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Estudo de estratégias de comunicacao digital de marcas
de Moda baseadas no Design Emocional

Resumo

Num mundo hiperconectado, a industria da moda esta a adotar uma mentalidade focada no digital através
da exploracao das varias oportunidades cedidas pelas tecnologias para a apresentacado de contetdos. O
maior desafio para as marcas de moda é estabelecer relacdes com consumidores que sdo cada vez mais
exigentes e que estao sobrecarregados com informacao. Para despertar desejos e atrair, as marcas precisam
de inspirar e focar-se na criacao de vinculos emocionais através dos canais digitais. Consequentemente, a
presente tese teve como objetivo responder a seguinte questao de investigacdo: Como é que a simbiose entre

o design e a emocao pode potenciar as estratégias de moda digitais para promover experiéncias envolventes?

Por conseguinte, esta tese comeca com uma revisao abrangente sobre Comunicacdo Digital de Moda
e Design Emocional, seguida por quatro estudos exploratorios. O primeiro estudo explorou os pontos
de vista de profissionais experientes da industria da moda através de entrevistas semiestruturadas. Em
seguida, o segundo estudo examinou uma revista digital para iPad segundo a perspetiva dos consumidores
e da diretora criativa para perceber o que esta por detras da revista. Para o efeito foram realizados grupos
focais para analisar as percecdes dos consumidores, e a entrevista por e-mail foi o método escolhido para
dialogar com a criadora. O terceiro e quarto estudos referem-se a um protétipo de uma aplicacao movel
que resultou de uma parceria com uma empresa de moda online. O produto digital foi analisado através de

testes de usabilidade com potenciais consumidores e entrevistas com representantes de marcas de moda.

O conhecimento derivado da literatura, bem como os resultados dos estudos foram incorporados numa ferra-
menta para auxiliar os designers a aplicarem processos de Design Emocional no desenvolvimento de estratégias
digitais para a promocao de contetido de moda. A ferramenta fornece recomendacdes praticas e orientacdes
que podem beneficiar profissionais e estudantes de moda no dominio digital. Os resultados foram encora-
jadores, e trabalhos futuros deverdo abordar a implementacéo da ferramenta em empresas de moda, bem
como a sua insercao no meio académico. Em adicao, os resultados dos estudos destacaram o potencial da
narrativa digital e do entretenimento interativo para envolver os consumidores. Além disso, as estratégias para

desenhar emocdes que foram identificadas nos estudos podem ser aplicadas em contextos online e offline.

Os resultados desta tese sao um contributo para uma area crescente de literatura em Comunicacao Digi-
tal de Moda. Oferece inclusivamente uma visao sobre o papel desempenhado pela curiosidade e pela
surpresa na comunicacao de moda, demonstrando que os recursos visuais e a interatividade podem ser

usados estrategicamente para atrair, seduzir e estabelecer ligacdes significativas com os consumidores.

Palavras-chave: comunicacao de moda, emocao, experiéncias interativas, notoriedade da marca.



Study on digital communication strategies of Fashion
brands based on Emotional Design

Abstract

In a hyper-connected world, the fashion industry is currently embracing a digitally-focused mindset, exploring
the wide range of opportunities provided by technologies to showcase content. The ultimate challenge for
fashion brands is to connect with increasingly demanding and overwhelmed consumers. To arouse desire and
appeal, brands need to inspire and focus on building emotional connections with consumers through digital
channels. Consequently, the present thesis aimed to answer the following research question: How can the

symbiosis between design and emotion enhance digital fashion strategies to promote engaging experiences?

Therefore, this thesis starts with a comprehensive review of Digital Fashion Communication and Emotional
Design, followed by four exploratory studies. The first study explored the viewpoints of experienced profes-
sionals from the fashion industry through semi-structured interviews. Then, the second study examined
an iPad digital magazine from the lens of consumers and its creative director to capture the behind-the-
scenes. To that end, focus group sessions were undertaken to analyze consumers’ perceptions, and email
interviewing was the selected method to dialogue with the maker. The third and fourth studies relate to a
mobile app prototype that resulted from a partnership with an online fashion retailer. The digital product was

analyzed through usability tests with potential consumers and interviews with fashion brand representatives.

