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ABSTRACT 

 

The aim of this paper is to provide, initially through desk and then 

through field research, a comprehensive portrait of the actual world 

of media, the dynamics affecting it and the challenges it brings to 

management for design driven innovation.  Initially through a review 

of classic media theory and observation of how digital technology is 

affecting those media, today's new trends in the media and design 

world will be highlighted. Consequently the new concept of design 

and its relevance in multiple facets of business will be acknowledged 

together with a basic definition of innovation and design -driven 

innovation. Aft er a brief review of both project and operational 

design management principles a whole set of findings will be 

reported regarding how a digital design agency operates. This paper, 

thus, addresses the question of how a successful design firm lives and 

conducts the design discourseôs exploration, and what could result as 

an important lesson for design agencies, practitioners and scholars.  

 

1. INTRODUCTION  TO THE CURRENT SCENARIO  

 

The communication scenario modern businesses have to face has 

deeply changed since early marketing theories were introduced in 

managerial practices. A whole range of both threats and challenges 

arises for todayôs media executives, who desperately need to acquire 
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new consciousness regarding major social and technological trends 

that imp act the effective and efficient delivery of their messages. 

Once innovation, and especially open innovation1 is reckoned as vital 

for every business alike, the knowledge and awareness of media 

theoryôs intricacies, combined with an understanding of design 

management can give a further improvement to strategic and 

executive practices regarding the effective management of digital 

design. Knowledge and technology management have become the 

no-longer-secret weapon for success; and their correct application 

directly relies on managersô consciousness of the actual and future 

quest for innovation. Next to such consciousness, managers being 

involved in developing any kind of content for different media are 

required to have a broad spectrum of competencies and skills usually 

tightly related to their communication capabilities and the ability to 

enhance teamôs openness. Those times in which focus was all about 

either inside or outside are gone forever. The entire world is now 

more than ever a ñvillage2ò, so small that everyone has the power to 

express relevant opinions and personal skills capable of either 

positively or negatively affecting entire industries. In a place where 

everyone can leverage on the entire globeôs potential, media content 

creating companies must succeed in correctly managing their people, 

and as a direct consequence, their knowledge absorptive capacity and 

creativity. Human creativity can, in fact, give birth to those factors 

determining a companyôs survival in face of fatality, but its 

occurrence is not subject to any casualty or magical rite. Digital 

design management, indeed, means shaping the best environmental 

and process premises for the birth of cutting -edge, beautiful and 

effective content.  

Since content cannot be conceived, without falling in a snag, as 

independent and not influenced by the medium used for its delivery, 

                                                           
1
 Chesbrough H. W. (2006), Open Innovation, Harvard Business Press 

2
 McLuhan M. (1964), Understanding Media, Routledge and Kegan Paul 
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this paper embeds the study of the medium, in both its generic theory 

and case specific examination .  

Design production became digital several years ago when it moved 

to computer screens, but it is only in recent times that digital 

technological pervasiveness allowed for direct  digital fruition. This 

new digital world brings an  entire new set of both flexibility and 

interactivity  characteristics to the actual media context. Finally, what 

is becoming the archetype technology for interactivity  is the Internet, 

the ever growing and most diffused digital medium. The simple 

acknowledgement of its relevance makes it impossible to avoid, any 

longer, the time to understand its role in defining a groundbreaking 

and exciting world of digital design.  

 

2. MEDIA AND DESIGN  

 

It is impossible to write about design without making any 

reference to media, through and in which, the former express itself, 

unfolding its captivating power. Design can be reckoned as being, at 

the very same time, the shell and the inside of mediumôs various 

guises, making the study of both essential to each other; this is why 

design managers are required to own a thorough knowledge and 

consciousness of the world of media. 

 

2.1  Media Theory 

 

As defined by the Modern Language Association (MLA), media  

are those tools used to store or deliver information or data3. The 

words media and therefore medium  are expressions also known to a 

wider audience with their more common name, mass  media , 

mistakenly called this way because of their ability to reach very big 

                                                           
3
 http://en.wikipedia.org/wiki/Medium_%28communication%29#cite_note-0 
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audiences. Mass media are just one typology of media, defined this 

way because of their unique power to deeply and simultaneously 

involve people on the same matter. Media are, more generally, used 

to deliver any kind of content to an either specific or general 

audience, and even though mediaôs role in such a communication 

process could be considered as absolutely neutral in respect to 

content delivery, they actually play a very important part  in affecting 

the audienceôs real set of perceptions.  

When dealing with media theory it is of paramount importance to 

distinguish between the content of the medium, and the message the 

public receives. There is indeed, no uncertainty in accepting that the 

same content can be delivered through many different media4, but 

neither the same reaction, nor the same perception, thereôs to say 

message, would be respectively created or encouraged by and in the 

audience. Accepting the truth of this statement opens the way to a 

much wider awareness of the world of media, for which the medium 

in itself is able to deliver to its public a message, which is quite 

beyond the content it carries. As already demonstrated by major 

media study scholars:  

 

The medium is the message 5  

 

This means that understanding a mediumôs underlying 

mechanisms, those working behind its functioning and influential 

power is essential for all subjects whose main activity comprises any 

kind of communication. A clear -cut example able to demonstrate 

mediaôs capability to deliver a message and affect its public 

regardless of any content is the electric light6. The electric light, with 

                                                           
4
 I.e. The very same commercial aimed at fostering carsô sales can provoke different 

typology and intensity of reaction and feelings in the audience, whether the 

commercial is being experienced through radio, TV, internet, etc. etcé 
5
 McLuhan M. (1964), source quoted 

6
 Ibidem 
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its straightforward function doesnôt carry any content; it just 

illuminates the environment where a moment before there was only 

darkness. It doesnôt explicitly speak to its users unless when used for 

showcasing written words, as what happens for advertising screens. 

Based on this reality it is easy to see how the introduction and then 

diffus ion of electric light usage brought a new message in mankindôs 

daily life. Since the introduction of Edisonôs light bulb a countless 

amount of life related issues have changed; the architecture of houses 

and rooms changed in order to allow electric lightôs installation and 

effective functioning, the activities carried out during evening and 

night hours changed radically, together with the cityscape, which 

changed accordingly. Where before there was curfew in the streets 

and resting time, electric light brought new nightlife, extending 

human activities to another, not yet fully exploited timeframe.  

Although the electric light example is very straightforward, other 

media can be proven to live a life of their own, capable of shaping 

modern manôs life without even letting mankind realise it. Since the 

dawn of human history, men have dealt with technologies of very 

different kind such as weapons, numbers, written words, telephones, 

radios, movies, cars, housing and light. Each and every one of these 

technologies can be considered as media since they all are carrying a 

variety of messages to their users and the rest of the mankind whoôs 

aware of them as a reality. Messagesô perception can vary also upon 

the typology of audience it interacts with; men and women belonging 

to very different cultural patterns are likely to react differently to the 

same medium and content. This distinction can be made clearer to 

the reader by simply comparing the Western culture to the Eastern 

one, the latter referring to countries like China or Japan. These 

different cultures in fact, nurture a rather dissimilar relationship 

with their senses whereby the latter embody a more harmonic and 

balanced use of their sensorial perceptions that contribute together 

to a synergetic meaning to the world, whereas the former are more 
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visually stimulated. In fact, visual stimuli  are stronger in Western 

people than they are in other cultures, where the complexity of 

perceptions coming from all senses, actually acting as a whole in 

their synaesthesia, is far from being effective on them if condensed in 

the unique sense of sight.   

It is possible, thus, to notice how unique and special each 

relationship between man and the various technologies/media he 

uses, can be. Behavioural, psychological, affective and conscious 

perceptions change every time a new technology is introduced, and 

as a consequence, a new medium is introduced; there is, indeed, a 

peculiar connection between menôs set of senses and the variety of 

existing media. Media can be considered extensions of human 

senses, a thick and interconnected muddle of nerves able to expand 

human perceptions beyond bodyôs boundaries. Each and every one of 

them can be furtherly categorised as hot  or cold 7 media, depending 

on the degree of participation they require from the people 

interacting with them. Hot media are those media not requiring for 

high involvement and information elaboration. They are usually 

characterised by high resolution and richness in content and form. 

Cold media, instead, are likely to involve more their audience, since 

they are characterised by lower resolution, therefore allowing the 

audience to fill -in the missing information. Cold media are likely to 

exercise a rather different influence on the audience than hot ones, 

since the latter are historically characterised by a much lower degree 

of interactivity. In the following table a list of some of the most 

important media in human life is provided, together with their 

classification as an extension of human senses and hot or cold 

medium.  

 

 

                                                           
7
 McLuhan M. (1964), source quoted 
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Table 2.1 -  Media, s enses and typology 8 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Printed Word  

The birth of the ñprinted wordò as a medium is recognised as the 

major change in the history of media. It transformed the unique  and 

difficult to replicate oral communication into effortless process of 

uniform repeatability. Through the visual metaphor of the alphabet, 

the printed word warmed up what was the highly involving event of 

transmitting knowledge and information through tribal rituals. Its 

uniformity and lack of visual meaning made it possible, especially for 

the Western cultures to develop detached sensitivity and low 

involvement capabilitie s, in respect of the outer world. The book, 

which is the highest expression of how the mankind has given an ear 

for an eye9, slowly releases its plot to the reader who has poor 

aptitude in questioning and deeply feeling what is being sent to him. 

