resulting in his willingness to explore and
discover the user, his situation and experience.

\

{
[

A

Immersion After the first encounter with the user’s experience, the designer
Wandering around in the user’s world takes an active role by leaving the design office and wandering
around in the user’s world (data from qualitative user research).
The designer expands his knowledge about the user and is
surprised by various aspects that influence the user’s

experience. The designer is open-minded, interested in the
— user’s point of reference. He is being pulled into the user’s world,
o) and absorbs without judging.

Connection In this phase, the designer connects with the user by recalling
Resonating with the user ©XPlicitly upon his own memories and experiences in order to
reflect and be able to create an understanding. He makes a
connection on an emotional level with the user by recalling his
own feelings and resonates with the user’s experience. At this
phase both affective and cognitive components are important;

. the affective to understand feelings, the cognitive to understand
pan 2 meanings.

Taking user’s point of reference

Achieve emotional resonance and find
meaning

&

Detachment The designer detaches from his emotional connection in order to
Leaving the user’s world become ‘in the helpful mode’ with increased understanding. The
designer steps back into the role of designer and makes sense
of the user’s world. By stepping back out to reflect, he can
deploy the new insights for ideation.

Design with user perspective

USING EMPATHIC DESIGN TECHNIQUES TO STRUCTURE USER DATA

User data that is collected throughout many layers in the organization hold a potential to inspire
NPD teams through empathy. When data is communicated accordingly, using empathic design
techniques as in Table 1, it could spark the imagination of NPD teams. When time and cost
restrictions do not allow design research to be done by NPD teams themselves, this could be an
input for innovation. The data has three levels of characteristics: its content, its form and the
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inherent qualities. Different aspects are important in different phases of the process in enhancing
empathy. Where for example the discovery phase is mainly about creating the willingness of NPD
teams to empathize through evocative pictures and quotes, the immersion phase requires more in-
depth analysis through raw data and stories. Content wise this means that the immersion phase
will dive deep into the lives of users, revealing tacit information like their ambitions and fears, while
the discovery phase mainly aims to attract the attention of a wide range of employees through
acquainted demographics. No new information should be communicated in the connection and
detachment phase, however the inherent qualities are important. In the connection phase the NPD
team calls upon their own experiences to create an emotional link with the user, therefore
subjectivity is very important (see table 2).

This framework is based on literature research and expert insights gained through open-ended
questionnaires. Firstly literature research was done to extract the potentially important aspects of
user data in facilitating the enhancement of empathy in the NPD process. The results of this
exploratory phase were implemented in an open-ended questionnaire. Although literature research
provided valuable theoretical foundations for a framework, we missed the perspectives from
practice. Experts on this matter were therefore approached to validate the preliminary list of
important aspects and give their opinion based on their experiences. Three experts shared their
insights through the open-ended questionnaire:

¢ A managing partner and creative director at IDEO
e Avresearcher and PhD candidate at Brunel University
e An assistant professor at Delft University of technology

The first practical implication for the framework that came out of the questionnaires was that
representativeness of an “average” user was not important. As one expert concisely put; “Real is
more important than average”. In marketing conversations the user is mostly represented by
average numbers. This may be true in the objective and scientific sense, but in design research
this is less valuable. It doesn’t inspire and one can certainly not empathize with an average
number. Furthermore, the word average indicates a certain quantity, and therefore goes in spite of
in-depth quality; “In my experience ‘average’ is a term [that is used] when little depth is intended in
user research”

Therefore ‘representativeness’ as a quality of user data was left out of the framework. On the
contrary, the evocative nature of user data to attract attention and spark curiosity in the discovery
phase was added as an important aspect. It creates the willingness to empathize and is key for the
rest of the process. Furthermore, demographics were found important by the experts as a
complementary tool that can help communicating to other departments (like marketing). They are
mainly used to working with these kind of parameters and will therefore be more open to a
discussion. Therefore these data are most useful in the discovery phase to attract the attention and
(in combination with evocative pictures) to create the willingness to empathize. Like these two
quotes show; “Demographic data is a great stimulator to get them (marketers and intelligence
managers) excited.” “Different people respond to different stimuli. Some statistical data is often
sought to evidence design decisions. The more accessible these are, the more likely they are to be
understood and recalled.”

Also the representation of this kind of (solid) data is considered as complementary; “Data
representations can be an accompaniment, but not the main tool.”

Since empathy is a human trait and humans recall stories better than sheets of data, every
expert underlined the value of storytelling. Storytelling is a form of representing data rather than
data on itself. This form of data however requires time to go through, and therefore fits best in the
immersion phase. It requires credible sources that have to be communicated explicitly. Every
expert also indicated that credibility of user data is very important, like this quote depicts;
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“Storytelling can have huge impact, but requires source data to be considered trustworthy.” Also
personal tacit information (like ambitions, fears, motivations etc.) needs storytelling to be
communicated and understood. These points were also indicated as very important by the experts;
“In my point of view you cannot understand underlying motivations if you don’t tell stories. There is
always a context needed to exemplify the underlying needs and motivations.”

So on the one hand you need stories with credible sources and accompanied by data
representations. But on the other hand you would also need data in which designers can immerse
themselves. Raw data typically provides this mechanism, while also contributing to the credibility
and validity of data. One expert pointed out that raw data helps to show that it is about real people
and not some random statistics; “Raw data [is important] to show that it is about real people.”
However raw data, in the sense that it is unrefined, could be too complex to be understood by all.
This can work against the “easy to understand” and “fast to use” principles, which are very
important in large organizations that work on tight budgets. Raw data should therefore be edited to
make it more accessible, while containing its richness and rawness. On the other hand, the
“fastness” and “easiness” of data is less important in the immersion phase since it requires time by
its nature. Therefore raw data can best be used in the immersion phase, as is also stressed out by
the experts; “Raw data is useful when edited in a way that can quickly be accessed.” The experts
did not all agree on the inherent qualities of data. While, as discussed before, there was a
consensus about that representativeness not being so important, the thoughts about the ‘inspiring’
differed. The fact that inspiration is important in the design process is a given, however some
experts argued that this was more due to serendipity in the process than a quality you can add to
the data. Nonetheless, inspiration is important in the detachment phase in the sense that one
leaves the data with new insights gained. These insights are based on an increased understanding
of the users and their needs and serve as a starting point for ideation for new product/service
concepts. So in that sense a valuable quality of the data is inspiration, even though it is impossible
to consciously implement this in the data. This was confirmed by the experts; “[/Inspiration is]
difficult to generate or demand and quantify. Serendipity.” “Inspiring is important, but that always
happens.”

As last, there was a consensus about the fact that data should be easy to use and fast to
implement. However, it was also clear that the represented data by its nature is not easy. So if one
should take the time to immerse in it to empathize, the “easiness” is not the most important factor
anymore. (Even though accessibility for all should be maintained.)

Concluding, the expert interviews confirmed the findings from literature but added more details
to be able to fill in the framework (see table 2).
Table 2 A communication framework to enhance empathy. For each phase of the empathic process, a set of
preferred data types is presented according to its content, form and qualities.
Discovery phase Immersion phase Connection phase Detachment phase

Content of data . Personal tacit
Demographics . )
information

Social context Social context

Physical context Physical context

Form of data Visuals Storytelling
Photographs Raw data
Quotes Video clips
Qualities of data Fast to use
Credibility e .
Easy to understand Subjectivity Inspiring

Validit
Evocative/provoking y

THE DESIGN AND TESTING OF A TOOL TO INSPIRE NPD WITH USER DATA

The framework was applied by developing a tool, consisting of a sharing platform and a game tool
for workshops in a case study. The organization for the case study is one of the largest companies
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in the retail branch globally. It operates more than 3000 stores and has over 200 000 employees in
10 countries in Europe and the U.S. Although the company has built up a lot of knowhow about
their end users, it has failed to share this effectively interdepartmentally till now. A proposition was
done to the company to tackle this problem based on internal interviews within the organization
and the framework we propose. Its most important requirements were the accessibility, its ability to
inspire and the amount of time it would take to use it. Since the NPD team members in the
organization are rather busy with their daily tasks, and work on a tight budget, they don’t have the
means to spend much time on investigating user data. The result is a combination of a sharing
platform (video and large screens across the organization) where employees can plan
presentations and invite their colleagues, and a game tool that they can use together to translate
the newly gained insights into concrete product ideas. This concept is based on the four phases of
the empathy framework.

Discovery — The main goal of the discovery phase is to create curiosity and willingness to
empathize with a person. The important aspects of data, as can be seen in table 2, are therefore
implemented in the tool. The discovery phase starts by inviting your colleagues to the presentation
that you want to give about a new insight. An agenda function, with playback options of some kind
is therefore needed. This agenda function encompasses all the relevant elements from table 2, like
demographics of the target group, evocative pictures explaining the new insight and quotes. The
organization has an infrastructure with large screens in their offices, so with some additions of
inspiring data (think of TEDtalks and youtube), it is easily understandable and fast to use.