The knowledge derived from the literature and the findings from the studies were incorporated into a tool to
assist designers in applying emotional design processes in the development of digital strategies to promote
fashion content. The tool provides practical recommendations and guidance that can benefit fashion profes-
sionals and students in the digital realm. The results were encouraging, and future work should discuss the
implementation process of the tool in fashion companies and its inclusion in academia. Moreover, the results
highlighted the potential of digital storytelling and interactive entertainment to engage consumers. Also, the

strategies to design for emotions uncovered in the studies can be implemented in online and offline contexts.

Altogether, the findings from this thesis add to a growing body of literature on Digital Fashion Communication. Addition-
ally, it offers an understanding of the role of curiosity and surprise in fashion advertising, demonstrating that visuals and

interactivity can be used as strategic assets to attract, seduce and establish meaningful connections with consumers.

Keywords: brand awareness, emotion, fashion communication, interactive experiences.
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1 Introduction

This chapter makes an opening for a better understanding of the
research undertaken. The theoretical background of this thesis is
presented and the relevance of the topic, followed by the purpose
of the study and the research questions. It also describes the
methodological procedures and contains an outline of the thesis.

Partial results of the presented work have been published in:

Faria, A. P., Providéncia, B., & Cunha, J. (2020). The Foreseeable Future of Digital Fashion
Communication After Coronavirus: Designing for Emotions. In International Conference on
Design and Digital Communication (pp. 510-515). Springer. https://doi.org/10.1007/978-3-
030-61671-7_47



1.1 Motivation

This doctoral research is a follow-up to the master’s work developed at the MA in Fashion Communica-
tion Design at University of Minho in Guimaraes. The study focused on taking advantage of technology
to create an experience that would cause an emotional impact on people (Faria, 2014). Thus, an iPad
application was developed to promote a fashion collection, which was further analyzed with a small
sample of participants. The results were encouraging and revealed that mobile apps could elicit emotions:
the interactions aroused participants’ curiosity, provided fun moments, and triggered difficulties in

performing some gestures. The findings clarified the need for further research with new in-depth studies.

Another reason that led to this Ph.D. was how the MA unfolded. During the research project, it was possi-
ble to conduct research studies and attend international scientific conferences to present the results. The
positive feedback obtained in the events fostered an increased interest in the field of study. Finally, this

thesis was possible thanks to a scholarship granted by FCT - Foundation for Science and Technology.

1.2 Theoretical background

The popularity of digital environments has steadily grown over time due to their influence on consum-
ers. Consequently, digital strategies have been in the spotlight of fashion brands. As a consequence
of the coronavirus pandemic, the paramount importance of digital channels was amplified. More
than ever, the fashion industry is embracing digital media and adapting marketing strategies to the

current reality accordingly. Theunissen (2019) remarks,

Fashion is, first and foremost, a reflection of the times we live in, a visual representation
of emerging themes and moods that are reverberating through society and as a result, the
challenges and triumphs of the digital age are very much aligned with those of the fashion

industry. (Theunissen, 2019, para. 1)

The interest in Digital Fashion Communication is increasingly arousing the interest of researchers and
practitioners since the last decade and it is expected to continue to grow (Noris, Nobile, Kalbaska, &
Cantoni, 2021). Indeed, in academia, scientific events in the field are relatively recent — the Fashion
Communication Conference (FACTUM), focused on the impact of communication practices on Fashion,

dates from 2019.



In-store technologies, social media, video, augmented reality, virtual reality, and mobile apps are part
of a broad repertoire of touchpoints that brands have at their disposal to promote fashion content
and connect with consumers. In visually-oriented sectors like fashion, delivering engaging experi-
ences may give visibility in a world of content overload. Exploiting digital technologies is a matter of
survival, as Court (2015) observed in the Business of Fashion. Nonetheless, several fashion brands

have not grasped the opportunities provided by digital media (Miralles, Rinaldi, & Bandinelli, 2016).