He or she accepts and swallows the content usually as passively as a 

                                                           
8
 McLuhan M. (1964), source quoted 

9
 Ibidem 

Medium  Sense/Capability  Type  

Printed 

Word 

Hear  Hot  

Radio Speech Hot  

Phone Hear/Speech Cold 

Car Skin Cold 

TV Touch Cold 

Movie Touch Hot  

Housing Skin Cold 



Maria Cerase 

11 
 

patient accepts and benefits from an intravenous injection. Because 

of these features, the capability to detach certain aspects of life from 

others constitutes a peculiarity of those cultures, which have 

appreciated the printed word the most: the Western cultures, and 

especially the Anglo-Saxon ones. Next to the book, there are other 

forms in which the written word expresses itself, such as the 

newspaper, which resembles the more to a mosaic form of visual 

framework and, the very same art of typography10. Far from being 

neutral  typography, for instance, possesses the power to give a 

variety of different meanings to any kind of content, being it a book 

or an advertisement. 
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 See Box 2.1 ï Helvetica and typography 

Box 2.1 ï Helvetica and typography  

An interesting and recent piece of typographic studies regards 
ñHelveticaò, the font created by Max Miedinger and Edüard Hoffmann in 
1957. In 2007, for its fiftieth anniversary, an independent movie directed 
by Gary Hustwit won the attention of the design and media world.  

With its work Hustwit 
highlighted the power this font 
exercised on western everyday 
life, and perhaps politic history 
and culture. In watching the 
movie, it is surprising to notice 
this font is used practically 
everywhere, and to discover in it 
the power to shape major social 
events and attitudes. With its 
minimalistic style and only 
apparent neutrality Helvetica, 
here typed in its own font, makes 
its presence rather subliminal yet 
permeating in our 
consciousness.  
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Radio  

Proceeding along this brief review of the major mass and non-mass 

media, the radioôs relevance during history takes the stage. Radio 

proved itself as the most influential weapon for propaganda, 

nationalist regimes in Europe have benefited from, during the first 

decades of the 2oth century. Its power to speak to the deepest soul of 

individuals awakens those feelings of tribal affiliation that were dead 

because of printed wordôs detaching influence. Listening to radio, in 

fact, constitutes a 1-t0 -1 bond between the speaker and the listener, 

where the latter is not likely to perceive the social impact of speechôs 

content, but is rather prone to greet it as if it was his very own stream 

of consciousness. So, even though it could be seen as a mass medium, 

since its reach is very big and allows for simultaneous involvement, 

the relationship between listener and the radio is of private 

dimension.  

 

Phone  

As for the radio, the phone constitutes an extension of manôs 

hearing and speaking capabilities. Their similarity,  though, stops 

here, since the relationship connecting phone and radio users and the 

effects these two technologies have caused to them and the entire 

society, are rather different.  

Unlike radio, in fact, the telephone is a cold medium. It asks for 

high participation since it involves two parties who must devote high 

concentration  to their communication. In addition to such 

communication, the message consisting in voice and sounds is of 

tribal completeness, doesnôt allowing the two speakers room for 

visualization. Western people, being dominated by visual stimuli, 

when talking to someone on the phone can easily be seen as doodling 

or feeling the urge to doodle11 and therefore connect themselves to a 

visual stimulus. In addition to such observations about the  phone it is 

                                                           
11

 McLuhan M. (1964), source quoted 
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also possible to say that it has affected different aspects of life, first for 

its entertainment capabilities and then for its potential as facilitator 

of business related communication. In the same way as electric light, 

the telephone and later the mobile phone, have affected housing 

architecture, furnishing and clothing industry. House architecture 

and furniture design have been affected by phone availability 

requirement, shape and colour. The same holds true for clothing, now 

matching or all owing for high mobile phone portability and relevance 

as a status - symbol.  

 

Car  

The car represents an extension of human skin, actually more than 

a shelter to protect the body, but a major way of self-expression. Carsô 

social attributes are well known by media students; they represents at 

the same time a transportation mean, a second skin to show to the 

world, a second home where to live experiences, a place where to 

build a private self. In each culture where private transportation by 

car is highly diffu sed, it is possible to see how the car itself shaped the 

surrounding environment. The urban landscape changed, allowing for 

larger streets and highways. Suburbs and countryside were 

repopulated, since work-place and home stopped coinciding. Law and 

respect for rules changed accordingly, since with the diffusion of the 

car, new room for regulation of human behaviour was needed.  

Although the car is the child of Western attitude for scientific task 

division, its use and influence on life is rather different b etween 

America and Europe. In the former itôs not perceived as a mere 

vehicle for transportation, it rather represents a second home, the 

relevance of which makes it a true social splitter. People are divided in 

car owners and non-car owners. In Europe, instead, the car has 
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assumed more utilitarian meanings, almost reducing its driving to 

pedestrian behaviour12. 

 

TV  

The Television represents a complex metaphor of human tactile 

senses. With its power to affect multi-sensorial perceptions, where the 

touch is predominant, it allows for high and deep involvement. TV is, 

indeed, a cold medium, characterised by low visual definition. Low 

visual definition calls for closure and information filling activities by 

viewers, according to the psychological principles of gestalt13. This 

characteristic of cold medium makes the TV the ideal instrument for 

deeply involving a vast chunk of audience in hot topics such as 

politics; it is, in fact, not rare to witness how intensely involved people 

get when watching a TV debate, how it is natural for them to even talk 

and try to interact with the TV. An other countenance of Television, as 

a deeply involving and social medium, regards how the vision of any 

content results as more appreciated when experienced on TV, in 

respect of when experienced on a private scale. Big events like sport 

matches or movies are unconsciously more appreciated when 

watched through television, than when experienced in private, as 

from a DVD or any other recording device, because of the social 

power this medium possesses. The awareness that other people may 

be watching the same show, at the same time that they may be feeling 

in the same way satisfies deeply rooted social needs for tribal 

affiliation. Television has shaped and affected architecture, furnishing 

and the relationship audience nurtures in respect of electric devices. 

It is interesting, indeed, to realise how households perceived the 

television during its early years and how this perception is different 

nowadays. In the past, a television almost represented another 

                                                           
12

 McLuhan M. (1964), source quoted 
13

 Wertheimer M. (1944), ñGestalt Theoryò, Social Research, Vol. 11, no. 1 
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member of the family, covered with cloth, religiously respected and 

not excessively used. 

 

Movie  

The movie, as the television, represents a complex set of multi-

sensorial stimuli able at delivering huge amount of information in a 

few seconds. Unlike the television, indeed, the movie is a hot medium, 

since it doesnôt allow for high involvement, but calls for openness to 

message receiving. Movie is a hot medium, mostly because of its high 

definition and information condensing power. A several  pages 

description in a book can be represented and delivered to the 

audience with equal or even higher intensity using a scene lasting 

only 30 seconds. With high definition, the viewer feels no need to fill 

information, and therefore lets him or herself b e guided through the 

plot, usually without questioning on the consequences and the 

interdependencies of the whole story. Once again, these statements 

strongly depend on the culture they are referring to. Non -Western 

cultures reacts differently to movies, and this was especially true 

before the introduction of sound, which strengthened even more the 

information richness this medium is characterised by, making it even 

hotter. Finally, movies constitute a very popular discussion subject 

because of the social meaning they are able to represent. Having seen 

the same movie is a very effective basis to relate two humans who 

likely experienced similar emotions and nurture quite the same 

memories about it.  

 

Housing  

Housing is what can be defined an old medium. Since human 

historyôs dawn, housing constitutes at the same time a basic need and 

a form of self-expression. Every manôs house constitutes an extension 

of his skin, the purpose of which is providing shelter from any 

bothersome external agent. Housing is a cold medium, since it calls 
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for deep involvement by everyone interacting with it; in fact, it 

constitutes an indispensable environment for carrying out several 

activities and to express both social and individual needs. Within the 

housing framework, the design and architecture elements play a very 

important part in defining semantic and emotional values of three -

dimensional space. Housing is also accountable for strongly affecting 

and being affected by a whole series of media, the description of 

which has just been provided. It has been shaped by city planning and 

car compliant requirements. The rooms and activities within its walls 

have changed since the introduction of media such as the TV, radio 

and the phone, which suddenly made this silent place of shelter and 

rest, available for any disturbance and incoming message from the 

outer world.  All of the cited above media constitute a complex world 

of stimuli, which unconsciously affects several aspects of menôs life. If 

adopting the same perspective used in describing those media, it is 

rather easy to recognise numbers are actual extensions of touch14. The 

whole perception related to counting is connected to tactile 

capabilities.  

The mere existence of many different media, each of them 

interacting with us during ev ery day life, extends the consciousness of 

the surrounding world; for this same reason, the new generation of 

individuals who are fully embedded in an integrated media world, is 

increasingly involved in any kind of stimuli, no matter if far in 

distance from their physical placement or if indirectly regarding its 

own social group. Each and every one of us humans, indeed, as living 

in this age of instant electrical media, can nowadays feel the entire 

                                                           
14

 Children usually learn to relate themselves to numbers up to 3 when they are 2 or 

3 years old. The comprehension of quantities exciding ñ3ò happens later and the 

acknowledgement of this achievement is usually obtained by asking the child to 

show the quantity; this can either happen by showing the exact number of fingers or 

by grabbing that exact quantity and showing it to who questioned him. Another 

example could be represented by the instinctive need to count change by touching it 

and setting it apart, or counting by pointing at things with a finger. 



Maria Cerase 

17 
 

worldôs events and experiences on their  own skin15, interact  with any 

kind of technology with unforeseen depth.  

Moving forward through media theory, every medium, like the 

written word has as content another medium, in this case the speech. 