Immersion — The immersion phase is facilitated by the choice of the medium itself,
presentations. After being triggerd by the first numbers, pictures and quotes, storytelling and
narratives are needed for the NPD team to be able to immerse in the user data. Here the presenter
(often someone who was in charge for collecting and analyzing the user data in his/her
department) will explain and show their results.These are an integral part of presentations. But it
also gives the opportunity to show video’s of real people, which could give a glance at more tacit
information. Raw data can be presented in a way that the audience can understand it, thereby
making it more accessible while keeping its value.

Connection & Detachment — In the connection and detachment phases no new information is
communicated. Rather the employees have to reflect on their own experiences or from their
relatives to be able to understand the user data on an emotional level and be able to connect with
the users. Then they have to detach from the users’ worlds and step back in the helpful mode and
be in another mindset (of ideation).

These phases were facilitated in the concept by a game tool to be used in workshop that was
developed especially for the company in the context of this project (see figure 1). The tool aims to
finish the process of enhancing empathy for a target group, while also making the step to
translating these insights into new ideas for the company. Therefore it encompasses several
ideation techniques, but also makes the employees reflect on their own experiences with the target
group, making subjectivity of data possible. The group discusses and defines a persona in the
game tool based on the new insight and their common experiences. This gained knowledge is then
used as inspiration for ideation.
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Figure 1 The tool consists of a sharing platform, providing sparks of user data and richness to immerse, followed by a
game tool which supports connection and detachment of the empathy process and continues with supporting
the creative process; diverging, exploring, converging and closing.

The tool was tested in a series of three workshops where the sharing platform was simulated
and the game tool was constantly improved by experimentation. In a multidisciplinary setting the
tool was used to treat real problems of the company, thereby also introducing the new way of
working to employees throughout the organization.

DISCUSSION

The results of the workshops with these tools were surprisingly well received by the participating
employees in terms of fitting the customer’s needs and innovativeness. Using the existing displays
through the company served as triggers raising curiosity and willingness to participate in a
workshop. Video was a powerful tool as a means to get people immersed in the user data.
However, watching video is a rather passive way of being informed, and after watching the video
presented by the facilitator, the raw data is gone. In the second and third workshop we tackled this
by adding prints of video fragments to be used in the game tool. The connection step worked also
well, although we are still searching for a better balance between emotionally connecting with the
users’ stories, which needs time, and speeding up the workshop since the employees don’t have
much time for workshops. The benefit we saw by doing this step in the game tool is that the
participating employees share their own experiences and also prejudices towards the target group
with each other. They have a moment to talk together about the target group and about
themselves. By discussing their different views and experiences they learn more about the
nuances about the target group and realize it is about everyday people like themselves. Even
though this is still a rather quick step, which theoretically would need more process time, it provides
a quick deeper understanding of the users. Other than the concrete things such as the videos and
game board, the process behind it got lots of compliments by the employees, underlining the
importance of empathy and human-centered design. One of the category managers that came up
with a viable and desirable idea said; “Why don’t we do this for all our product ranges?”

CONCLUSION

This paper discussed a case study about a new sharing platform and a game tool for workshops
for a large company in the retail branch. The development of the platform and the tool were based
on empathy theory from literature and on a questionnaire with experts in this field. The case study
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has shown that the empathic process can be applied to the activities and process within this
company, benefits the understanding of users and supports idea generation for the NPD team.
This was just one case with one particular company. Further research will focus on the
implementation of the framework for other NPD companies. The implementation of empathic
design techniques to drive innovation in an organization can be complex, but moreover has many
benefits. This framework will provide organizations a simple reference to structure and
communicate user data. Now user data that holds these insights can stay idle within the
departments that have collected them. By using this framework to share these data organizations
can enhance empathy of NPD teams with users, thereby improving their innovative capabilities.
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DEVELOPMENT OF A RETAIL BRAND ENHANCEMENT TOOL THROUGH THE
USE OF EMOTIONAL DESIGN THEORY
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Design is created to fulfil the needs of its users, and its functions are constantly assessed by such users. In a retail
environment, design elements should also represent the brand vision that the company wants to communicate to its
customers. Understanding how design elements influence customers’ emotions in a retail environment is vital for brand
managers and designers; however, such information is difficult to gather and analyse, since it requires decoding layers of
emotional responses from customers with regard to the design elements within the overall retail environment.

This paper proposes an emotional mapping tool for brand managers and designers to use when analysing customers’
emotional responses towards a retail environment. The foundation of this tool is derived from emotional design theory, in
particular Norman’s three levels of human processing - visceral, behavioural and reflective (Norman, 2004). The tool is
then modified further after being tested in terms of an empirical case study of a large UK based supermarket brand and
one of its stores. The findings suggest that the proposed tool is useful for customers when it comes to describing their
emotions associated with a particular retail environment, and helps brand managers and designers to understand the
emotional feelings customers experience in such a retail environment.

Keywords: Brand experience; emotional design; retail branding

INTRODUCTION

Design is closely related to emotion. According to marketing specialist Darrel Rhea (1992), the real
challenges come when designers step back and reassess all the ways a design might influence
and benefit customers emotionally. In product design, emotion has been a popular research topic,
mainly in terms of achieving an understanding beyond the aesthetic and functional aspects of
design roles for ordinary products.

How about retail design? Since marketing and economics are shifting from commodities to
services, creating a memorable visitor experience in a retail environment has become increasingly
important (Floor, 2006). By creating memorable customer experiences, differentiating oneself from
one’s competitors is becoming one of the crucial objectives for many retail stores (Vehoef et al.,
2009). Companies can maintain strong customer relations by creating memorable experiences.

As a subject, emotions are not easily measured and quantified because of their complexity
(Hirschamn, 1982). According to Norman (2004), there are several factors that influence customer
emotions and behaviour such as personality, education, culture and the context of visiting the retail
environment. However, it is essential for brand managers and designers to know what customers
experience in a retail store in order to provide better design and enhance brand communication.
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The main purpose of this study is to evaluate the emotional elements that a retail store provides
to visitors by mapping customers’ emotional reactions to each design element within the retail
environment. The emotional mapping tool presented here aims to support brand managers in
understanding their design outcomes in a retail store, as well as providing clues to evaluate the
design elements that reflect their brand vision. In particular, this tool can be used when a retail
brand has to remodel itself. Based on the evaluation of design elements in a retail environment,
brand managers and designers can identify what should be improved emotionally in the retail store.
By tracing visitors’ emotional experiences, brand managers can assess design elements that
influence visitors’ feelings.

RESEARCH BACKGROUND

Prior to developing the emotional mapping tool, literature reviews on brand experience and
emotional design were conducted to understand how emotions could influence on creating design
and customers’ purchasing behaviour. Existing tools measuring human emotions were also
reviewed to determine whether they can be useful to evaluate design elements in a retail
environment and adaptable when developing the tool.

Since brand experience has attracted a lot of attention in marketing, marketing practitioners
have come to realise that understanding consumers’ brand experience is crucial for developing
marketing strategies for goods and services (Linstrom, 2005). Several research methods for
analysing consumers’ attitude towards a brand have been developed (Thomson, et al, 2005).
However, there is little evidence of research in measuring brand experiences within a retail
environment (Brakus, et al, 2009).

Regarding emotional design, various studies and theories have been suggested in order to
explain the role of emotions in design aspects. Especially, in the field of product design, designers
consider emotional design as a tool they use to deliver their messages and emotions, while some
suggests that it is individual experience and response when users use objects (Ho and Siu, 2009).
Even if the terms used to describe the emotions can be translated into different ways, emotions
that cannot be clearly separated from cognition and functionality (Norman, 2004) are one of the
main factors influencing customer’s purchasing decision.

RESEARCH PROCESS AND METHODS

In order to design the tool practically, the Double Diamond Design Process model, which describes
the general design process, was adopted for this research (see Fig 1). The process consists of four
stages — ‘discover’, ‘define’, ‘develop’, and ‘deliver’.

Figure 1. Double Diamond Design Process (source: Design Council, 2005).

10



Development of A Retail Brand Enhancement Tool Through The Use Of Emotional Design Theory

e Discover — Through literature review in the areas of brand experience, emotional design, brand
management, retail design, and interviews with experts in branding and interior design as well
as observation of six fashion and mobile phone retail stores, the first prototype of the emotional
mapping tool was developed.

e Discover — Through the literature review of the areas of brand experience, emotional design,
brand management, retail design, and interviews with experts in branding and interior design,
as well as observation of six fashion and mobile phone retail stores, the first prototype of the
emotional mapping tool was developed.

o Define — A sample group consisting of seventeen participants was identified as being suitable
interviewees, and four types store within the retail sector — mobile-phone, grocery, fashion and
coffee shops - were chosen to test the tool. In this way, the similarities and differences in the
importance of customer needs and wants, and their design expectations of a store in different
retail sectors could be identified, and could provide useful information for modification of the
emotional mapping tool. Individual interviews generally took 40 minutes each. The tool consists
of 49 picture images distributed over the three emotional levels.

e Develop — Based on the data and comments collected from a sample group, the results were
analysed and areas for improvement were identified. Appropriate methods for data analysis
were also explored.

e Deliver — Lastly, based on the feedback obtained, the emotional mapping tool was modified to
focus on a targeted retail store of a large UK based supermarket brand.