Furthermore, Taylor and Costello (2017) showed that print advertising has been the main focus of
fashion advertising research and highlighted that the impact of other advertising formats should be
examined, such as in-store, digital and mobile. The authors also argued that audio, video, interactivity,
storylines in fashion advertisements and consumers’ perceptions of a brand should be considered

to assess advertising effectiveness.

Successfully capturing consumers’ attention in the digital environment, however, is insufficient as
consumers are more demanding. To bewitch, fashion brands need to inspire and establish emotional
connections with consumers. Regardless of the technology in use, the emotional responses experienced
while interacting with a digital product play a significant role: they will affect consumers’ decisions, moti-
vations, and behavior (van Gorp & Adams, 2012). Besides, establishing deeper connections with the

consumer will add value to fashion brands and increase the chances of achieving a competitive advantage.

Thus, research that goes deeper than online sales is needed to help brands adapt their strategies,
innovate, and address consumers’ needs simultaneously. The ultimate challenge for fashion is to
understand the ongoing shifts of the online environment and develop new theories, models and meth-
ods to aid companies evolving (Straker, Wrigley, & Rosemann, 2015). The document written during
the conference FACTUM19 reinforces other areas that need further investigation, namely, studies
focused on user experience and multimedia practices through the analysis of textual elements, images,

videos, and sounds (Cantoni et al., 2020).

This thesis contributes to the field of Digital Fashion Communication by elucidating how emotions can add
value to the design process in the development of digital strategies. Moreover, the research has generated
a tool that professionals from the industry can use to showcase fashion content considering emotions.
Figure 1 provides a visual conceptualization of the main fields involved in Fashion Communication

that were explored in the research project.
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Aware of the importance of emotions to establish deep and long-lasting connections with consumers, this

thesis aims to develop a sustainable and practical framework to help designers trigger emational responses

through digital media based on the intersection of Digital Fashion Communication and Emotional Design.

Hence, the central research question of this project is:

How can the symbiosis between design and emotion enhance digital fashion

strategies to promote engaging experiences?

As a means of answering the central question, the following subquestions were raised to narrow the

focus of the study according to distinct objectives:

1. Understanding the contemporary fashion digital media landscape and

current design practices: Which fashion communication strategies are being

adopted? Which techniques do designers apply to create digital products?

2. Exploring the relationship of people with digital media: How can designers take advan-

tage of the kinetic properties of technology to elicit consumers’ emotional responses?

3. Discovering the contribution of emotions to create meaningful interactions:

How can emotion be used as a strategic asset to create digital experiences?



Despite the importance of emotions in this research, it is worth mentioning that this is not a contri-
bution to Psychology. Instead, the purpose is to identify opportunities and offer designers a tool that

considers emotions in developing digital solutions to enhance consumers’ perception of fashion brands.

1.4 Methodological approach

Regardless of the type of approach (quantitative, qualitative, or mixed methods), each research project
carefully employs a set of systematic, critical and empirical processes to study a phenomenon (Samp-
ieri, Collado, & Lucio, 2010). Since the current research problem needed to be explored and under-

stood in-depth, a qualitative approach was chosen (Creswell, 2014).

One of the fundamental ideas behind qualitative research is “to learn about the problem or issue
from participants and to address the research to obtain that information” (Creswell, 2014, p. 186).
Therefore, several research strategies were applied and combined throughout a total of four studies:

each one witnessed specific data collection methods.

The first study entailed individual semi-structured interviews with professionals from the fashion indus-
try — purposely those responsible for communication, to gain insights into their work experience and
their unique views of the digital media environment. Then, a case study was employed to understand
how a digital fashion product of particular interest (an iPad magazine) affects consumers' percep-
tions and why through focus group sessions and understand the design process through an email

interview with the art director of the digital magazine.