Observing the world from this perspective, itôs like watching it 

through a new pair of glasses, completely new and unfamiliar at the 

beginning. When managers will become sensitive to how, previously 

unnoticed media, like typography can affect the content they are 

producing , a new world will appear in front of them. Liaising  this 

concept with the tasks professionals developing this type of new 

media must conduct, they also have to acquire such new awareness 

and embed it in their daily thoughts . In particular, design managers 

must acquire that  awareness and embed it in their daily thoughts, 

since design and medium are tied by an everlasting liaison . Those 

managers, who are unable to understand the world of media their 

business is working in, can be considered as dangerous as a ticking 

bomb in a box is: ready to carelessly destroy everything around it . 

 

Design is to the medium as merits and flaws are to a character in 

a play, or as pencil is to paper. Without paper or any other surface or 

material, no creation is achievable, but itôs with the pencil that each 

piece of paper becomes different from the others and offers message 

and value to those enjoying it. By following this principle any 

strategy which acknowledges design as core, must also have a clear 

and defined perception of which will be the media to be used, their 

interdependent  characteristics, how they will interact with each 

other and therefore, which will be the reaction this synaesthesia of 

messages, feelings, associations and attributes will call forth from 

the audience. 

 

                                                           
15

 McLuhan M. (1964), source quoted 
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2.2 Emerging trends in the media world  

 

Todayôs managers, and especially content producers, experience 

an ever-evolving media environment. Old and new media integrate 

with each other at many levels, reaching unforeseen degrees of 

internal and external complexity. This new intricate reality is mostly 

the result of a process named convergence ; namely, this 

phenomenon has been defined as an intense flow of different kind of 

content and on exchange of technologies, taking place across 

multiple media platforms 16. Unfortunately, this word is often 

mistaken as describing only the technological aspect of the 

phenomenon. Convergence, instead, is a complex trend embedding 

at the very same time technological aspects and socio-cultural 

changes17 too. Technological aspects mostly refer to the increasing 

compatibility features e ach medium has. Socio-cultural 

countenances comprise the integration of usage patterns among 

people. Convergence thus, is a silent and slow trend the effects of 

which are, nonetheless visible and throbbing.  

Convergence can be witnessed as affecting rather old media like 

the printed word, car, housing, and TV too. All of them are 

experiencing huge technological and socio-cultural change, 

impacting their relative manufacturing industries and users alike. 

The very same relevance of printing on paper as a primary source of 

knowledge and information acquisition is changing; the reading 

experience is delivered to the audience through many devices, each 

of them based on rather different technologies18. Cars arenôt mostly 

made of engine and mechanical parts anymore; they are hybrid  

                                                           
16

 Jenkins H. (2005), ñWelcome to convergence cultureò, Receiver #12, Rights 

reserved to Vodafone 
17

 Ibidem 
18

 Itôs easy to realize how the reading experience can be enjoyed either through 

classic media such as books and newspaper, but also through text messages, e-

books, electronic portable devices such as the brand new Amazon.comôs KindleÊ, 

reading device. 
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systems where electronic components are overtaking in quantity and 

relevance the mechanic ones19. Same thing is happening with TVs, 

housing and furniture. Their structure and features are experiencing 

major alterations; the electronic compo nents in each of these media 

are increasing, as for the car example, in both quantity and 

relevance. Housing, furniture, electronic and electric devices are 

integrating one with each other, giving birth to a new science of 

building and living the house: do motics . Domotics, indeed, belongs 

to building automation disciplines, and it aims at automating private 

house systems with the purpose of improving comfort and security of 

residents20. These observations highlight how the convergence 

phenomenonôs common denominator can be tracked back to 

electronics and digital technology. Increasing micro processing 

power, advancements in software engineering and modular design 

represent the glue holding everything together, the glue holding the 

bricks of a present that increasingly resembles what was pictured as 

future in 10 years ago science fantasy movies. To this extent, the 

media resulting as more affected by these phenomena are the 

communication ones, such as the telephone, TV, and ultimately, the 

Internet. The intensi ty of communication thatôs now available 

couldnôt be dreamt of ten years ago. Everyone everywhere, anyhow 

can intensely experience and communicate with anything. Same 

content can be enjoyed in a variety of ways, regardless of the specific 

support.  

It is r ather common when referring to technological convergence 

in the communication field, to get into the so -called black box  

fallacy; according to this theory, in fact, in the future all the content 

and remote control systems will end up in a mysterious ñblack boxò, a 

unique device resigned to rule in our living rooms and where 

                                                           
19

 Leen G., Heffernan D. (2002), ñExpanding Automotive Electronic Systemsò, 

IEEE Comput., Vol. 35, no. 1, pp. 88ï93 
20

 http://en.wikipedia.org/wiki/Domotic 
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everything will be accessible from. Though this picture of the future 

could result as fascinating, we already are in a convergence 

revolution, though the black box hasnôt appeared yet. Many thought 

the mobile phone would have become futureôs king medium21, 

though several other devices have appeared on the scene and carved 

out their very own space22. From a social point of view, the 

convergence and therefore the integration of media involves the 

public in a new way, wrapping him in a dimension of total 

consciousness, knowledge and experience. He or she can be easily 

reached by any content as if it was originated from the person sitting 

next to him or her, actually feeling involved in what is experiencing; 

he can decide to affect what is happening at that moment in his 

house or workplace without having to move from his couch. The 

wholeness of the media world surrounds everyone in building up new 

perceptions; for this very same reason media planningôs relevance 

has recently grown among communication related activities 23. 

Reaching the consumer in the right moment, way, place and through 

the most proper media is of huge concerns to all communication 

industryôs players. 

For what concerns the purpose of this paper, design plays a key 

role in every aspect of the convergence phenomenon: at the same 

time, in fact, it satisfies the need for shaping devices in making them 

optimal life companions, easy to use, durable, aesthetically 

pleasurable and compliant with multiple tastes. It organises the 

content all these devices are supposed to deliver to the audience and 

it helps in carefully planning user experience. To such extent, the 

convergence phenomenon is likely to give birth to a dominant 

                                                           
21

 Namely, the black box 
22

 i.e. Mp3 music players without phone calling capabilities, or portable DVD-

players, electronic newspapers, etc. etcé 
23

 Arens W. F. (2007), Contemporary Advertising, McGraw-Hill  
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design 24 in digita l and electronic compatibility features belonging to 

several different media. User interfaces, portability features, touch 

screens and other input devices may happen to represent primeval 

signals of such a dominant design. 

 

Figure 2.1 Whole -wrapping media world  

 

 

 

 

 

 

 

 

 

 

*i.e. older media such as clothing, light, home and furnishing.  

 

Although all of these media are playing important roles in affecting 

daily life, it has been the Internet the platform of the integration 

process25; in it, in fact, every content is collapsing, building what is 

likely to become a global human consciousness, not only able to 

gather information, which is properly a computing task, but also to 

transform and deliver such information in its elaborated and 

embedded form: knowledge.  

The study of the Internet medium has actually been at the heart of 

last decadeôs new media studies, though a complete and exhaustive 

theoretical framework to categorize this medium is as difficult to 
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reach as taking a well-focused photo of a fast moving object. The 

nature of the Internet as a medium can, indeed, be recognized as 

rather hybrid; in it both old and new media dwell. Old media can 

actually find their digital alter ego, a futuristic, real -time, enhanced 

version of themselves; for instance, newspapers and the very activity 

of providing news and distributing them to a critical mass of people 

has radically changed since the diffusion of the Internet, by making it 

substantially different from the paper -based version, though 

preserving some of its mosaic nature. On the other hand, new media 

find in the Internet a very comfortable habitat and high pervasive 

power. The World Wide Web and the whole of its components have 

been found to have three different functions, which make it a 

multidimensional technol ogy26.  

These functions are: 

¶ Information retrieval;  

¶ Information giving;  

¶ Conversation capabilities27. 

 

As a network good, the value of the Internet as a medium increased 

with its diffusion 28. The more the people being online, the more other 

people will start surfing the net  and enjoy the experience; indeed it is 

a social catalyst through which the fundamental human need for 

communication is achieved in a computer mediated way. And in this 

way, information is provided and received at the same time, by a 

variety of people. Publishing privileges are not restricted anymore to 

an élite; communication becomes inexpensive and finds no space or 

time boundaries. Itôs in this environment digital design and 
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management practices find, respectively, infinite expressive potential 

and exciting challenges. Design constitutes the essential factor for 

both ñhumanizing ò and innovating the meaning  of the 

Internet . It makes this platform increasingly enjoyable, accessible, 

vital and understandable by the audience; the higher the quality of 

design expressed through this versatile medium, the higher the 

relevance and rate of use the network will gain. 

 

2.3    Innovation and Design  

 

Along this paragraph the connection existing between innovation 

and design will be made explicit. After a firs t introduction to design 

and digital designôs definitions  and relevance in the actual business 

scenario, the concept of innovation and how it can be achieved 

through design will be examined, illustrating the major 

characteristics of a design research process. 

 

2.3.1 Todayôs design 

 

Before introducing the concept of innovation and design driven 

innovation , it is of pivotal importance to provide a definition and 

description of design  able at truthfully representing its power and 

pervasiveness.  

 

ñDesign is the activity that gives  

form and order to life arrangementsò29  

 

Through design, the exceptional human capabilities of planning 

and organizing the natural external environment in better serving 
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human needs, find their highest expression30. The very same 

etymology of the word ñdesignò31 expresses how the design activity 

implies a harmonic understanding of the entire world applied with 

the purpose of rethinking and organizing it in the best way possible. 

Designers, thus, are the men and women who actually shaped 

everything that is possible to enjoy as a creation of man, as what is 

not part of the endowment of nature. The texture, colour, cover of 

this thesis, the typefaces used to write it, the clothes and the wrist 

watch the reader is wearing, all of them were designed by someone. 