DEVELOPMENT OF THE EMOTIONAL MAPPING TOOL

For the sake of simplicity, the design of the retail brand enhancement tool is based on Norman’s
(2004) three levels of human processing —visceral, behavioural, and reflective. The visceral level is
about how things look and feel. Visceral appeal is fast, sometimes instant, and most products have
it to some degree. On the behavioural level, the emotional impact is guided mostly by function and
usability. In this level, product appearance is not viewed as important as performance. The
reflective level is about message and culture. It is also the stage in which brand image and
marketing come into play. Products are sold not on their functionality, but on aspects such as
reputation and uniqueness. The ways in which the three levels interact is complex. However, for
the purpose of application, the three levels make it possible to understand how emotions can be
mapped and distinguished, based on product characteristics. For this reason, these three levels
can be adopted to evaluate the emotional impact of a retail store.

In the retail brand enhancement tool, these levels are explained with pictures and words,
because images make it easier for the interviewees to describe their experience, and for designers
to understand what interviewees want to express. With this tool, the brand manager is able to trace
the design elements that visitors unconsciously consider, as well as understand how in-store
communication tools like merchandise, visual displays and employees influence customer
emotions (see Fig 2).

11
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Figure 2 In-store communication tools with the three emotional levels.

FRAMEWORK OF THE TOOL

Based upon the three levels of emotional design theory, the tool is divided into three categories;
the visceral level (appearance), the behavioural level (effectiveness of visiting, brand positioning),
and the reflective level (personal satisfaction, self-image, memories).

THE VISCERAL LEVEL
On the visceral level, the body’s reaction to sights, sounds, what can be touched or smelled, is

dealt with. Using images (eye, ear, hand, nose), an interviewee is asked to describe the level of
their visceral reaction to merchandise (products, packaging), visual displays (product density,
method of presentation, number of displays, information on in-store signage and graphics) and
employees (role of employees, kind of contact with customers, expertise) (See Fig 3).

Figure 3. The visceral level of the emotional mapping tool.
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From the data gathered in this level of the tool, we can:

¢ identify which emotional sensory inputs have the most influence;

e rank every design element related to sight, smell, touch, sound causing customers experience
based on in-store tools; and

e access the experience at the visceral level.

THE BEHAVIOURAL LEVEL

On the behavioural level, only functional aspects are considered (Norman, 2004). By using six
categories of images with words describing the retail brand’s position during the store experience,
consisting of entertainment, expertise, design, hedonism, lifestyle and bargain (Floor, 2006), an
interviewee is asked to choose the pictures that reflect his or her experience. Brand messages are
also assessed here (See Fig 4).

Figure 4. The behavioural level of the emotional mapping tool.
In this part, we can:
identify the type of store experience the retail environmental provides;
rank in-store communication tools in each category; and
rank retail performance.

THE REFLECTIVE LEVEL

On the reflective level, elements of culture and meaning are addressed (Norman, 2004). This part
asks what elements a retail store provides for visitors in terms of evoking feelings or memories.
The reflective level is all about message, culture, and the meaning of brand or place. There is
nothing practical, nothing biological, about the answers. Interviewees are encouraged to talk about
design elements including service that evokes their personal satisfaction, self-image or memories,
such as personal nostalgia or seasons. (See Fig 5)

13
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Figure 5. The reflective level of the emotional mapping tool

From the data gathered in this level of the tool, we can understand the design elements which
evoke visitors’ feelings and memories.

IMPLEMENTATION OF THE TOOL: MORRISONS SUPERMARKET

Through previous primary research, it was found that the images and words used in the tool helped
interviewees to narrate their emotional experiences in retail stores. However the data collected
from the sample group was somewhat general which made it difficult to analyse the meaning in
more detail. This indicated that the questionnaire in the emotional mapping tool needs to be
designed with a specific retail store in mind for practical purposes. The details of its in-store
communication tools should also be incorporated .

A TARGET RETAIL STORE: MORRISONS SUPERMARKET
Based on the analysis of the previous questionnaire and participants’ feedback, a tailored
emotional mapping tool has been developed to focus on a British supermarket brand -

Morrisons Plc. The questionnaire has been modified to explore each design element in a Morrisons
supermarket. A sample group consisting of ten participants conducted computer-based interviews.
They not only answered the questions, but also talked about their personal opinions regarding
retail design elements that evoke their personal memories while being interviewed. Prior to the
interview, the research procedures were explained to them and Morrisons’ indoor images were
shown on a computer screen.

THE VISCERAL LEVEL

Each design element that can influence visitors’ emotional feelings was listed. The emotional
response areas were divided into three categories: very positive, positive and negative. The
sample group was asked to rate each design element in terms of the emotional response areas.

THE BEHAVIOURAL LEVEL

Based on six categories of retail brand position (Floor, 2006), the images that can represent
Morrisons’ brand vision were selected by the sample group. Interviewees were asked to rate the
images in terms of three different emotional response areas, and to narrate the reasons why they

14
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chose images based on in-store communication tools: merchandise, visual displays and
employees.

THE REFLECTIVE LEVEL

The images that were used in the previous emotional mapping tool seemed to have interrupted
both the narration of personal experiences and finding design elements that can be linked to their
previous memory of retail stores. On the reflective level, answers were closely related to personal
knowledge and culture (Norman, 2004). Hence, it was decided not to use any images on this level.
However, in a supermarket, the space tends to be bigger and the range of product is more diverse
than in any other type of retail store. There is a possibility that the interviewer does not know where
the interviewees’ emotions originated. For this reason, interviewees were asked to indicate the
sectors which prompted these emotions.

RESULTS AND FINDINGS

WANT AND NEEDS

In terms of products associated with ‘Wants’ and ‘Needs’ in Morrisons, eight answered ‘Wants’ are
equal to, or higher, than ‘Needs.” They responded that in terms of in-store communication tools,
merchandise and visual displays determined their priorities. Two interviewees whose answers were
‘Needs’ are higher than ‘Wants’ mentioned that employees were the most influential elements in
terms of in-store communication tools (See Fig 6).

Figure 6. The responses of the sample group’s ‘Wants’ and ‘Needs’.

THE VISCERAL LEVEL - MERCHANDISE

Providing various products is the strongest immediate emotional impact that interviewees
experienced in Morrisons. The sample group mentioned that even if they spent more time looking
around Morrisons than other supermarkets, they enjoyed their time at the store. As regards
packaging, Morrisons’ co-operative packages were the main point of focus. As a personal test,
three of the interviewees revealed that the colours shown on the Morrison’s packages, i.e yellow
and green, prompted a negative response (See Fig 7).
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Figure 7. The sample groups’ responses on the visceral level regarding merchandise.

THE VISCERAL LEVEL — VISUAL DISPLAYS

In terms of interior design, there are many design elements consisting of visual displays. The
elements are divided into two parts: non-aesthetic and aesthetic. As a non-aesthetic visual display,
cleanliness is one of the positive aspects that customers experienced at Morrisons. The sample
group generally considered Morrisons to be a big supermarket, but when it came to design,
cleanliness ranked higher than other elements. Regarding negative comments, walls, ceiling and
flooring were selected because of their plain design (See Fig 8).
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Figure 8. The sample groups’ responses on the visceral level regarding non-aesthetic visual display.

In terms of aesthetic visual displays, store layout for convenient shopping was one of the positive
elements that Morrisons provided. Overall, Morrisons provided a satisfactory interior design, even
though two interviewees did not like the Morrisons colour scheme. The smell of fresh bread and
cooked meals provided interviewees with positive feelings, and helped differentiate it from other
supermarkets. Seven of the interviewees mentioned they wanted to hear soft music whilst

shopping (See Fig 9).
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Figure 9. The sample groups’ responses on the visceral level regarding aesthetic visual display.

THE VISCERAL LEVEL — EMPLOYEES

A sample group responded that employees’ appearances and voices gave them a positive
impression. When it came to uniform, it did not generate a strong positive feeling among the
sample group, but all of them answered that they could distinguish successfully between staff and
customers due to their uniform. Six interviewees had experienced being treated in an unfriendly
manner by employees at Morrisons. On the other hand, they said that it was hard to comment

negatively about all employees, because other employees provided a nice, welcoming and good
service (See Fig 10).
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Figure 10. The sample groups’ responses on the visceral level regarding employees.

THE BEHAVIOURAL LEVEL

On the behavioural level, through the selected images of the sample group, we were able to
determine what kind of brand messages visitors actually experience in the store. The sample group
selected organic, professional images as very positive brand positions. New products, harvest,
space and environment images were chosen as the positive brand positions. As a negative brand
position, a talking image was selected (See Fig 11).
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Figure 11. The sample groups’ responses on the visceral level regarding employees.

In order to deliver its brand vision to be the ‘Food Specialist for Everyone’, Morrisons offers six
categories of message within their stores : freshness, value, service, various, environment and
seasonal images. By comparing the sample group’s responses, it can be evaluated whether the
functional elements which deliver the brand vision of Morrisons, are well reflected or not.