With a better understanding of the current state of fashion digital media and the relationship between
consumers and digital products, the third and fourth studies involved putting into action an analysis
model built on the knowledge from the previous studies in a practice-based project. Hence, a mobile
app was designed in partnership with an online retailer. Rather than purely developing a commer-
cial product, the goal was to examine and refine the analysis model through a Research through
Design approach to generate knowledge, in line with Zimmerman and Forlizzi (2014). Afterward, the
prototype was analyzed through consumers' lens by conducting usability tests and interviews with

brand representatives. Figure 2 displays the main research activities and methods.
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Figure 2. Main research activities and methods.

1.5 Thesis outline

This thesis is composed of nine chapters, which can be grouped into two main parts. The first part intro-
duces a comprehensive overview of the study (Chapter 1) and examines the literature in the primary
research topics — Chapter 2 addresses the changing fashion landscape, and Chapter 3 outlines the liter-

ature on design and emotion.

The second part describes, analyses, and reflects on the results of the exploratory studies under-
taken throughout the research project (Chapters 4 to 7) and deconstructs the tool which resulted

from both the theoretical and empirical knowledge accumulated (Chapter 8).

Lastly, Chapter 9 encompasses the general discussion and conclusions. It contains a summary of the
key findings of each chapter, followed by the interpretation of the results. The study's strengths and
limitations are revealed, and directions for future research and implications for practice are discussed.

It concludes by answering the overarching research question earlier reported.

Additionally, this thesis includes several appendices with supplementary material used to support

the literature reviews and the exploratory studies.
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2 Fashion and digital technologies

This chapter brings digital fashion communication to the
forefront by outlining the most recent developments, fundamental
discoveries, and current state of the art regarding how digital
technologies impact the way fashion is experienced today. The
changing fashion landscape is described, the consumer is
portrayed, and brand strategies are explored.

Partial results of the presented work have been published in:

Faria, A. P., Providéncia, B., & Cunha, J. (2020). The Foreseeable Future of Digital Fashion
Communication After Coronavirus: Designing for Emotions. In International Conference on
Design and Digital Communication (pp. 510-515). Springer. https://doi.org/10.1007/978-3-
030-61671-7_47

Regarding the literature on fashion retailing, the following publication was made:

Faria, A. P., Vieira, D., Duarte, P., Cunha, J., & Providéncia, B. (2019). Fashion Retailing and
Consumer Perception: An Overview. In Textiles, Identity and Innovation: In Touch: 2nd
International Textile Design Conference (D_TEX 2019). Lisbon, Portugal.



2.1 Digital disruption of the fashion industry

The digital revolution has already occurred. Its impact on the Fashion industry extends from production,
mediation, promotion to distribution and sales. As the Norwegian editor and publisher of Wallet magazine

Elise By Olsen remarks, “Technology is no longer just an element, but a condition of fashion” (2020, p. 8).

Alongside the technological shifts, brands need to cope with the rapidly changing consumer pref-
erences and tastes powered by digital channels (Solomon & Roe, 2019). Consequently, marketing

strategies are rewritten as the importance of media to fashion heightens and consumer behavior shifts.

Thus, it is crucial to understand the implications of the media environment for theory and practice.
Research into the link between the contemporary field of fashion and digital media has gained pace
since the last decade. Of particular importance are Rocamora’s studies in the scholarly domains of
fashion studies and media and communication studies. The author employs the term mediatization to
shed light on the ways digital media shapes fashion practices (Rocamora, 2017). Through examples and
secondary sources, she examined the impact of digital media on several spheres of the fashion system,

namely, fashion shows, fashion design, and retail. Subsequent studies have also explored these domains.

Concerning the production of fashion shows, there is a broad agreement that these events are increas-
ingly produced to be consumed online and strategically planned with social media in mind. For instance,

the set design is conceived to create “grammable spaces,” (Mendes, 2019):

Today's fashion show does not simply present a collection of clothes against a background
set design; it uses scenography more instrumentally as the setting for brands and influencers

to capture still and moving images of fashion for followers of online social media. (Mendes,

2019, p. 21)

Additionally, a case study conducted by Sand (2019) of Virgil Abloh’s 2018 debut show for Louis Vuit-
ton’s menswear illustrates how the set design, among other strategies, was planned to maximize online
visibility. For instance, thousands of students were invited to the show to wear a t-shirt contained in

plastic tubes that matched each shade of the runway (Figures 3 and 4).