Everything is around us was once designed and acquiring the 

consciousness of designôs pervasiveness, of its domineering presence 

in life, constitutes the first step in the long and exciting path to its 

understanding and management.  

During hist ory, design acquired different meanings. From a 

limited perspective, which looked at it as a mere matter of aesthetics 

and styling, it arrived to play the role of gravitational magnet of 

strategy. Design is now acknowledged the power to constitute a basis 

for building sustainable competitive advantage 32 both on a market 

and technological perspective. Corporate firms and design agencies 

have proven to the market how a valuable investment is considering 

design and its management as a core function, since itôs likely to 

repay in stronger market  position, higher premium price , 

technological leadership, positive associations, public 

acknowledgement and supportive attitude by opinion leaders. Names 

like Decathlon, Apple, Eva Denmark, Motor ola, Ideo, Fuseproject, 
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 Indeed, design comprises a set of disciplines such as: Graphic Design, 
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Whipsaw, Alessi and Ziba Design33 are only a few of those companies 

which wisely made design their fixation.  

In the same way design permeates countless aspects of human 

daily life, it also lives in numerous facets of any companyôs goings-on, 

and this is especially true for companies like those cited above. 

Designôs several disciplines affect internally and externally their 

activities. The law of ógestaltô indeed, attributes to design the power 

to affect humanôs cognitive, emotional, sociological and situational 

psychology34. Graphic design, illustration and more accurately brand 

design, for instance, contribute in the process of creating a visual 

metaphor able at effectively communicating all the set of personality 

and cognitive traits a brand identity  possesses. The design 

department and its management, in this case, works shoulder-to-

shoulder with the marketing one, since they share the common 

purpose of visually communicating, through a variety of media 35, 

strong and positive associations, feelings and images. Furniture, 

environmental and interior design shape a companyôs workspaces 

and branches, by providing physic and semantic attributes to the 

work and client -contact place. Those attributes are likely to affect 

behaviour, commitment and performance of every subject interacting 

with it 36, both as an individual and as a group. Information design 

inevitably affects knowledge sharing capability within and between 

knowledge systems. Experience design and industrial design, 

respectively refer and affect the operational side of a companyôs 

business by shaping their main material and intangible attributes.  
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34
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2.3.2 Digital Design  

 

Digital is everything was not born on paper or any physical 

support. It is everything to which was given birth on the screen of a 

computer or tha t has been encoded on a digital support37, by using 

the binary numeral system. Digital design is considered as a 4-

Dimensional design discipline 38; this means it deals with multiple 

sense dimensions synchronically steered to deliver a surrounding 

multimedia experience. Digital content can be considered as being 

substantially the same when thinking of it as pure binary 

information: a series of ñ0ò and ñ1ò can represent either a number, or 

a glyph, or a pictureôs pixel. Though, the value added digital content 

is able to provide resides in all multimedia devices able to translate 

that limited amount of bytes of information into high quality output. 

Digital content exceeded analogueôs quality on the basis of higher 

resolution, or more generally, higher delivered stimuli or information 

to the consumer. In addition to these just mentioned, t here are other 

aspects to take into account that make digital content the new 

dominant archetype: some of its characteristics comprise the 

capability of preserving quality of the original in each copy, easy 

storage and transferability. Moreover, these features make digital 

technology a boundary-crossing medium. Hence, the result of digital 

creative work can be either enjoyed through analogue media or in its 

native digital environment, which  is to say through digital media. 

Indeed, digital media are defined as ñthe creative convergence of 

digital arts, science, technology and business for human expression, 

communication, social interaction and educationò, by Digital Media 

Alliance Florida. More specifically, as design has been understood to 

be inextricable from any kind of medium, it is easy to see how digital 
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content relates to digital media, therefore creating the world of 

digital design. Differently by design, digital design  is more difficult 

to define. Compared to when early generic design studies took place, 

digital design is a subject the studies of which have arisen rather 

recently. Scholars are today concerned if considering digital design as 

a designôs branch or as a substantially different subject to be 

acknowledged as separate from traditional design view. Far from 

giving an answer to such a high-pitched debate, it is however possible 

to state here, that digital design has actually introduced 

revolutionary perspectives and practices to the entire design field of 

studies. Digital design can, in fact, be more comprehensively 

considered as a new set of technologies and unique media of design 

that are transforming both traditional definitions and concepts of 

design39 and designersô core thinking 40. The degree of new freedom 

and complexity managing digital  design environment brings to its 

designers, allows for brand new challenges and unforeseeable 

horizons. From the perspective of digital design studies, the most 

investigated design discipline so far, even if not the only one, has 

been Architecture; digital design tools have provided architects new 

room and perspectives in experimenting with their arts.  

The combined influence of digital design tools and the digital 

media has affected the pivotal figure around which the whole process 

spins: the designer. The digital age designer shares many 

commonalities with every other designer, though it is possible to spot 

relevant differences, which set him apart. Every designer shares a set 

of expertise areas; though very diverse from each other, they find in 

the figure of the designer a harmonic reconciliation. These areas 

comprise perception capabilities, imagination, geometry, dexterity, 
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manipulation, testing, processing, visualization and mate rial 

knowledge41. Digital designers, in addition, favour thinking in a non -

typological and non-deterministic 42 way; by using digital tools they 

can and are willing to create uniqueness in each piece of their work. 

The digital designer is, thus, strongly infl uenced by multiple trends, 

tools, and media all of them bringing him to a whole new level of 

expression. They are able to manage ever growing complexity, a kind 

of complexity that brings them in following new thinking paths, 

where their capabilities expand in multiple and very diverse 

disciplines. Parametrical thinking and coding capabilities add to 

those form-organizing abilities every designer has. This generation of 

designers, those who actually were born in the digital revolution, 

could be defined as ñdigerati 43ò, namely a new class of digital literati , 

whose design capabilities comprise mastering the wholeness of the 

digital world, from its consumption to its creation 44. This is the new 

class of designers managers need to understand and let express at 

their highest level, since in the design approach is possible to find a 

structured action path to successful and rewarding innovations.  

 

2.3.3 Introduction to Innovation  

 

The word ñinnovationò is among the most abused and misused 

words in todayôs business scenario. Especially during the past two 

decades pronouncing the word innovation  acquired magical 

features in constituting a passe-partout explanation to any problem 

or success. Though its diffused utilization, few are the companies, 
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managers and scholars wh0 actually know what this word truly 

means; and the real reason why those subjects actually know what 

innovation is, lies in their consciousness of the countless facets, 

nuances and meanings it can have.  Indeed and unfortunately a 

univocal and stable definition of innovation hasnôt been formulated 

yet; though the many partial existing definitions can deliver the basic 

fundamentals of its study.  

One way to define innovation could be: 

 

Innovation as the capability of  

continuously reinventing themselves 45  

and the wo rld, without any sort of mental restrain  

and with the purpose of reaching ever increasing  

levels of performance.  

 

The key words provided in this narrow yet inclusive definition are 

the ones referred to the inventing  activity it involves, the many 

players  concerned by it and the performances achievable through 

it.  

Invention  is a fundamental part of the innovation process46, 

since the lattersô creative-disruptive process finds its strength in the 

quality of the idea. Albeit this statement they donôt have to be used or 

confused as synonyms. The inventing activity comes from 

individualsô ideas devoted to the solution of a problem or to a better 

understanding of the world. The birth of an invention isnôt usually 

driven by commercial purposes; it may happen though that an 

invention could have trade potential, and in this case it will be the 

process of successfully bringing it to the market, at the right time and 

in the most proper way to make it an innovation.  
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An innovation  is what once introduced will be capable to bring 

increased performance , under the form of real accrued benefit, to a 

large share of society. The relevance of such capability in introducing 

new concepts and views in one or multiple markets comes from 

customersô accrued exigencies. Nowadaysô technological, scientific 

and marketing advancements to provide customers with increasing 

satisfactory experiences and the result of such a series of 

improvements is the establishment f an empowered set of customers 

who are always looking for the best solution to their own needs. 

Within this highly demanding environment, businesses engage in 

fierce competition, in which the only one who will be able to survive 

will be the one that provided its own customers with the best product 

or service experience47. No surpri se that those who are going to 

survive and gain back value from customers will be those able at 

effectively implementing long term and value adding innovation 

strategies.  

The size and structure of the group of subjects actually involved in 

the innovation process increases the degree of complexity this 

activity brings with itself. The set of players  involved in this 

perpetual innovating challenge comprises every interested party, no 

matter if coming from outside or inside companies or industryôs 

boundaries. Those parties, thanks to a variety of communication 

media, can be easily involved in the innovation process, even if their 

spatial, time and configurational dispersion is very high 48. They can 

be either customers, opinion leaders, institutions, scholars or  

scientists. The challenge for innovation and its successful 

introduction resides in the capability a company can demonstrate in 

completely unlocking the doors to any source of information and 
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knowledge able to kick start the innovation process, while boosting 

what already is a real open mindset.  

The requirement for openness has been made explicit in what is 

called the open innovation 49  theory; this theory urges everyone 

who needs to innovate to consider the entire globe as his playing field 

and every actor as a potential team-mate to intensively play with in 

order to win the game of innovation. The only way to make this 

happen, at relevant degrees of speed and effectiveness, is by 

leveraging high intense communication among the cited above 

stakeholders. Tight networks of very different players can use a 

variety of media, to access valuable information and elaborate it as 

knowledge able at spinning the change wheel. For what concerns the 

design world in particular, the concept here introduced of open 

innovati on can be seen more as a stage of high openness degree to 

stimuli coming from the outer environment, than a framework of 

scattered value and innovation-creating network.  