The brand vision of Morrisons has been compared to the responses of the sample group. The
results indicated that its brand vision is delivered clearly, because eight interviewees from the
sample group chose the image of professional, which represented an expertise brand position. The
chosen images such as organic, new products and harvest by the sample group also represent the
messages that deliver the Morrisons’ vision, which are positively acknowledged.

However, in the case of environment, based on the sample group’s explanation of reasons why
they chose the image, it was revealed that Morrisons’ message on environmental issues has been
delivered in different ways in the store. For instance, Morrisons made an effort to recycle and
reduce the amount of packaging, but only one respondent made reference to this activity. The rest
of them made a choice based on the brand colours.

There were no images that were matched with service and the seasonal brand position of
Morrisons (See Fig 12). This means that service and seasonal brand position have not been
recognised by customers and need to be strengthened.
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Figure 12. The comparison of the brand position of Morrisons.

THE REFLECTIVE LEVEL

Interviewees answered that it was hard to identify the design elements that evoked their previous
memories or perceptions. Four of them, notably all from foreign countries, mentioned products, and
their package design. In addition, smells evoked memories of their native countries. While
conducting interviews, it was discovered that they viewed themselves as smart customers through
finding a new range of products or discounted products.

Figure 13. The sample groups responses’ on the reflective level.
There are three main sectors that provide strong emotional feelings (see Fig 14).

e The fruit & vegetables sector
e Fresh to go and the deli sector
¢ Oven baked goods sector
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Figure 14. The sectors where the sample groups received emotional feelings in Morrisons.

The chosen sectors that the sample group cited as having the strongest emotional impact provided
more emotional elements than other sectors. This was not only in providing a sensory experience,

for instance the smell of oven baked products, but also the way of displaying products or products.
These all play a vital role in creating emotional sectors in Morrisons.

DISCUSSION

Emotions involved in the customer experience have become a vital object of study in design.
However, the majority of studies are focused on how a product’'s appearance influences the users’
experience, not on the brand or the retail environment. Although all of the studies regarding
emotions mention that emotions play an important role in customer behaviour, there are no clear
explanations on how we can evaluate emotions.

Through the emotional mapping tool, we can gain an insight into what positive and negative
emotional design elements are in a retail store. It also explains how customers understand the
brand vision that triggers functional emotional responses. Lastly, the design elements that are
linked to customer experience in a retail store have been understood.

In order to create an emotionally powerful retail environment, there should be more
understanding of customer emotions regarding brands. However customers never say what they
want or what they feel.

By making customers describe their emotions, brand managers and designers can get more
significant feedback in terms of their design outcomes. Both the narrated data collected and the
analysis method play an essential role in remodelling a better retail environment for customers.

CONCLUSION

The emotional mapping tool has been developed to provide brand managers with the clue that
design elements can be evaluated from the customers’ point of view, through three emotional
levels. Design, brand and emotions are intangible and so complex that it is believed that measuring
these values is impossible. However if customers are asked to narrate each design element in a
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retail store based on emotional design theory, they can not only respond with their immediate
impressions of design elements, but they can also seek out those design elements which have
stuck in their minds.

By ordering senses, customers can form a memory of each retail store differently. Even if sight
is the most immediately powerful sense that influences customers’ emotions, other senses such as
smell and sound can also play an important role in providing brand experience to the customer in a
retail store.

One of the most important findings was the evaluation of the sample group’s feelings. On the
visceral level, by comparing all the design elements in a retail store, the positive and negative
elements that evoke emotions in general can be discovered. On the behavioural level, by
comparing interviewees’ chosen images, whether or not the brand vision has been clearly
demonstrated to customers can be evaluated. If not, we can ascertain which messages which aim
to reflect the brand vision have not been delivered. On the reflective level, there are no sure
answers, but it has been found that people try to link their previous memories with products.

The three levels need to be analysed in different ways, but finally it provides us with the big
picture of current retail stores that explains how customers experience the retail environment on an
emotional level.

The emotional mapping tool presented in this paper is an example of the practical use of the
three levels of emotions. Based on emotional design theory, the tool can help brand managers and
designers to trace customers’ experience and assess the overall retail environment.
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INNOVATION VERSUS CONFORMITY IN LOGO DESIGN
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As design and branding have taken on new importance in business in recent years, logo design has almost paradoxically
been studied less often. This paper addresses the topic using a quantitative approach to call into question the traditional
belief that logos serve only to differentiate. It is asserted that another critical function of logos is to provide legitimacy by
conforming to design norms within industries. Similarity of logos within industries is examined using analysis of trademark
registration data from the United States Patent and Trademark Office. Logos of Apple Computer and Lucent Technologies
are discussed as examples of ineffective and effective innovative, or “deviant,” logos. Further analysis of USPTO data
addresses the question of whether innovation or conformity is a better strategy in adopting a logo design.

Keywords: Logo design; Branding; Corporate Identity

INTRODUCTION

In recent years, as design and branding have assumed more important roles in the world of
business, there has been an almost paradoxical decrease in concern with the subject of trademark
and logo design. For years, these graphical elements were at the forefront of corporate identity
design (Mollerup 1997). But as design and branding evolved and became more sophisticated,
their practitioners deemphasized logos and trademarks (Aaker 1991; Ries and Ries 2002). There
was far more to design and branding than graphic symbols, they argued correctly. Yet the logo
remains the single most visible and powerful element of any design program and its design is
therefore worthy of our attention. As Myerson (1989, 13) put it, paraphrasing designer John
Sorrell, “while logotypes and trademarks are just the tip of the iceberg, iceberg tips are actually
rather important because they’re the things you can see.”

As the practice and profession of logo design evolved in the twentieth century, so did a design
philosophy that established the ideal that logos should provide a unique image for the
organizations and products they represented. A mark’s ability to differentiate was seen as its most
important feature. This was consistent with the original notion of trademarks as unique identifiers
of the products of a particular craftsman, a notion that survived in the legal definition of trademarks.
This principle was repeated over and over in the trademark design literature:

o “The properties of being different and unusual...particularly constitute a good trademark.”
(Bayer, 1952, 51)

e “Originality is important. The mark must be instantly recognizable as different from all the
others.” (Alden, 1960, F12)
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e “The more distinctive your trademark is, the more value it has for your company.” (Knapp,
1963, 103)

e “To avoid confusion a symbol should be as different from all others as possible.” (Smart,
1982, 124)

¢ “One of the key functions of a trademark or logo is to identify a particular product, service, or
company. It follows, therefore, that the trademark or logo should be distinctive...it is
important to seek distinctiveness in trademarks and logos.” (Murphy and Rowe, 1988, 15,
italics in original)

e “The reality is that most firms and products are fairly similar...\WWhen products and services
are difficult to differentiate, a symbol can be the central element of brand equity, the key
differentiating characteristic of a brand,” (Aaker, 1991, 197, italics in original)

e “The effectiveness of a logo depends on: a. distinctiveness...” (Rand, 1991, 11)

e “The basic task of the trademark is to distinguish the communications, the property, and the
products of a company: ‘this is us, not anybody else; this is owned by us, not by anybody
else; this is manufactured by us, not by anybody else.” This task implies that the trademark
is different from those of its competitors and other companies.” (Mollerup, 1997, 62)

e “Having a logo that is just like another company’s is a waste of money...It makes no sense.
Business 101 is differentiation. It is the basis for existing.” (Pamela W. Henderson, quoted
in Vranica, 2001, B12)

SYMBOLIC ISOMORPHISM

From its inception, however, there were weaknesses evident in this definition of logos as unique
and differentiating. Since at least the early 1960’s, criticism of imitative trends in logo design has
been common in the business and design worlds (Campbell 1967; Wolfe 1972; Olins 1978).
Anecdotal evidence suggests that logos, especially those within the same industries, do often
resemble one another, and often seem to follow established norms of design particular to those
industries. This process is referred to as “symbolic isomorphism” by Glynn and Abzug (2002).
While the cardinal rule of trademark design is to differentiate, many marks have clearly imitated the
marks of more well-known organizations. This was not necessarily due to lack of imagination or
talent or other elements of “bad design,” but, | argue, because adherence to norms can help a
trademark provide legitimacy, while breaking them may lead to a perception of illegitimacy.

Consider a case involving the trademarks of sports organizations. In 1968, Major League Baseball
created a new logo to be used in conjunction with the celebration of the centennial of professional
baseball the following year (Figure 1). The logo featured a white silhouette of a baseball batter
inside a rectangle and bordered by a blue field on the left and a red field on the right.

Figure 1 Major League Baseball logo, 1968

The next year, the National Basketball Association introduced a new logo that was quite similar
(Figure 2). NBA Commissioner Walter Kennedy wanted the logo to “relate” to the baseball mark
(Slovinsky, 2006). At the time, baseball was still the undisputed “national pastime,” the most
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popular spectator sport in the country, while the NBA enjoyed considerably less national appeal.
This fact is underscored by the presence of the identifying “NBA” initials within that organization’s
mark, while baseball, as a more “taken for granted” element of American society, felt no need to
specifically identify itself within its mark. The NBA’s mimicry of the Major League Baseball logo can
certainly be seen as an attempt by a lesser-known organization to gain legitimacy by presenting an
image that is similar to a better-known organization.