Moreover, model casting and guesting selection are not random. Social media visibility is taken into
account when selecting fashion models, make-up artists, hair stylists, and other fashion profes-

sionals (Pinchera & Rinallo, 2019).
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Figure 4. Graphic t-shirts. Source: Abloh (2018).

The significance of social media extends to fashion design and fashion photography as well (Rocamora,
2017). There is a concern with the clothes’ appearance online — the photographs should accu-
rately represent the garments. Another challenge is the limitations of sizes in social platforms

such as the square format of Instagram.

The consumption of products turns into the consumption of images (Rocamora, 2017) as online imagery
becomes central in the digital world. At the same time, social media platforms turned into legitimate
spaces to diffuse collections (Rocamora, 2017), and the algorithms and the pursuit of audiences

redefine fashion’s challenges and opportunities (Sand, 2019).

In retail, brick-and-mortar environments and shopping practices are redefined with digital screens
(Rocamora, 2017). Furthermore, online retailers go beyond commercial platforms and become media

content providers like the case of Net-a-Porter (Rocamora, 2018a).
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One particular movement — “See Now, Buy Now,” has shaped both retail practices and fashion journal-
ism. Introduced in 2016 by the former creative director of Burberry, Christopher Bailey, the phenomenon
heralded a new era for retail by allowing consumers to shop garments instantly as they are presented
on the runway. Mendes (2017) examined its repercussions, arguing that the movement collapsed the
practice of fashion journalism as cultural and commercial mediation. Mora and Rocamora (2015) and

Rocamora (2011, 2018b) add that fashion blogs are also shifting the nature of fashion journalism.

The studies mentioned above are mostly based on secondary sources, and the way they approach
mediatization is broad. In this sense, Skjulstad (2020) points out the absence of case studies of
fashion films, fashion photography, or Instagram feeds. Similarly, Sand (2019) states the need to
understand media like mixed reality, shoppable video, and audio content. In her view, the latter is

a requirement to fully grasp the impact of media on fashion.

From Rocamora'’s perspective (2013), fashion practices should be studied through the lens of people and
institutions from the fashion industry — writers, photographers, stylists, among others, to comprehend

the repercussions of the immediacy of the contemporary society.

2.2 The rise of the hyper-connected consumer

There is no doubt that technology is deeply ingrained in everyday life. In the words of McCarthy
and Wright (2004, p. 2), “We don't just use or admire technology; we live with it. Whether we are

charmed by it or indifferent, technology is deeply embedded in our ordinary everyday experience.”

According to the report “The Mobile Economy 2020" from the GSM Association (2018), in 2019,
the number of mobile internet users worldwide was 3.8 billion, and by 2025 is expected to
reach 5 billion. The ubiquity of mobile devices is illustrated in a set of photos compiled by the

picture editors of The Boston Globe in the blog The Big Picture (Figure 5).

The world is an “infosphere,” a special place that is equally analog and digital, online and offline
(Floridi, 2018). This ever-changing place has disrupted the business of fashion itself and consum-

ers: how they communicate, access and view information, learn, and purchase.

It is the age of the empowered consumer, who is not only a content seeker but also a content producer.

In the view of Travis (2001, p. 18) “we’re one click away from knowing everything about anything.
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Figure 5. Smartphone society. Source: Globe (n.d.).

Every one of us can now have a genius living between our ears. There's no call for dumb people

anymore. The Net makes ignorance obsolete.”