The results coming from intense research for innovation can be 

diverse; scholars of innovation studies indeed acknowledge the 

existence of two different typologies of innovation broadly 

distinguished on the basis of the degree of technological and market 

novelty they embed.  

These two kinds of innovation are: 

¶ Incremental;  

¶ Radical50. 

Increme ntal  innovations are constituted by any enhancement of 

existing technologies, processes, services and market conditions that 

bring to customers improved experience but do not constitute a 

revolutionary change. An example of incremental innovation can be 

found in the slow increase in storage capacity in memory drives such 
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as CDs; those improvements constitute incremental innovation 

because they allow a substantially enriched product to hit the market, 

though this product doesnôt set a new entire technological and 

market environment.  Radical  innovations, instead, are those new 

products, services and processes which set a break between two eras, 

usually giving birth to a brand new technological, market and social 

paradigm able at destabilizing every other market playerôs position or 

behaviour, actually threatening the chances of survival for any given 

involved party. A graphical representation of how a radical 

innovation affects performance and technological paths itôs shown in 

figure 2.2.  

Figure 2.2 ï Radical  Innovation 51 

 

 

 

 

 

 

 

Although each of these innovation typologies has a different 

degree of influence in usersô life, they pursue the same objective: 

improving customerôs experience. The benefits coming from higher 

customer satisfaction achievable through innovation are not a 

mystery for modern managers52. Increased long-term profitability, 

stronger strategic position in the market and technological advantage 
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are only a few. They all constitute the economic rewards for those 

companies who demonstrated themselves as capable to implement a 

virtuous process of innovation that will lead them to survival and 

financial wealth. Only those minds that are ready and keen to learn 

from whatever source will be likely to succeed. The portraits of the 

people owning these incredibly open and sensitive minds are likely to 

be portraits of designers and design companies. They constitute the 

gatekeepers of innovation, as how it is evolving. 

 

2.3.4 Innovation through design  

 

Design and innovation share a common history of either radical or 

incremental improvements which transformed products and services 

to better suit present and future needs, being the latter explicit or 

not. Analysing in more depth the sources of innovation it is possible 

to highlight t hree different players and factors53, each of them either 

pushing or pulling a company to get into the innovation process. 

Depending on the initial steps and motivations, each innovative 

service, product or production process will have different 

characteristics and, therefore, different i mpact on the market and 

related competitors. The origins of innovation can be summarized as 

residing in the following three elements:  

¶ Technology; 

¶ Market;  

¶ Design. 

 

Each of these elements can be related to the degree of 

technological performance they embed in the innovation and to their 

                                                           
53
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capability to affect the socio-cultural environment. These 

relationships are graphically represented in figure 2 .3. 

Figure 2.3 ï Innovation processes 54  

 

 

 

 

 

 

 

 

Technology pushed  innovation takes place when a new product 

or service is introduced to the market because driven by a significant 

technological discovery. Indeed, technology pushed innovation are 

more likely to be radical innovations, where the engineerôs intuition 

is the initial step to the process. In this case though, the response by 

the public can be aleatory; because the new offering system55 

possesses a high degree of complexity and novelty coming from the 

latest introduced technology. Its broad and remunerative adoption 

could require highly unpredictable timeframes 56.  

The new technological paradigm needs to be understood and 

appreciated by the largest part of the customers to become 

economically worthy. There is also the chance it wonôt be accepted at 
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all. Conversely, it could be the usersô public to pull the innovation 

process: this would be called market -pulled  or user -pulled 

innovation. Careful and timely ethnographical  and market research 

can give enterprises valuable insights on what clientsô unsatisfied 

needs and wants are. This approach to innovation has a lower degree 

of risk in respect to the technology pushed one, though it provides 

less room for truly groundbreaking products and services and it is 

mostly associated with incremental innovations. Next to these two 

models of innovation there is the design driv en  innovation. This 

approach is based on the capability to use design to attribute new 

meanings to products and services57. Design driven innovation, as it 

is possible to see from the image shown in the previous page (fig. 

2.3), is characterized by the peculiar capability of matching both 

incremental and radical innovation. Different degrees of newness of 

meanings are achievable by design because of its intrinsic nature of 

language, a continuum  the content of which has different degrees of 

novelty. Innovative design, indeed, can have either strong 

technological and semantic novelty, steered to the satisfaction of 

psychological and social58 unexpressed needs or focus on explicit 

consumer needs59. With greater attention to radical innovation of 

meanings through design, it is relevant to the extent of this paper 

investigating the concept of design as a language and design-driven 

innovation as a research process oriented to the exploration of the 

design discourse60 with the purpose of attributing new meaning to 

products and services, or more specifically, to digital  experiences.  

Design as a language finds its scientific foundations in what has 

already been mentioned as the law of ógestalt61ô; in fact, it has the 
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power to provide a voice to products and services, by which they can 

talk to their users and all the people concerned about them, thanks to 

a shared language. A language, this one, made of form, colour, 

texture, symbolism62, but also of contextual63, social and product 

ecology64 factors, capable of generating meaning for a variety of 

stakeholders, namely what has been called product  semantics 65 . 

Design expressed through various media makes products meaningful 

not only to its so-called óusersô, but also to all the actors concerned 

about it, like clients, financiers, entrepreneurs, critics who may 

happen to nurture different meanings coming from the same 

design66. The evolution of the concept of meaning is the one of 

experience, since it is no longer sufficient to design good products 

and services to survive in the market, but it is necessary to design 

experiences and generate pleasurable or exciting sensations67. On 

this matter, digital design takes the stage in respect to other design 

disciplines, since the degree of interactivity and involvement digital 

technology is reaching allows for ever growing intensity of 

experience. Sounds, images, interactivity, tactile feelings are only 

some of sensations digital experiences are now delivering68 to the 

society. Those digital and  traditional agencies or manufacturers who 

did succeed to communicate vibrating experiences and feelings 

earned the Gotha of modern design. 

Radical innovation of meanings is the result of a design research 

process that can be reckoned as sharing several similarities with  
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technological research69. As for technological research, where new 

solutions are created, integrated70 and finally disseminated, design 

researchôs scope extend itself to a perpetual exploration of the 

ongoing design discourse. It is a process of voluntary and systematic 

osmosis by which countless participants, sharing design as common 

language, exchange nourishment, in the form of contributions and 

observations, regarding major socio-cultural phenomena made 

visible by design. The design discourse is, indeed, a way of 

languaging , a continuous communication flow which has design at 

its core and it is enriched by what is called the design 

community 71. The design community is made of very different 

people, all of them sharing the same concern about design, concern 

constituting the glue holding them  together. The design community 

is made of people whose function is recognised as the one of the 

designer, interpreter, juror, legislator  or user72. In particular 

interpreters play a key role in the design research process; they write 

and read about design, observe different worlds that can be either 

very close to design or quite far, they re-elaborate such variety of 

stimuli  to find new meaning to products, services, and ultimately, to 

digital experiences. They benefit from process and environmental 

conditi ons boosting their empathetic capability to gather feelings, 

information and knowledge regarding the world and the people living 

in it. They resemble technology and language brokers73, bridging 

knowledge among different scientific , social subjects and markets. 

This amazing capability though, is not prerogative of naturally 
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talented people. Their education combined with natural skills and a 

process of perpetual, open research makes design driven innovation 

a reality. Therefore, innovation through design is  the result of a 

systematic process to foster creativity and openness; a set of 

circumstances most of the time is not consciously perceived by such 

interpreters  and creative people in the company, who canôt 

distinguish where the merit for innovation lies. The  borderline 

between personal creativity and positive environmental conditions is 

blurry at their eyes. It is possible to visualize a simple schema of what 

are the major dynamics affecting interpretersô perceptions and 

therefore interpretations, in figure 2.4. 

 

Figure 2.4 ï Design Discourseôs stimuli  

 

 

 

 

 

 

 

 

 

 

 

 

Thanks design communityôs careful observation of the world, each 

company acknowledging ñinterpretersò within its walls can benefit 

from  all the advantages design innovation can bring to businessô 

profitability, eco -compatibility, public and industry relevance, long 

term competitive position and knowledge . Knowledge, as a stock 
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magnitude74 the size of which is accrued through the flow of design 

research, constitutes the highly sticky side of the information 

gathering process. Tacit, non-codified knowledge, it is important to 

say, is among the most precious strategic weapons design firms need 

to build on, since it can be hardly replicated and lost. In addition  to 

this, design driven companies find themselves keener to absorb and 

influence global and local trends75, more flexible and dynamic in 

respect to the deployment of the knowledge network they are 

embedded in76. DDI 77 leads the companies and agencies who can 

correctly implement it to a new state of awareness, where their 

capability to move faster and in the right direction is strongly 

improved.  