Figure 2 National Basketball Association logo, 1969

Owing to their association with two of the primary professional sports leagues in the United States,
the two marks became highly recognized graphic element of the American commercial landscape.
Soon, many more sports organizations were imitating them in their own logos (Figure 3). It
became apparent that any nascent sports organization could attempt to gain an air of legitimacy by
adopting a logo that adhered to the design conventions that the MLB and NBA marks had begun to
establish.
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Figure 3 Sports organization logos using the graphic conventions of the MLB and NBA logos

This anecdote suggests the existence of patterns and norms in logo design and selection by
organizations that run counter to the conventional wisdom of the field. While the cardinal rule of
trademark design is to differentiate, these many marks have clearly imitated the marks of more
well-known organizations in a bid for legitimacy of their own.
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A QUANTITATIVE APPROACH

We may move beyond anecdotal evidence to investigate the extent to which logos within fields are
similar to or different from one another by analyzing data from the United States Patent and
Trademark Office (USPTO). The USPTO maintains records of registered trademarks dating back
to 1884. In 1983, as part of its effort to automate its operations, the USPTO created a
computerized trademark library catalog system. In order to simplify searching of trademarks with
graphical design elements (logos), the USPTO included the “design search code” as a feature of
this catalog system. The design search code is a numerical classification index through which six-
digit codes are assigned to trademarks containing design elements. A mark may be assigned
multiple design search codes as needed. So, for example, the logo of the Humane Society (Figure
4) is given the following six codes:

Figure 4 Humane Society Logo

02.11.07 Hands, fingers, imprints of hands or fingers, arms

03.01.08 Dogs

03.01.04 Domestic cats

03.05.01 Horses

03.19.03 Porpoises, dolphins

26.01.08 Letters, numerals, or punctuation forming or bordering the perimeter of a
circle

The design search code used by the USPTO is based on the Vienna Classification, created in
1973 as part of the Vienna Agreement Establishing an International Classification of the Figurative
Elements of Marks.

In addition to the design search code, trademarks in the USPTO dataset are coded along 34 other
search fields, including serial number, filing date, live/dead (whether the mark is actively registered
or abandoned, canceled, or expired), and international class (the class or classes assigned to a
mark under the Nice Agreement based upon the goods or services on which the mark is used).

Using this data set, the extent to which logos in an industry resemble one another may be
examined. According to the conventional wisdom of logo design, marks in the same industry
should be different from one another in order to differentiate themselves. Similarity within a group
of logo designs is measured using a Herfindahl index, a measure that is the sum of the squares of
the “market shares” of all the members of a group. In this case, the group is the logos within a
particular industry, the members are the design search codes that are assigned by the USPTO to
represent those logos, and the “market share” is the percentage that a given design search code is
used within those members. The higher the Herfindahl value within an industry, the more
“‘concentrated” the logo designs within it; i.e., the more they resemble one another. The lower the
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Herfindahl value within an industry, the more diversity within its logos; i.e., the less they resemble
one another.

Analyzing the dataset of over 1.2 million logos from 1884 through 2011, we find that the average
Herfindahl value for the 45 Nice industry categories is 86.54. The Herfindahl value for logos as a
whole is 76.72, meaning that the logos of the average industry show more resemblance to one
another than do logos in general. Following the prevailing wisdom of logo design explained above,
we would expect firms within the same industry to attempt to differentiate themselves from each
other in their logo designs; our analysis shows this not to be the case. In fact, the logos of 31 of
the 45 Nice industries are more concentrated than are logos as a whole.

These findings suggest that there may be norms of logo design within particular industries, and that
companies follow these norms in order to create logos that will be seen as legitimate within their
field.

“DEVIANT” LOGOS

But not every trademark conforms to the prevailing norms of design of its time and industry; in fact,
there are many innovative marks that deviate from them. Two such “deviant” logos, Apple
Computer’s original “Newton” logo and the Lucent Technologies “Innovation Ring” mark, help
illustrate the potential positive and negative effects of violating logo design norms.

From its inception, Apple Computer saw itself as an organization that did things differently than
others in the computer industry. Emerging from a Silicon Valley garage, Apple promoted an
organizational culture that valued individuality and creativity over hierarchy and routine. The name
“Apple” itself was simple, organic, and evocative, in stark contrast to the complex and technical
appellations favored by competitors. Over time, company founders Steve Jobs and Steve Wozniak
attained near-mythic status among computer and technology enthusiasts for their innovative
products and company practices. Early in its development, in 1976, Apple turned to its third co-
founder, engineer Ronald Wayne, to design a company logo (Linzmayer, 1999). Wayne created a
highly-detailed drawing depicting the famous scene of Isaac Newton sitting against a tree, his
inspirational apple hanging precariously above him (Figure 5). This scene was bounded by not
only an elaborately unfurling banner reading “Apple Computer Co.,” but a quote from Wordsworth:
“‘Newton...A mind forever voyaging through strange seas of thought...alone.”

In the world of mid-1970’s simple, abstract logos, this Apple mark was quite an anomaly,
particularly within a high-tech industry where companies typically attempted to present an image of
technical proficiency through the use of cold, impersonal trademarks (Mendenhall, 1985).

Apple incorporated Wayne’s logo on a few of its early operations manuals, but it soon became
apparent that the mark was too deviant, even for a company such as Apple. “Jobs eventually
came to feel that [Wayne’s logo] was too cerebral and not easily reproduced at small sizes,”
Linzmayer (1999, 6) wrote, “so in April 1977, he instructed Rob Janov, an art director at the Regis
McKenna public relations agency, to come up with a better logo.” Janov ultimately produced the
famous apple mark that is still used, in modified form, today. The Janov logo, featuring a “byte”
taken out of the fruit, moved the apple metaphor from the Newton legend into the Garden of Eden
and brought Apple into greater compliance with the norms of computer industry trademark design,
while retaining a degree of wit and originality befitting the company.
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Figure 5 Original Apple Computer “Newton” Logo, 1976

Apple’s quick abandonment of Wayne’s logo is notable for several reasons. The fact that Wayne,
although apparently a skilled illustrator, was, as a trademark designer, an amateur, shows the
importance that trademark design as a profession had attained by the mid-1970’s. Wayne, as an
“outsider” to the profession, showed his ignorance of, or contempt for, its norms in producing a
mark that was not only deviant in its technical aspects (i.e., its high level of detail made it difficult to
reproduce and read at small sizes, thereby limiting its usefulness) but in terms of its content (Jobs’s
characterization of the mark as “too cerebral”’ could be interpreted as a euphemistic way of
declaring it “too weird” for the industry at the time). Although Jobs was an intellectual free spirit
who attempted to foster creativity within his company, he was also a pragmatic businessman who
realized that, in order for Apple to attain legitimacy within the computer field, its image would have
to conform to expectations to some degree. His decision to drop Apple’s deviant “home-grown”
logo and to turn to a professional graphic artist at a public relations firm for a new one is therefore
not surprising.

But not every unusual design fails; some eventually prove to be effective by providing
differentiation, as was the case with Lucent Technologies’ logo. In 1995, telecommunications giant
AT&T split itself into three stand-alone companies: a $50 billion telecommunications services firm
that would retain the AT&T name; NCR, a computer company; and a $20 billion communications,
software, and electronics firm that was nameless.

The new company’s management was determined from the outset to establish a distinctive identity,
with a particular goal of differentiating itself from its parent company: it wanted to be seen as the
“anti-AT&T” (Endlich, 2004, 40). One of the biggest names in the corporate identity business, San
Francisco’s Landor Associates, was hired to help name and brand the new company. Landor’'s
Patrice Kavanaugh (1997, 22) described her firm’s initial assessment of the project: “A review of
competitive identities, particularly in the telecom industry, revealed a great opportunity to create a
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very distinctive identity for the new company. Most of the competitors possessed identities in
shades of blue or gray, with uppercase letters, and little or no symbology. Therefore, by using
upper- and lowercase letterforms, symbology, and color, a new identity would easily stand out from
the crowd.”

Figure 6 Lucent Technologies “Innovation Ring” Logo, 1996

And stand out the logo did: it was a red circle that appeared to have been hand-painted in one
quick, sloppy, continuous brush stroke (Figure 6). Lucent called it “The Innovation Ring” and said it
“represents the continuous cycle of human creativity,” (Lucent Technologies, 1996). Barboza
(1996, D9) reported that it was “a hip alternative to AT&T’s more classical icon,” and that “Lucent
executives say it distinguishes their company as bold and innovative.” Kavanaugh (1997, 23)
declared that its “hand-drawn simplicity evinces and reinforces the personal, emotional appeal of
human communication enabled by technology. Taken together, the identity’s atypical elements--
name, color, and symbol--deliver an unambiguously different, fresh, and more personal message
than the precise, harder-edged identities endemic to corporations within and outside the
telecommunications and technology arena.”

Despite these characterizations of the new logo by Lucent and Landor, its undeniable strangeness
drew the scorn, ire, and ridicule of many. As McGinity (2001, 23) put it, “Since [Lucent] was
probably the first big example of a blue-chip company taking on an esoteric name, reporters and
columnists had a field day over the name selection for months. Especially criticized was Lucent’'s
company logo: a big, red, seemingly handwritten ‘O’ that got everybody’s wise-guy instincts up to
the surface. Columns were dedicated to chastising the ugly symbol and the good money spent to
come up with it.”