Further, Rowles (2018) adds that digital media originated a global soapbox and consumers’ feed-

back can easily impact brands. As he explains:

instead of being put on hold for an hour when phoning a call centre and having little choice
but to tolerate it, | can now go straight to one of many social media channels and make my
frustrations very clear and very visible (...) That highly visible complaint then becomes part
of other people’s brand perception (fairly or not) and suddenly the years of building a brand

can be tumbled very quickly. (Rowles, 2018, p. 8)

Through the reports of McKinsey and Business of Fashion (2018a, 2018b, 2020b, 2020a), it is also
known that consumers are increasingly demanding novelty, convenience, immediacy, personalization,
and transparency. Interestingly, the consumers’ craving for newness has led to a boredom epidemic
where they can still feel uninterested regardless of the endless entertaining information at their disposal
(Luna & Renninger, 2015). Luna and Renninger’s (2015) argument for the pervasiveness of boredom

is that the more information is experienced and absorbed, the less surprising it feels. They add that,

We have articles, movies, games, commercials, books, images, videos, podcasts, websites,
ads, status updates, email, and texts all shouting for our attention, and that list of contenders
is just the tip of the iceberg. We shift our focus compulsively, rushing to finish one thing so
that we can move on to the next. On one side of the seesaw sits fear of missing out (aka
FOMO) and on the other, boredom induced by surface skimming. (Luna & Renninger, 2015,

The Boredom Epidemic section, para. 8)
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The ease of access to information tends to lead people to progressively turn to their devices to discover
something. Google (2016) entitled these moments as micro-moments and identified four catego-
ries: “l-want-to-know moments,” “l-want-to-go moments,” “l-want-to-do moments,” and “l-want-to-

buy moments” (Figure 6). Google's conceptual model mirrors the always-on consumer.

Q 0 &

I-want-to-know I-want-to-go I-want-to-buy

moments: moments: moments:

When someone is When someone is When someone is ready
exploring or looking for a local to make a purchase
researching, but is not business or is and may need help
necessarily in considering buying a deciding what to buy
purchase mode. product at a nearby store. or how to buy it.

Figure 6. Four micro-moments. Source: Think with Google (2016).

More recently, Solomon and Roe (2019) developed a model to illustrate “The new buying process.”
The authors explain that the simple linear traditional model is obsolete, giving place to a more
complex one that is circular. As shown in Figure 7, the new model encompasses all the five stages of

the old one, but it adds more steps.

The Old Buying Process The New Buying Process

Problem Recognition

Zero Moment
of Truth

Repeat

and Reset
e Information Search

..... Post-Purchase Information
55356 e Evaluation of Alternatives Evaluation Search
s e Purchase Payment Evaluation
. Event of Alternatives

Post-Purchase Evaluation
: The Purchase

Figure 7. The old buying process vs. the new buying process. Adapted from Solomon and Roe (2019).
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The “Zero Moment of Truth” (ZMOT) step was introduced to mark the moment when the consumer
decides to buy — it can be triggered by a desire or a need stemmed from social networks or other type
of online stimulus. Then, the “Payment Event” due to its part in the overall experience. Lastly, “Repeat
& Reset” encompasses the activities that a brand can perform to encourage further transactions. To

put it differently, it is not a tidy process that ends with the purchase and post-purchase evaluation.

Despite being distinct, these frameworks demonstrate that consumers do not decide systematically,
and they are continually moving between channels. Consequently, conventional marketing strategies
based on predictability and stability do not apply anymore as the market is fragmented (Solomon & Roe,
2019). The traditional demographic or location segmentation does not suffice, and psychographics, i.e.,

attitudes, values, and consumers’ desires, are also considered (Revella, 2019; Solomon & Roe, 2019).

To truly understand consumers’ buying decisions and motivations, it is necessary to approach them.
To that end, Solomon and Roe (2019) claim that quantitative techniques should be combined with

qualitative ones to gather in-depth information.

2.3 Digital Branding

The communication flow was altered by the digital age: there was a shift from a monologue to a
multilogue. With wide access to information and a plethora of choices, consumers’ play an active
role by engaging with brands through online channels. This had implications for brands, and thus

the concept of branding evolved to encompass the holistic sum of consumers’ online experiences.