The history of successful innovation looks at the design process as 

a core component in its formation 78. Both technology and design 

knowledge are strategic capabilities employed in order to successfully 

bring an idea to the market, to realise an innovation. Companies who 

demonstrated to have put design at the core of their innovation 

strategy, embedding it in their philosophy and procedural practices 

in the form of  routines , have achieved superior levels of performance 

in respect to those who considered design as a mere matter of 

aesthetic79. Designing for innovation goes beyond the creation of 

pleasant products or experiences; it aims at deeply enhancing each 

aspect of the offering system, both from the aesthetic functional  and 
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 Nieto M. (2004), ñBasic propositions for the study of the technological innovation 

process in the firmò, European Journal of Innovation Management, Vol. 7, No. 4, 

pp. 314 - 324 
75

 Verganti R. (2003), source quoted 
76

 Verganti R. (2006), source quoted 
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 Shortening for ñDesign Driven Innovationò  
78

 Box 2.2 ï Artemide, by Zurlo Francesco, Simonelli Giuliano, Cagliano R., 

Verganti R. (2004), ñInnovare con il Design. Il caso del settore dellôilluminazione in 

Italia.ò Il Sole 24 Ore, Milan 
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 The aesthetic of forms design can give to reality is only a part of what is the real 

value added, to the company and the whole society. The design content extends 

itself to the matter of ease of use, technological features, semantics, eco-

compatibility and cultural enrichment,  positively affecting many aspects of human 

life. 
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semantic perspective, in order to deliver the customer the best 

possible enjoyment, helping him relating with design objects in a way 

meaningful to him and meaningful for those around him .  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

3.  MANAGING DESIGN PROJECTS 

 

In this chapter managerial principles are integrated with the just 

provided body of knowledge of media and innovation through design 

to better define what digital design entails for managers. The call for 

delivering good design80 embeds the careful application of both 

general project management principles and specific design 

management tools81. Each industry requires specific adjustments in 

                                                           
80

 Box 3.1 ï Good Design by Dieter Rams 
81

 See Paragraph 3.2 

Box 2.2 ï Artemide  

Artemide is a leading design company whose approach to innovation is clearly 
design-driven. The award winning design concept of the ñhuman lightò started 
in 1995 as the result of the designerôs intuition. Artemide was trying to 
reproduce natural light through artificial light. This was achieved through the 

combination of multiple colored bulbs; the will to start such an innovation 
process didnôt come out of any ethnographical research, it was the natural 

outcome of a stimuli-gathering process.  

The city of Milan, represents a strong 
socio-cultural condenser; an ideal 
milieu for a design company. The 
achievement of this revolutionary, high 
profile lighting went through a process 
of designerôs empowerment and rapid 

prototyping. The awards and 
acknowledgements this company and 
its products have won are many: 
Artemideôs lighting systems have been 
shown and are part of museumôs 
collections such as the ones of the 
Metropolitan Museum and Museum of 
Modern Arts in New York, the Victoria 
& Albert Museum in London, and the 
Museum of Modern Arts in Stockyard. 
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both applied tools and approaches to work, and design centred 

projects make no difference.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Box 3.1 ï Good Design by Dieter Rams  

Dieter Rams is a German industrial designer regarded as one of the most 
influential designers of the 20th century. His fame is mostly related to his fruitful 
cooperation with the Electronic Device Manufacturer: Braun. Thanks to his 
experience, he provided 10 rules for defining what good design  is: 

1. Good Design is innovative; 

2. Good Design makes a product useful; 

3. Good Design is aesthetic; 

4. Good Design makes a product understandable; 

5. Good Design is unobtrusive; 

6. Good Design is honest; 

7. Good Design has longevity; 

8. Good Design is consequent down to the last detail; 

9. Good Design is environmentally friendly; 

10. Good Design is as little design as possible. 

The work of Dieter Rams is characterized by surprising simplicity and 
usability, a design that makes instruction books worthless to be read. In addition 
to this, itôs also possible to relate his contribution to Braunôs set of products and 
influence on the world of design to the more recent success of the great 
majority of Apple products. Indeed, Appleôs design-centred strategy is the most 
straightforward example of how design can play a key role in building 
differentiated positioning and premium-price options. 
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Project management for design content82 deals with very different 

issues, ranging from soft, cultural to hard , technical ones; this 

reconciliation of approaches inevitably requires a great thinking and 

communication flexibility on the side of the project manager who 

finds himself as the reference point for the entire team and company. 

Design managers, indeed, are tightrope walkers: while looking for the 

perfect balance between theory and practice they are trying also not 

to lose sight of the true objectives: delivering the best experience 

possible. Their activity is characterized by a constant struggle to 

balance managerial and creative needs with the purpose of providing 

excellent service for their company, clients and fellow team 

members.  

 

3.1 Principles of project management 

 

The Project Management Institute 83 defines project 

management as ñthe application of knowledge, skills, tools and 

techniques to project activities to meet project requirementsò84. It 

represents a dedicated field of management studies, focusing its 

attention to the successful implementation of a finite endeavour: the 

project. Project management as a practice and then as a discipline 

historically developed from businesses related to the completion of 

complex goods85 and services in industries  such as construction, 

engineering and defence. Not surprisingly the project managementôs 

                                                           
82

 Design Management 
83

 The Project Management Institute (PMI) is a global member association and 

advocacy organization for the project management profession. PMI is the leading 

membership association for the project management profession. From: 

http://en.wikipedia.org/wiki/Project_Management_Institute 
84

 PMBOK (2000), A Guide to Project Management Body of Knowledge, PMI, PA 
85

 Complex Product Systems (CoPS) 
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forefather was a mechanical engineer: Henry Gantt86, also famous for 

his project schedule charts87.  

 

3.1.1 General aspects of project management 

 

Project Management body of knowledge converges in the figure of 

an individual manager, namely the project manager and his role 

within a team the objective of which is to achieve the projectôs 

purpose. The Project Manager constitutes the fulcrum  of any team, 

since itôs him to be responsible for the successful delivery of the 

project as a whole and to communicate with the project sponsor. The 

project sponsor is the stakeholder who cares the most about the 

project; usually itôs the party who has commissioned the project, and 

it can be from either inside or outside the organization88. A smooth 

and clear communication between the project sponsor and the 

project manager, and as a consequence with the rest of the team 

members, is a fundamental requirement to any winning project. The 

most critical information gap 89  to be filled in any project, but 

especially for innovative ones, in fact, relates to misunderstandings 

and relevant differences about the vision of what the project truly 

represents. Filling this gap through effective communication 

represents a huge step into the right direction for those willing to end 

with a successful project.   

                                                           
86

 Henry Gantt graduated from McDonogh School in 1878 and then went on to 

Johns Hopkins University. In 1887, he joined Frederick W. Taylor in applying 

scientific management principles to their work at Midvale Steel and Bethlehem 

Steelðworking there with Taylor until 1893. In his later career as a management 

consultantðfollowing the invention of the Gantt chartðhe also designed the 'task 

and bonus' system of wage payment and additional measurement methods worker 

efficiency and productivity. Henry Gantt is listed under Stevens Institute of 

Technology alumni and roommate to Frederick Winslow Taylor (M.E., 1883). From 

http://en.wikipedia.org/wiki/Henry_Gantt 
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 An example of Gantt Chart is provided in Appendix A 
88

 Williams M. (2008), The Principles of Project Management, SitePoint Pty. Ltd., 

Victoria, Australia 
89

 Zeithalms V., Bitner M.J. (2002), Services marketing, McGraw-Hill, New York 
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Studying and putting into action Project Management inevitably 

involves the understanding of teamôs dynamics, which constitutes the 

operational core of the project and without which no task would be 

accomplished. A PM90  is not usually involved in the operative side of 

the project91; rather , his work can be compared to the one of the 

orchestra leader, who efficiently and harmonically helps all 

musicians to perform as a whole, with the necessary passion and 

accuracy to move the audience.  

The true challenge for each project manager is not only to 

complete the project, but doing so in the best possible way, having 

complied with the following four basic project constraints:  

1. Scope; 

2. Quality;  

3. Time; 

4. Budget.  

 

The scope  of the project is a complete and detailed description of 

what the project should achieve and be at the end of the process. It 

usually comes in the form of a document, listing all of the technical, 

functional and communicative features the projectôs output is 

supposed to have. Sometimes and especially in the creative industry, 

in addition to such specifications, project stakeholders happen to 

require detailed description or even demonstration of what will be 

the process applied during  project. The way the outcome is achieved 

is now as important as the outcome itself. The quality  of a projectôs 

output can be acknowledged as a key requirement in the scope of a 

proj ect; it refers to the standards the output should possess. Going 

further, t ime  is tightly related to quality, and since time is the only 

ungovernable aspect among the cited above ones, it truly represents 

                                                           
90

 Shortening for Project Manager 
91

 In large scale projects it is possible to find a specific figure devoted to the 

management of the operative activities, the production manager or more 

commonly named the producer 
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the most delicate issue to deal with. The more the time dedicated to 

the accomplishment of a project, the higher the expected quality, 

since more care and accuracy have been devoted to it. Last but not 

least of this constraintsô list is the budget . The project budget is an 

accurate representation of all the costs attributable to the project. 

The cost of each resource typology will be estimated for various 

purposes. Budgeting a project indeed, is paramount for taking very 

important strategic decisions such as choosing whether or not the 

project is profitable  and value adding, if it is feasible, given the other 

constraints. Budgeting can be considered as the most difficult 

deliverable a project manager needs to create during the initial 

phases of every project. In addition to these precious functions, 

budget estimates also help project managers and other team 

members to acquire the awareness of each specific project phase and 

their impact on the overall project performance. The budget is, in 

fact, also a mean of communication to all the parties involved in the 

effort.  

Traditional project management theory also applies what is called 

the project management triple constraints triangle 92 :  

 

Figure 3 .1 ï Project Management triple constraints  
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Though the project triangle represented here is nowadays 

considered as an outdated tool for project management, because of 

its too simplistic architecture, no project management theoretical 

review could be considered complete without it. In fact, it constitutes 

a useful tool in the process of acquiring the necessary knowledge of 

what means practicing project management and working on it . The 

basic reasoning underlying this tool for project management consists 

in the acknowledgement that all of the three elements in the triangle 

are characterized by strong interdependency. A change occurring in 

any of these elements affects the others, because of a well-defined 

relationship.  I f the project scope, for instance, is affected by some 

change originating from new client requirements or strategic 

redefinition, the schedule the proj ect was following will inevitably 

change and the same thing will happen for the costs, since new things 

may need to be added and embedded in the project. Quality is always 

affected then, because any change altering the time for a task to be 

performed, affects performance requirements, either positively or 

negatively. 