Many derisive analogies regarding the logo were drawn, even by those within the company. Some
Lucent employees thought it looked like “a red doughnut drawn by a small child, or worse, an
advertisement for a paint company,” (Endlich, 2004, 43). Lucent’s senior vice president of public
relations and advertising said, “I| hated the logo because it looks like an ink smudge and it's hard to
duplicate,” (quoted in Endlich, 2004, 43). Journalists were no kinder. Scott and Gillooly (1996)
wrote, “At first glance, the logo looks more like a crude type of lifesaver, which might give folks the
wrong impression.” Others called it “the million-dollar coffee stain,” “a big red zero,” or “a flaming
goose egg,” (O’'Leary, 1997). McGowan (1997, 36) called it “just a red, splotchy circle.” The New
York Observer asked “Didn’t anyone have the temerity to question whether an inflamed zero--red
ink!--was the right message they wanted to implant deep in the [consumer’s] proverbial brain?”
(quoted in O’Leary, 1997). Some thought it more appropriate for a Silicon Valley start-up, rather
than a $20 billion company (Barboza, 1996).
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The coffee-stain analogy was particularly popular with critics. America’s Network (1996)
speculated that “perhaps AT&T’s caffeine-crazed designers were inspired by their coffee-cup
rings.” The comic strip Dilbert took a similar tack, depicting logo creation via coffee cup and
satirizing the “Innovation Ring” as the “Brown Ring of Quality.”

Because the Lucent logo was so unusual and so difficult to fit into existing categories of
understanding, its meaning was open to interpretation. As a consequence, a wide variety of
analyses of the logo’s deeper significance were put forward. Several of these alluded to the
spiritual or religious connotations of the mark.

Graphic designer Mark Fox (1999) wrote that the logo “bears a resemblance to the mythic
ouroboros, an image of a self-consuming serpent. Joseph Campbell describes the snake eating its
own tail as ‘an image of life. Life sheds one generation after another, to be born again’...Although
the connection is probably happenstance, the ouroboros is a particularly appropriate symbol for a
company born from the restructuring of AT&T,” (p. 270).

Weinberg (2000) claimed that in designing the Innovation Ring, Lucent had misappropriated the
Zen Buddhist enso, or sumi circle symbol, and he even cited an internal Landor memo that seemed
to acknowledge the logo’s similarity to Buddhist symbolism. Weinberg objected to the use of a
spiritual symbol in this manner, writing, “for most people, the sumi circle will cease to be a symbol
of Zen or spirituality or art, but rather the symbol for a telephone manufacturer.”

Marrs (1996) saw the Lucent logo as having evil overtones. Inimplicating Lucent and its parent,
AT&T, in his conspiracy theory regarding the use of technology to enslave humanity, Marrs noted
that “[tJo occultists, the circle represents their satanic deity, the great and fearsome Solar Serpent.
The fiery, red sun, or circle, is his image. Scriptures reveal his as the ‘great red dragon’...How
interesting that the logo for Lucent Technologies is a red circle,” (Marrs, 1996, 142, italics in
original). He then quoted another author, Des Griffin, who had a similar reaction to Lucent’s logo:
“One meaning of the red ring is the invincible sun...By those in the know, the light from that sun is
understood—in its deep meaning—to represent Lucifer. The name Lucifer signifies light in Latin,
as does the word ‘Lucent,” (quoted in Marrs, 1996, 145).

Such an interpretation of a logo is reminiscent of the controversy surrounding Procter and
Gamble’s “Man in the Moon” logo, which the company had employed in one form or another since
1902. For years, false rumors circulated that the logo contained satanic symbolism. P&G’s efforts
to dispel such rumors proved fruitless, and eventually the company redesigned the logo and
removed it from much of its packaging (Belkin, 1985; Salmans, 1985).

Trademarks that follow established design norms rely on the viewer’s familiarity with graphic
conventions to convey a sense of legitimacy in the product or organization the trademark
represents. “Deviant” trademarks present the viewer with an unfamiliar image, one that requires
interpretation or decoding. In attempting to differentiate itself by using a unique trademark, an
organization runs the risk of becoming associated with unintended and undesirable meanings.

Despite the ridicule heaped upon the “Innovation Ring” and the alternative interpretations attached
to it, the new Lucent logo ultimately succeeded in helping the company to stand out from the crowd
in a positive way. To some extent, this success was reflected in the praise the logo received from
a wide range of sources. Spaeth (1997, 28) praised Lucent for “hav[ing] the guts to pick...a new
symbol so casual and informal as to be unlike any corporate mark seen before” and called the
company’s unusual image campaign “a deliberate celebration of freedom and self-determination.”
Branding expert Chuck Pettis said, “It's a logo that works symbolically...One could say it took a lot
of bravery for a big company to go forward with that much humanism. | think Lucent has done an
excellent job at creating brand name awareness,” (quoted in O’Leary, 1997). Lucent’'s CEO and
president were named 1996 Communicators of the Year by Business Week for their involvement in
their company’s naming and branding (O’Leary, 1997).

Ultimately, it was the old adage that “imitation is the sincerest form of flattery” that best indicated
the success of Lucent’s risky name and logo selections. While the name “Lucent” confounded
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expectations upon its unveiling in 1996, in the ensuing years many companies, particularly those
within high-technology industries, began to adopt names featuring an “-nt” suffix. For example,
when Hewlett-Packard spun off a new scientific instrument company in 1999, it was named
“Agilent.” A company vice president explained, “the ‘nt’ on the end sounds like a technology (to
ears) around the world,” (Greenberg, 1999). In fact, the Agilent name was also the product of
Landor’s consulting work. “As naming has become professionalized, it’s led to a certain norming
standard,” observed brand planner Mark Babej (quoted in Shalit, 1999, 3). “The names have come
to sound more and more alike...now we have Lucent. And we have Aquent and Avilant and Agilent
and Levilant and Naviant and Telegent.”

Lucent’s distinctive logo, too, was soon imitated by dozens of firms (Figure 7). Gardner (2003)
declared that “natural spirals” were one of “fifteen trends taking shape in logo design.” “Imagine a
few drops of dark paint dropped into a gallon of white paint, and you stirred them just slightly,” he
wrote. “These are the less-contrived vortex or spiral shapes found in nature, not in a computer
program. There is a mix of chaos and hard geometry in these marks that suggests order and
freedom at the same time.” Two years later, Gardner (2005) wrote that “cave rings” were a logo
trend. This time, he explicitly tied the trend to the Lucent logo: “This is an outgrowth of last year's
Natural Spirals trend, even though Lucent Technologies has been around a few years now. These
designs show controlled chaos, of taking charge of natural and sometimes unpredictable
processes. They reveal a human touch applied to computer processes.”

Even the logo’s “Innovation Ring” moniker was imitated: when a new company, Invista, was spun
off from DuPont in 2003, it adopted a logo of three misshapen circles and labeled them “the rings
of innovation” (Spaeth, 2005). Less than a decade after its creation and subsequent ridicule,
Lucent’s deviant trademark had become a trendsetter.

The Apple “Newton” logo and Lucent’s “Innovation Ring” might well be considered “deviant,” in that
they depart from the prevailing norms of logo design. What is the effect of adopting such an
innovative, or deviant, logo? Two possible answers present themselves: by standing out from the
taken-for-granted clutter of trademarks, such a logo may draw additional attention and therefore
become a more effective device for symbolic communication, or the “deviant” mark may confuse,
annoy, or even anger viewers by failing to adhere to the expectations they hold regarding the
appearance of a logo in a particular industry, resulting in derision or scorn that is transferred onto
the organization or product that the symbol represents.

Analysis of USPTO data allows this question to be addressed. All marks filed for registration in the
1990s were coded on whether they contained a “deviant” design search code, which was defined
as a code appearing in the logos of its corresponding industrial category for that decade less than
0.01 percent of the time.

The “lifespan” of each mark was calculated based on its date of trademark filing and its date of
“‘death” (due to abandonment, cancellation, or expiration). The lifespan of marks that were still
“live” was calculated through 2011. The average lifespan for logos containing “deviant” design
elements was 7.96 years, while those without such elements averaged 7.71
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Figure 7 Logos imitative of Lucent’s “brushstroke” design element

years. Of the “deviant” logos, 21.2 percent survived through 2011, as opposed to 18.0 percent of
the “normal” logos.

In short, “deviant” logos seem slightly more likely to survive over time and seem to have a slightly
longer lifespan, suggesting that there may be some small advantage to employing a logo design
that flaunts convention. However, the differences seen here between deviant and normal logos are
so small as to be negligible. As well, there are many factors outside the scope of this study that
influence the survival of a trademark. Firms and products may fail for any number of economic
reasons having nothing to do with the design of their associated trademarks, taking the marks
down with them. Individual marks may be discarded on the whims of executives who are
unconcerned with their design characteristics. It should also be noted that the survival of a mark
should not necessarily be taken as an indication of the effectiveness or aesthetic quality of that
mark. Poorly designed, unappealing, and ineffective marks may remain in use while well-
executed, attractive marks are abandoned.