The definition of branding in the digital setting goes beyond communicating messages through visual
identity or celebrity endorsements — it is an experience (Kaplan, 2016) or the sum of all experiences
with a brand (Rowles, 2018). The society of seduction portrayed by Lipovetsky (2019) reinforces
the power of experiences to capture consumers’ attention and considers that it is imperative to

arouse their desires, emotions, and dreams:

It is no longer just a matter of producing material goods to ensure survival, but making them
desirable to the masses through attractive devices, awake affections and the imaginary,

making dreams and amuse.! (Lipovetsky, 2019, p. 239)

1 Author’s free translation from Portuguese: “Ja néo se trata apenas de produzir bens materiais para assegurar a sobrevivéncia, mas de torna-los

desejaveis junto das massas por meio de dispositivos atraentes, despertar os afetos e os imaginarios, fazer sonhar e divertir.”
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In the academic literature there has been some interest in mapping digital touchpoints to create
awareness of the available opportunities and provide guidance. When referring to touchpoints, the
authors use different terms, i.e., interactive media contacts, digital channels, digital touchpoints,

digital platforms, consumer touchpoints.

Despite the variety of terms, the meaning is the same. The definition provided by Rowles (2018, p.
4) can cast light on the subject: “online touchpoints (points at which we are interacting with a topic,
product or organization either directly via something such as a website or app, or indirectly via a

search engine results page or a social media discussion).”

The studies on digital touchpoints rely on interviews and content analysis. Heine and Berghaus (2014)
categorized eight working areas of digital luxury marketing from interviews with experts in the field.
Similarly, Sharma and Sahni (2018) also conducted interviews but with fashion consumers and iden-
tified 40 interactive media contact points in the customer journey. In contrast, Straker, Wrigley, and
Rosemann (2015) took a more broad approach by examining 16 industries. The authors developed a

model that comprises the customer needs and the company objectives to guide touchpoint choices.

These studies demonstrate that there is a wide variety of direct and indirect ways to establish relevant
connections with consumers. From a marketing perspective, digital innovation provides additional
benefits — companies can collect data and use it strategically to meet their consumers’ needs. The

possibilities of digitalization are listed by Olsen (2018):

With these tools it is possible to follow consumers in their digital consumer journeys, measure
what they click, see how different tactics (e.g. display ads, search words) convert into sales,
what types of digital communication efforts and content are effective, and from which sites
consumers enter the brand’s webpages and where they go when they leave. (Olsen, 2018, p.

18)

If used properly, behavioral brand data can leverage companies by delivering positive experiences and
creating value (Wrigley & Straker, 2018). Apart from the array of channels and analytics, digital tech-
nologies can also be used in creative ways to deliver value propositions through interaction (Rowles,
2018). Besides, sensuality is inherent in the online atmosphere as Chae and Bateman (2001, p. 74)
claim: “The digital environment is one of the most sensuous environments on earth. We can have

touch, we can have voice, video, graphics and text all merged and converged in one environment.”

16



From a branding-building perspective, Aaker (2014) observes that digital media such as websites, blogs,
social media, and online video are required to build or enhance brands. Digital engages audiences,
promotes enriching content, tailors experiences to match individual needs, and builds trust (Aaker,
2014). Hence, digital channels can empower fashion advertising, which relies on striking imagery to
promote fashion products (Le Bon, 2014). “The radiant images of advertising invade the streets, the
media and the Internet. (...) At the heart of our commercial cosmos, the seduction of products appears

as the never setting-sun in the empire of consumerist capitalism?,” writes Lipovetsky (2019, p. 232).

On the other hand, worldwide access to data and information has its downsides. Mendes (2017)
argues that fashion brands do not have real control over how their images circulate. This lack of
control extends to everything that a fashion brand communicates because it is subjected to scru-
tiny. In simpler terms, brands are more vulnerable, and a slight slip can undermine its credibility

and decrease its value (Neumeier, 2006).

Moreover, the amount of information available coupled with a global and competitive marketplace
makes grabbing consumers’ attention challenging. Attracting attention nevertheless is no guaran-
tee of success. A potential value proposition itself in the digital landscape is insufficient as well. In
this regard, Rowles (2018) explains that companies must give consumers a reason to engage, leave

feedback about products or services, and establish a dialogue.

Thus, creating content continuously becomes a requirement to engage with consumers. Accord-
ing to Kansara (2016), the number of events staged by luxury brands (exhibitions, fashion shows,
dinners, parties, etc.) has risen to meet the expectations of online fans who demand new content

every time they refresh their feeds.