 

3.1.2 Phases, tasks and best practices 

 

The complex nuances all the cited above constraints and factors 

can assume, make the project manager a juggler, performing a highly 

intricate multitask activi ty. Such a struggle and concentration 

unravels along the whole project, the phases of which, it can be said, 

follow a rather standard path. Traditional project management 

theory, indeed, recognises five separate phases, though in each 

industry or company t hese phases could be named in a different way, 

comprise a rather different set of activities, last a very different 

period of time or even be completely ignored.  

These phases are: 

1. Initiation;  
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2. Planning and Design; 

3. Executing; 

4. Monitoring and Controlling;  

5. Closing. 

 

Figure 3 .2 ï Traditional approach to project phases  

 

 

 

 

 

 

 

 

 

As previously stated, what is shown in figure 3.2 represents a 

basic way of dividing projectôs phases, way that can widely vary 

depending on factors such as industry, company practices and, of 

course, projects. The timing of these phases can be very diverse too. 

A ñwaterfallò approach can be applied, or phases could take place 

almost simultaneously; this strongly depends upon the project 

typology and the companyôs management style. Extremely innovative 

companies, for instance, can achieve the completion of high quality 

standard projects in very short time, by performing many tasks 

simultaneously and allowing for intense and effective communication 

through the various dedicated work ing groups93. Although each of 

the illustrated phases represents a very important aspect to perform 

at its best, it is wise to say initiation, planning and closing represent 
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the most important ones 94, since good planning translates in optimal 

premises for a project to smoothly proceed.  A more accurate 

description of each phase and best practices is provided in the 

following paragraphs.  

 

Initiation  

Since ñstarting is half the battleò, a projectôs first steps make no 

exception to this manifestation of pure common sense; sharing the 

same vision of what the project is supposed to become, is key to an 

accurate and thoughtful planning.  Initiating a project is mostly 

about gathering meaningful information about a variety of issues like 

the projectôs reason why, the approach going to be applied, the 

people involved and the deliverablesô timing. This phase is usually a 

ñdiscoveryò phase, where the research activity is predominant and 

mostly oriented at gaining a very good understanding of all of the 

projectôs major aspects. Accordingly, all main stakeholders are 

involved in this process, team members and sponsors as well. The 

initiation phase usually gravitates around the production of a 

document, the Project Initiation Document  (PID). Its main 

objective is to roughly summarize projectôs goals, key deliverables, 

overall rationale, team resources and most importantly success 

criteria 95.  The usefulness of creating a good Project Initiation 

Document is not limited to the end document, but it can be rather 

extended to the process itself; preparing this document is the chance 

to start thinking about the projectôs ratio  for the first time since the 

project got started. As a document, it is advisable to have a short PID, 

so to increase the chances it will be read by all the people involved in 

the project96. Projectôs objectives and success criteria are 

fundamental for both monitoring activities and closing ones; they 
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 Williams M. (2008), source quoted 
95

 Ibidem 
96

 In the design industry, this document is usually supported by a Creative Brief, see 

Paragraph 3.2.1, pag. 61 
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should comply with what are called ñSMACò features: therefore 

being,  Specific, Measurable, Actionable and Consistent97. The key to 

understand the real meaning of such requirements lies in the 

capability to neatly judge if something has been done or not; this 

connects to planning on  material deliverables. All of these issues are 

gathered in the PID, which will constitute a pri celess guide and 

reference point through out the life of the entire project. The 

initiation phase usually culminates in a kick -off meeting set to 

communicate all the stakeholders the project has actually started and 

is time to get into the real work. In add ition, if the team who has 

been formed for the project is made of people who donôt know each 

other very well, either personally or professionally, finding the time 

for some informal meeting could be of great value. Mutual liking and 

comfortable relationshi p drastically improve communication 

smoothness and team spirit98; aspects that proved themselves as key 

characteristics to any winning team, especially creative ones.  

 

Planning  

Designing and planning the project with accuracy is a key phase, 

acknowledgeable among PMôs tasks; a good planning can make the 

difference in many situations. With a good planning both monitoring 

and day-by-day activity will be easier to perform, and in addition to 

these advantages, the very same activity of planning allows for 

spotting any issues far ahead.  

Planning itself comprises different steps:  

1. Work Breakdown;  

2. Dependency Identification;  

3. Time Estimation;  

4. Risk and contingency accounting; 
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 Williams M. (2008), source quoted 
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5. Plan presentation.99 

 

 The first step usually consists in creating what is called a Work 

Break down Structure (WBS)100. A WBS is both a process and a tool, 

allowing for a structured and hierarchical organization of all projectôs 

tasks and deliverables101. The realization of a modular approach, with 

compatible designed interfaces102, to work breakdown is finalized at 

getting small, assignable and measurable deliverables103.  

 

Figure 3 .3 ï Example of Work Breakdown Structure  

 

The second step consists in spotting any existing relevant 

dependency between the various deliverables; by doing so it will be 

possible to highlight what are those elements which needs to be 

prioritized in respect of others and elements the realization of which 
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is actually non-dependent from others. Once a detailed WBS 

documentation will be available, all the parties involved in the 

operations will be asked to provide the most accurate estimates on 

the time they will be likely to spend in the creation of that specific 

deliverable. Obtaining truthful and accurate time estimates is rather 

difficult , though; people are usually optimistic about the time 

accomplishing a task will demand, but itôs on the basis of their 

estimates the project manager will build a schedule, hopefully 

accounting for any contingency which may arise. Next to an accurate 

estimate of needed resources such as labour, materials and tools, also 

a certain measure of casualty has to be taken into account. Either 

referring to previous experiences, simulation, parametric modelling 

or simple predetermined guidelines it is possible to achieve valuable 

time and cost contingency estimates104. In addition to contingency 

awareness and its account into the project schedule 105, also risk 

assessment needs to be performed. Risk assessment will manifest in 

the form of an attentive selection of what could be the most likely and 

most dangerous issues that may arise during the whole project. The 

word ñissueò here isnôt referred to common problems and bugs any 

project could result in facing; rather it refers to those major concerns 

that can severely affect time, cost and quality of the project. For 

instance, it could be considered as issue to account for, any major 

change in the technological environment; this would be a risk calling 

for evaluation in its potential impact and likelihood, and for which a 

plan of action should be prepared. The last step in the planning 

activity regards the modes of project planôs presentation; everything 

that needed to be accounted for has been considered in the process, 

like the deliverables, their schedule and the people responsible for 

                                                           
104

 Hollman John K. (2007), The Monte-Carlo Challenge: A Better Approach, 

AACE International Transactions, AACE International, Morgantown, WV 
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their completion. Contingency and risk factors have been considered 

and actions to be undertaken have been planned; what is left, is an 

effective presentation of this work to the project stakeholders. 

Showing the project plan to the stakeholders is not a matter of mere 

vanity for the ni cely done job, it has different critical purposes, like 

providing them valuable information regarding how the project is 

likely to evolve and building consensus. The plan should be 

presented in a comfortable way, using a familiar framework for those 

receiving the message and consistent to the accuracy of its content.  

 

Executing  

The execution phase is the moment when things get done. During 

this phase that the projectôs content comes to life, and although it 

may seem project managerôs role becomes less significant, this is 

untrue. During this phase and the concurrent monitoring activity, the 

project manager needs to set the best work conditions for the 

execution of each task. It is important, in fact, that every deliverable 

finds a specific owner, accountable for the quality, timing and cost of 

its production. Updating projectôs stakeholders on how the work is 

proceeding is of great relevance too, since their contribution to the 

project could result necessary at any moment. Project management 

theory and practitioners suggest keeping review meetings short and 

frequent in time, to clearly specify what the next steps will be and 

who will be accountable for them. During this phase, great care is 

devoted in detecting, through a constant monitoring activity, any 

early sign of problem. 

 

Monitoring  

Although monitoring a project can be performed through many 

different tools and applying as many management styles, its main 

purpose stays the same: setting all the premises for quick action in 

case of arising problems. Providing and receiving a clear picture of 



Maria Cerase 

53 
 

what is the actual state of the project, indeed, is of great value to all 

the parties involved and such a communication activity can be either 

formal or informal. Larger organizations will perform monitoring 

and control activities through a variety of tools, which may result 

rather rigid in both their features and content: several pages reports. 

Smaller companies instead, are likely to perform such an activity 

through informal channels and more personal communication 

methods. Despite the cited differences in style, both the two 

organization typologies will look for a way to accurately track 

projectôs progress. The Earned Value Management (EVM), for 

instance, represents a widely appreciated measure of projectôs 

progress, first applied by the U.S. Government during the 60ôs. 

Although , it is possible to apply this measure at different levels of 

complexity, it is mostly used for monitoring large projects 106. A 

simplified way to describe of this tool would depict it as an analy tic 

method to compare time, cost and scopeôs values over time, all into 

the same framework. Projectôs progress would be tracked by 

assigning to each deliverable a weight on the basis of its importance 

and dependency relevance and multiply it by its complet e 

percentage 107. On the basis of the Earned Value resulting from this 

calculation, it will be possible to monitor the actual state of the 

project; a simplified  example is provided in figure 3.4. 
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Figure 3 .4 ï Example of  Earned Value Management 108  

 

 

 

 

 

 

 

 

By observing this chart it is possible to see how valuable this tool 

can be when comparing which is the planned value at a certain time 

and what is the actual value created so far109. Any discrepancy with 

the plan is, thus, likely to be early spot and if necessary included into 

the plan.  