Unfortunately, it is difficult to draw any conclusive findings about logo design strategy from this
analysis. At minimum, though, | believe that this work calls into question the accepted wisdom that
logo design serves primarily to differentiate. We have seen here that logos within industries tend to
resemble one another, and that there does not seem to be any significant advantage in terms of
design survival to adopting a logo that goes against design norms. | believe that design
practitioners should acknowledge the power of design to convey a sense of legitimacy by adhering
to expectations about what a logo in a particular industry “should” look like, even though this sort of
function is nowhere near as “sexy” as the differentiative one long espoused. A truly effective logo,
in my opinion, is one that can both differentiate and legitimate.
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Abstract: This paper presents a design process that is based on and aims to maximize user values. Values that users
perceive important are the business objective and design requirements in this paper. User value spans a range which
extends from ‘material and physical values’ to ‘immaterial and soft values’ related to emotional and psychological values.
User values can be divided into 3 groups: functional values, emotional/affective values, and psychological values based
on users’ desires and needs. Psychological values can be further developed into the concept of common value. Common
value design is to promote not only the values of stakeholders including users, supplier, and value chain participants, but
also to take into account the common value of the public such as a community or the society.

Keywords: User Value Design, User Motivation: Desires &Needs, Common Value Design

INTRODUCTION

The success of a business can be measured by the degree to which it creates values for users and
the society. Latest social/cultural trends have been reshaping the behaviors of users and the
market. The more individual and intangible factors such as physiological pleasure, self-esteem,
relation, and empathy are becoming more significant while a diminishing weight being attributed to
convenience and fashion (IST Workshop Paper, 2007. The increased focus on empathy and
relation can be interpreted as an indicator of the need for greater emphasis on intangible ‘soft
value’, namely, emotional psychological values. The future thrust in product design can be seen in
the direction of increasing product ‘softness’, by engaging user ‘emotional and psychological’
desires. Designer needs to satisfy users’ desire to relate, engage, participate, express themselves,
and to be connected or networked, either in the virtual space or in the off-line space.

User perceived values are correlative to human motivation: desire and need. Aestheticians
asserted that user’s desire has dominant effects in experience. Human desire spans a vast
spectrum which extends from ‘material or hard’ desires, linked to instinctual, physiological, physical
elements to ‘immaterial or soft’ desires relating to emotional and psychological factors. Users’
‘desire’ creates a market for products, and influence the properties, and characteristics of products.
Furthermore, users’ desire and need determine how much users are willing to pay the price at the
moment of exchange.

S. Boztepe reported an extensive summary of value definition, property, and type in 2007. In the

paper, Boztepe defined value as exchange, value as sign, and value as experience. In this paper,
values that users perceive important are considered as the business objective and design
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requirements. It is designer’s creativity to understand and identify what constitutes user perceived
values, qualitatively and quantitatively.

Mankind's ' ‘desire, need and will’ are the driving force behind the advancement of civilization.
Unrestrained 'desire and will', however, have been the roots of calamities facing mankind. Many
current social issues are partially due to the excessive desires or greed by individuals or by
reference groups. Users’ psychological or spiritual values that are beyond individuals’ ego can be
further developed into the concept of a common value design. The key of the common value
design is to promote not only a symbiotic relationship among key value stakeholders such as
users, designer/supplier or value chain participants, but also to take into account the common
value of many and unspecified persons such as a community or the society in general. In a mature
market or in the society, the implementation of spiritual/psychological values in product/business
design can increase the value of not only stakeholders but also the common value of the public or
the society as a whole.

USER COGNITION OF VALUES

COGNITIVE FACULTIES AFFECTING USER VALUE

In product or business design, it is important to understand how and by what users are motivated
to perceive, feel, sense, experience, judge, value, and finally react. An object can be sensed, felt,
perceived, and experienced in terms of its quality, quantity, modality, relation, attribute, or features.
Users’ experience of objects can be sensory, emotional and intellectual or all at once.

According to Western philosophy (T. Aquinas, Hume, and Kant), the fundamental building blocks of
cognitions are: sensibility and logical cognition. Logical cognition is through reason, while
sensibility is based on sensation/perception. The sensibility supplies the perceptions or intuitions
with information (or feels, impressions), garnered from external phenomena through five external
senses (or primary senses), and then there is the understanding (cognition/perception), which
produces judgments of these intuitions. The understanding through reason is referred as ‘cognition
by internal sense’. Thus, the faculty of human understanding can be divided into two categories:
cognition through reason (logics, knowledge), and sensibility (understanding via feelings and
emotions). Judgment by reason or rationality can result in various forms of virtues: i.e., seven chief
virtues (4 cardinal virtues of prudence, justice, temperance, and fortitude, from Greek philosophy)
and the 3 theological virtues of faith, hope, and charity.

In Asian philosophy, human nature is asserted comprised of two elements: reason and
energy/disposition (or temperament). Reason is defined as universal and necessary principles or
knowledge, without which noting can exist and function. Energy/disposition facilitates cognition and
sensibility. Energy/disposition reacts to sensory experiences, and generates 7 types of emotions:
(joy, anger, sorrow, pleasure, love, hatred, fear). Disposition and emotions are genetically
determined and of biological nature. There are 4 types of virtues (compassion, righteousness,
humility, and wisdom) linked to reason.

In both Western and Eastern philosophy, the mechanism for understanding and perception is
similar: sensibility & cognition by reason. The remaining question is how desires intervene in
cognitive process. In philosophy and aesthetics, ‘desire’ is believed to have dominant effects in
experience and understanding. Desire, similar to ‘passion or will'’ motivates, energizes, directs,
sustains, compromises, and sometimes controls human behavior, attitude, experience, judgment,
and cognition. Human motivations span a wide spectrum of causes for behaviors, starting from
physiological and instinctual to spiritual and psychological ones. At the physiological and instinctual
end of the motivation spectrum, desires and needs, react to external stimuli with little emotional or
psychological inference. When external objects or stimuli are sensed by primary five senses, the
immediate response could be physiological or instinctual. In other words, we do not reason or be
emotional to conclude that we are hungry, thirsty, or in danger, but rather “sense or feel” that we
are.
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Asian philosophy asserted that there are five types of desires (material/wealth, fame, food,
rest/sleep, and sex). However, there could be more instinctual desires such as the instinct for
preservation of the species, or instinct for physical safety, as well as metaphysical desires for free
will, ethics, and religion at the other end of the spectrum of human motivation.

These three elements of cogitative capacities: Cognition by reason, and Sensibility by emotion, and
Desire/will affect judgment, experience, attitude, behaviors, and value. Figure 1 shows the
elements for human understanding and perception.

Figure 1: Capacities for Perception/Sensibility/Cognition

The understanding of cognitive faculties sheds light on how users experience, judge, value, and
behave, for a well balanced and mature society or individuals, all three cognitive capacities are
interacting synergistically and are in harmony and balance with each other as marked ‘balanced
zone' in Figure 1.

DEFINITION OF USER VALUES

Product experience can be reducible to the value of products. With the shift of user desire towards
‘soft and intangible’ elements, the intangible and philosophical quality of an object can be best
expressed by value. The design strategy and methodology based on material and function may not
be appropriate to address the emotional and spiritual aspect of design. As an example, for
burgeoning new media services such as Facebook or Twitter, function related values of these
services are outweighed by emotional or affective values. For most service or business design,
design approaches based on values can be much more effective in representing the total benefits
perceived by users.

For products to be properly perceived, felt, sensed, experienced, judged, and valued by users,
design of products should appeal to three cognitive elements: desire, reason, and emotion. Three
cognitive capacities balance, control, overrule, stimulate, and sometimes dominate each other.
Desire, influenced by disposition/emotion, generates various types of ‘wants and needs’. Desire,
restrained or rationalized by reason/rationality, yields ‘virtuous, spiritual and ethical’ needs.

Maslow (1943, 1971, and1998) and Alderfer (1972) posited a hierarchy of human needs by
synthesizing a large body of research related to motivation for behaviours. Maslow’s needs are
based on two groupings: deficiency needs and growth needs. Maslow’s needs span a wide range
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of ‘wants and needs’ from physiological and instinctual desires such as food, rest, safety, sex to
spiritual and transcendental needs in a total of 8 level needs.

Values are realized by satisfying users’ desires and needs, by offering experiences. In this paper,
user perceived values are divided into three categories: 1.) Values related to material, physical,
physiological, instinctual, functional desires and needs. 2.) Emotional/affective values related to
sensibility. 3.) Spiritual and psychological values based on reason/rationality. Table 1 summarizes
the list of user values based on human motivations: desires & needs.

Table 1: User Value Types based Desires

Desires/Needs Value Property Value Variables

Spiritual, Compassion, Justice, Virtuous,, Ethical, Moral,

Psychological Needs  Humility, Wisdom, Spontaneity, Altruistic Values

(by Reason) prudence,

temperance, fortitude

Emotional, Affective Joy, Anger, Sorrow, Fame, Self— Esteem

Needs (through Pleasure, Love, Intellect

Sensibility) hatred, Fear Belongings, Loved
Aesthetic
Entertainment/Hedonic

Instinctual, Physical Material, Safety/Quality/Reliability

Needs (by Sensory Physiological, Benefits Values

contact Functional . .
) Function, Operational,

Convenience

EVOLUTION OF VALUE DESIGN TOWARDS COMMON VALUE DESIGN

The focus of design has been moving on from ‘goods’ to ‘service’, and to the ‘relational design’
[Andrew Blauvelt 2008, Kenya Hara 2010]. This is a response to the social/cultural changes with
the advent of Web2.0 [Bourriaud 2008, Rifkin 2010]. The increased focus by users on individual
taste and intangible value has caused the shift from a goods based economy to a service-based
economy. Relational design can be defined as "a set of design practices which take the whole of
human relations and their social context, rather than an independent and private space” following
the concept of relational aesthetics [Bourriaud 1998].

In relational design, users are envisaged as a community. Relational design sets up situations in
which users are addressed as a collective, interacting social entity. The relationships between
users and designer should move forwards to the state of empathy, and its ability to facilitate social
interactions within a greater whole, as a dynamic system (i.e., community or society). Also, the
designer side needs be considered as a community that includes the supplier, value chain, supply
chain participants and outsourcing partners.

Due to the changing social/cultural/technological trends and user behaviors, the trends of design
are also shifting. If form follows function’ in the era of Modernism and mass-production, the current
trend in design is relationally-based in the social or community context, and ‘form follows empathy
and relation’. Relation design is to add “the dimension of human relationship and its social context’
to design.

Relational design can be further developed into the concept of common value design. Common
value design is an extension of user value design by appealing to users’ spiritual and psychological
values in the social context. A desirable business strategy for corporations or the society is seeking
the common value of the community, eventually maximizing the value of key stakeholders,
customers and supplier. The maturity and stability of the society may be measured by the degree
to which the common values are promoted and created.
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VALUE DESIGN SPACE AND VALUE VARIABLES

To analytically approach complex business design problems, this paper introduces the concept of a
value design space. A value design space is any portion of the universe isolated for the purpose of
investigating the value creating activities within it. Figure 2 depicts a value design space that
subsumes all value variables. Key groups are User, Supplier (on value chain), Micro- and Macro-
environment factors, Public factor, and Designer in the form of design thinking.

The environment factors of Figure 2 are only a sample list of environment factors. Depending on
products, and markets, the list should be accordingly modified.

The public factor represents many and unspecified persons including the public or the society in
general, which are not directly involved in offering and consumption of the object product. The
public is usually considered as part of macro-environment factors. However, in this paper, the
public factor is treated separately to emphasize the importance of common values associated with
the public or the society.

The value chain is a conceptual network that links up all value adding activities during the course of
production/delivery/consumption of products. Players over the value chain exist within the same
organization or outside of designer’s organization. Typical value contributing activities include
Outsourcing, R&D, Producing, Marketing, Sales, Logistics, and Services.

Figure 2” Value Design Space

Designer, in the form of design thinking, being located at the outer circle of the business space of
Figure 2, optimizes the whole of the design value space that entails user community, supplier
community, environment factors, and the public. Business designers are generally imposed with
numerous constraints and boundary conditions such as limited resources, social, ecological,
economical, and global factors. Designer’s creativity and innovation is to negotiate trade-offs
among diverse business constraints and variables, and to come up with a solution that is quite
different and substantially upgraded from the existing solution.

There have been many proposals and discussions as to how design thinking puts into effect
[Brown 2010, Martin 2010, Walters 2011]. In the end, however, discussions converge to the notion
that design thinking is basically a methodology for practical, creative resolution of problems. Design
thinking is a form of problem solving approaches that start with the goal definition. Some of key
attributes of design thinking from preceding researches are: Process, Strategy, Multi-disciplinary,
Holistic, Customer-centred, Analysis, Synthesis, Convergence and Group-thinking.
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Design thinking is generally considered the ability to combine logics, empathy, creativity, and
intellect to analyze problems and find solutions. Key logics developed for generations by thinkers
and philosophers are deductive, inductive, dialectic, and abductive logics. Logics are to gain new
knowledge, and find solutions for problems, based on premises. Premises are statements believed
to be true, based on experiences or knowledge. Logics are useful for making an "educated guess,
an inductive leap or the stretch of imagination”. A dialectic approach, particularly the synthetic
stage of dialectics, can be effective in group thinking or in the critical review environment.

Similar to any physical or social problem, a complex design system is time-dependent. Time
variables are: 1.) Product target time representing styles (contemporary, retro, or futuristic). 2)
Realization time or the product launching time. 3.) Life Cycle of design product:

As an active value contributor and consumer, users play a leading role in defining what kind of
values are desired and needed by business. User values are equivalent to un-negotiable business
design objectives and requirements.

All value affecting or contributing variables such as environment variables, designer factors are
similar to boundary conditions, which are negotiable constraints. Table 2 summarizes user
perceived values, and all value affecting factor. It should be noted that depending on the design
object, the contents of Table 2 should be modified accordingly.

Table 2: Value Variables in Value Design Space
Value Groups Value Parameters
User Value: (Functional, Spiritual/Moral/Ethical Values
Emotional, Psychological) Self-Fulfillment/Spontaneity
Fame, Self-Esteem
Intellect
Belongings/Empathetic/Being Recognized
Aesthetic
Entertainment /Hedonic
Quality/Safety
Benefits (Economic, Post-benefits)
Functional (Operational, UX)
Design Thinking Values Creativity
Innovation
Intellect
Group Thinking (Synthetic Dialectics)
Transformational
Environmental Value Factors Macro Environment Factors
Micro Environment Factors
Value Chain Contributors

Time Factors: Styles, Realization time, Life-
Cycle, Life.

Common Value Mutualistic value, Community Contributing
Values

VALUE DESIGN CASES: QUALITATIVE DISCUSSION

Design is essentially an optimization of the ways in which a design system and design variables
may be arranged and configured to the maximum values (utility) of users and the community.
Relation design is to optimize the value space of Figure 2 as a whole, instead of optimizing the
values of a few groups directly involved in the object business. The optimization takes the iterated
process of inference and analysis similar to any analytical approaches for physical and social
problems. The inference phase consists of selecting the most influential design variables based on
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the available data or designers’ experience, intuition and creativity; whereas the inquiry phase
consists of using what is known about the design models to scrutinize & optimize the relevant
design variables. Optimizing inquiry involves searching the parameterized space of experience or
related information and data to select the variables that promises to be maximally valuable to the
value design space..

It is important to identify the values that users perceive important from the user values of Table 2. If
a goods and service can satisfy at least one or two user value items in Table 2, it may guarantee a
success. Good examples are Facebook and Twitter, which do not offer any material or very limited
functional values, but enjoy a great commercial success by satisfying users’ desires for
‘Belongings/Empathetic/Being recognized’. Some people can even sacrifice their lives for what
they belong to. Also, Wikipedia, by providing values related to intellect/knowledge, is also gaining a
great deal of attention.

There could be a plenty of samples for the social/value design in business. A sample case is the
case of an Industrial Bank that has a considerable success (landed new accounts of $100M in a
month) by hiring a fatherly figure who appeals to potential customers emphasizing the industrial
bank’s role of supporting small and medium business for creating more jobs. This approach has
appealed to potential customers’ social or civic consciousness under the current economic
environment. Another example is that a global automobile company has made a substantial
financial contribution to a world-famous opera house in Europe. The customers of the automobile
company could experience psychological values, recognizing the connection between the donation
to the opera house and the car that they own.

As a practical design problem, let’s consider Smartphone for the year 2030 market. As the market
for a product matures, the weight of soft values (immaterial emotional and psychological) is
increasing whereas the weight of hard values (material, hardware oriented functional values) may
remain stagnant. By the year 2030, the Smartphone industry may become fully matured. We can
expect that the merits by technology, quality, efficiency, and functionalities (such as telephony, and
multi-media handling capacities) among products may be difficult to differentiate. As a result,
product design will be geared towards the enhancement of emotional and psychological values
such as intellect, entertainment, aesthetics features as summarized in Table 3.

To satisfy users’ emotional/affective desires, convergence of various values may be needed.
Smartphone can perform multi-functions that have been handled by many different types of
equipment. PC, TV, Game box, Video/camera, Knowledge box, Health-check equipment, and
Phone can converge to Smartphone. To provide seamless and integrated values to users,
convergence within or across the boundary of the supplier community are also taking place.
Contents Providers (CPs such as Google, Microsoft, and Yahoo), Network Operators (NOs such as
Vodafone, AT&T), and Smartphone manufactures are closely cooperating or they can become one
company through M&A. On the other hand, Apple’s major competitors may not be Smartphone
manufacturers. Rather, competition may come from NOs or CPs who may wish to control the brain
and heart of Smartphone similar to the PC industry of these days.

In 2030, Smartphone can be getting smarter, and all of health-diagnostic, entertainment,
knowledge, networking, and aesthetic tools can converge to Smartphone equipped with high