 

Closing  

 Finally, closing the project in the right way is essential in order to 

acknowledge the accomplishment of the teamôs work and to set no 

grey areas when defining a projectôs either as successful or not. 

Though the conclusion of a project appears as a straightforward 

concept, it happens not to be so easy to define in reality. If success 

criteria were explicitly defined in both their content and modes of 

achievement, the acknowledgement of projectôs conclusion shouldnôt 

result difficult. If the success criteria are met, the project is close to 

its end; at this point is important for the project manager and his 

team to agree on the projectôs outcome together whit stakeholdersô 

approval and complete what still needs to be refined. Once the 

projectôs outcome is ready to be delivered, either in the form of a 
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review or actual product/service, celebrating with the team becomes 

priority. Communication and relational capability is key to teamôs 

wealth and good work; celebrating with the team its achievements 

helps in building a favourable basis for new future projects. One last 

step, mostly taking place within highly innovative companies, 

consists in the scheduling of a learning meeting, usually called post-

mortem  meeting, where all projectôs contributors have the chance to 

share their opinion on what was good or bad about that project, and 

hopefully propose any possible solution for coping better with similar 

issues in future. These meetings are usually very delicate to lead and 

take place only after a while the project was closed, this practice is 

followed with the purpose of allowing enough time to think and 

thoroughly meditate about the project, without being too emotionally 

involved by the early closure of a project, being it successful or not. 

 

3.2 Design Management principles 

 

After a brief review of the main project management principles a 

set of more specific notions about how managing design and 

especially design  projects  will be provided in the present 

paragraph. Design Management, indeed relates to both management 

of design projects and management of the design department and its 

integration within the organization. Its birth goes back to the United 

Kingdom, during the 60s, when Michael Farr predicted the advent of 

an integrat ing managerial figure, the one of the Design Manager, 

who would have been responsible for smoothing process and 

communication of the design course110. His statement paved the way 

for new design management awareness, which finds in the Design 

Management Insti tute (DMI) its most important promoter. The 

DMI, funded in 1975, Boston, by both Bill Hannon and the 
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Massachusetts College of Art, encourages the application and study 

of Design Managementôs tools, practices and awareness throughout 

the world. Design as a total -field concept, is extremely helpful in 

operational practices related to organizational layout , product 

development and strategic approach to build, superior, differentiated 

offering systems. 

Design Management was born because of a growing need for more 

flexible and flat management practices and style, to effectively deal 

with designers. A managerial figure capable to foster designersô 

efficient and effective contribution to a companyôs overall economic 

wealth, without limiting , at the same time, their  creativity and 

professional freedom. Design Management aims at letting managers 

familiarize with design so they can easily communicate and 

understand design issues, and on the other hand, letting familiarize 

designers with management111, so that the former acquire a wider and 

comprehensive awareness of how their role fits in the business. 

Though apparently very different one from each other, design and 

management share many aspects; they both aim at organizing  the 

scarce resources with the purpose of improvi ng societyôs benefits. 

They both struggle in the research for quality, even though at their 

eyes the concept of quality may be slightly different.  

New Total Quality Management  (TQM) principles, first born 

among the highly collaborative Japanese companies help managers 

and designers perform at their best. TQM permeates design by 

affecting each different design process phase; each deliverable, 

design tool, concept documentation, communication medium will be 

managed with care for quality at each stage of its production, 

allowing for higher systemic quality and premature problem 

detection. In performing this highly delicate task, Design 

Management  can be approached in various guises and styles112: 
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¶ Scientific;  

¶ Behavioural; 

¶ Decisional; 

¶ Systemic; 

¶ Situational;  

¶ Operational. 

 

A scientific  approach to DM113 looks at it as a purely logical 

process, the path and functioning of which can be faithfully predicted 

through the application of scientific thinking. A behavioural  

approach, instead, put the people at the centre or management. In 

this case much attention is put on interpersonal relationships and 

group behaviour, since itôs in the willingness to cooperate with each 

other that a teamôs strength is supposed to reside. Socio-cultural 

aspects of the process gain the main part on the stage. Design 

Management can be also seen as a purely decisional  activity, where 

the involvement of the design manager is narrowed to his or her 

capability to give direction, without being highly involved in any 

other operation. A systemic  approach wishes to provide the 

organization with tools and attitude towards openness  to every 

stimulating environment; this translates in the building of a routinely 

incremental innovation process. A situational  approach looks at the 

design project as strongly and mostly depending on circumstances. 

Finally, an operational approach looks at the design management as 

performing basic managerial activities such as planning, organizing, 

control etc.  

Though Design Management scholars have separately identified 

each of these approaches, they are more likely to be applied 

simultaneously. The complexity of this kind of management, indeed, 

resides in finding and applying the right approach and management 
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style to the specific, situation, people, company and project. Each 

design manager, thus, finds himself striving for ñmaintaining control, 

without limiting creativityò114, it is undoubtedly a complex task. 

 

3.2.1 Design Management: processes and tools 

 

Design Management for projects115 follows the same principles 

holding for project m anagement although applying specific tools and 

practices for managing creative design processes in a more effective 

and efficient way. Hence, together or within tools and documents like 

the PID and the budget, others are used to better accomplish the 

specific task of delivering good design116. The most famous tools used 

in Design Management, though they can have different names and 

content, are: 

¶ Creative Brief (CB); 

¶ Moodboard (MB);  

¶ Persona Studies; 

¶ Design Posters; 

¶ Blueprint;  

¶ Prototypes; 

 

Throughout the planni ng phase of any design project a Creative 

Brief (CB)  is included in the PID, in its final version for both 

external and internal clientôs purposes. The CB comes in the form of 

a document including an extensive description of all the design 

features the final product or service should possess. Its production 

doesnôt follow any pre-defined framework, rather it needs to respect 

some general principle. A Creative Brief, in fact, needs to be 

exhaustive in the matter of the covered work aspects; this 
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characteristic does apply on the content dimension, but not on the 

form of how the work will be actually carried out. This distinction is 

necessary since design management for radical innovation demands 

freedom of creativity, that is to say, room for exploring differe nt ways 

to accomplish the same objective. This last feature, the objective of 

the design project, represents one of the basic issues the CB needs to 

embody. Usually produced by the production agency, together with 

the sponsor117 who gives directions, a CB showing a precise and tuned 

understanding of what the real objectives of the project are is of 

extreme usefulness for both the parties involved. In addition to the 

objectives, this document should report what are the contacts of the 

people responsible for the project. As already stated in previous 

paragraph, a smooth communication flow is pivotal to the successful 

implementation of the design project. The CB should also show 

which the actual sponsorôs strategic position is and how the design 

project is supposed to fit into the whole of the strategic actions, from 

a wider perspective. Conceptual, technical, commercial and technical 

data need to be displayed to enrich the exhaustiveness of the 

document. Finally, time constraints and the amount of visuals 

needed during the entire projects are to be indicated. Being part of 

the final version of the PID, the Creative Brief is somewhat 

comparable to an agreement, a document assessing the mutual 

understanding of design projectôs objectives from the point of view of 

the creative content it will encompass. 

A Moodboard (MB)  is defined by the Association for 

Qualitative Research (AQR) as ña form of visual stimulus material, 

usually comprised with large boards covered with images (often cut 

out from magazines) and designed to represent a particular mood, 

atmosphere or feelingò. MBs are used in all design disciplines as a 

key reference point for focusing the work on what were projectôs 

initial designôs objectives, feelings and style. With specific reference 
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to Digital Design,  there are digital moodboards, in 2D or 3D form, 

which are different from real moodboards because of their sensitivity 

characteristics, lacking tactile feelings on one hand, but providing 

more freedom of expression on the other hand. An example of digital 

moodboard for a wine and cheese bar, is provided in figure 3.5.  

 

Figure 3.5 ï Example of Digital Moodboard for Service 

Design  

 

 

 

 

 

 

 

 

 

 

 

Persona Studies , also called System Profiling, are documents 

aiming at thoroughly describing the target market for th at specific 

design project. They provide behavioural, psychologic, socio-cultural 

and demographic description of the target, through words and 

images, with the purpose of depicting every relevant aspect of this 

group of people. The more the accuracy in the persona study, the 

higher the chances of delivering a good design projects are. 

Marketing knowledge here is even more tightly connected to design 

one, since they are likely to mutually reinforce each other, enhancing 

the accuracy of the profiling. An example of visual lifestyle system 

profiling  for  a young target, is provided in figure 3.6  in the following 

page. 
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Figure 3.6 ï Example of System Profiling for a young 

target.  

 

 

 

 

 

 

 

 

 

 

 

 

 

A Design Poster  is a synthetic and evocative image of the 

characteristics a specific product or service will demonstrate to have. 

It is a form of visual communication borrowed from the world of 

cinema, where loads of information is delivered to the audience 

through a single image. Both words and pictures are part of it, 

though their positioning and structure is usually driven by a vast 

series of graphic design principles.  

Blueprints  or any other tool for mapping user experience, such 

as User-flows and Storyboards, follow the same guiding principle. 

They, indeed track every aspect, both emotional and functional, of 

userôs interaction with the design. For service design, service 

blueprints map the path customers experience when interacting with 

employees, servicescapes118 and service fruition, for digital design 

user-flows accomplish the same task by tracking the possible paths 

and related feelings each user could experience by interacting with 

the design content. Storyboards apply in a great variety of design 
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