Despite the rules of branding are shifting, the core principles remain central. Travis (2001, p. 18)
considers that establishing emotional connections with consumers is still fundamental: “The essence of
effective branding is still rooted in strong emotion.” Moreover, Olsen (2018) argues that identification and

differentiation are more vital than ever because, amid choices, consumers need to recall brands quickly.

The emergence of concepts such as emotional branding and brand love mirrors the prominent place

that emotion represents as a strategical asset. Kim and Sullivan (2019) believe that emotional branding

2 Author’s free translation from Portuguese: “As imagens radiosas da publicidade invadem as ruas, os media e as redes de Internet. (...) No centro do

nosso cosmos comercial, a seducdo dos produtos surge como o sol que nunca se pde no império do capitalismo consumista.”
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can make a difference to fashion brands since it is a path to establish meaningful connections with

consumers and lead to brand loyalty.

Furthermore, one of the key findings from one study conducted by Deloitte Digital (2019) also
highlights the value of connecting emotionally with consumers. It was found that 60% of long-term
customers use emotional language — words such as love, happy, and adore, to describe their

connection to favorite brands.

2.4 Digital strategies

There have been several approaches to understand the interplay between fashion, digital technolo-
gies, and emotions. In this regard, four research streams were identified. The first relates to studies
that reveal an interest in the British luxury fashion house Burberry. The second focus on storytell-

ing practices and the last streams comprise two particular contexts — retail and mobile apps.

2.4.1 The case of Burberry

Frequently mentioned in the literature, Burberry demonstrated that connecting with consumers through
digital channels is possible. For that reason, researchers sought to demystify the reasons behind
the luxury brand’s success. Namely, Phan, Thomas, and Heine (2011) examined the brand’s social
media strategy. In their view, social networks were fundamental to Burberry's achievements as they
brought the brand and younger, web-sawier consumers closer. Further, the authors add that being

a pioneer in investing in digital communications had also contributed to its success.

In line with the previous study, Miralles, Rinaldi, and Bandinelli (2016) reckon engagement is the
essence of Burberry's strategy. However, their analysis is not limited to social media as it extends to
the overall digital strategy. The authors identified four significant features: i) the brand’s voice is the
same across platforms; ii) omnichannel; iii) integration of social and digital media; and iv) contin-

uous innovation by using cutting-hedge technology to engage customers.

Alternatively, Wrigley e Straker (2016) decoded the emotional intentions of five Burberry’'s digital
campaigns. They believe that the brand created a dialogue with consumers by evoking emotions
(satisfaction, desire, admiration, enjoyment, stimulation and love) that made them want to

participate in the experience:
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Through all Burberry's digital campaigns, their customers are motivated by a set of key
emotions, resulting in them to “be part of the Burberry story”. Each digital channel provides
a unique and consistent message, which bring together the brand, culture and customers to
be part of the same story. This story aligns with the brand DNA (British heritage) and the key
product (trench coat). (Wrigley & Straker, 2016, p. 293)

Additionally, the authors underlined that Burberry was able to understand their target customers
and match their digital knowledge and daily habits. Personalization is pointed as a crucial strategy to

strengthen the connection between the product and consumers too.
2.4.2 Storytelling

What Disney and fashion have in common was the motto of the invention-only event “The Power of
Storytelling” promoted by The Business of Fashion that convened a handful of professionals within the
fashion industry. In the perspective of Geoffroy de La Bourdonnaye, Chloé chief executive (a former senior
executive at Disney), it is all about the stories. He spoke about the reasons behind Disney’s success

and the strength of narratives:

We've all been kids and we've all known the power of attracting the emotions through strong
storytelling, and that's what makes Disney so unique. What | learned at Disney is the power
of narrative and the power of basically creating a world, a theme, and a bunch of characters
to draw the emotions which are common to all people around the world. (The Business of

Fashion, 2016, 3:25)

The other panelists discussed how stories are embedded in fashion (The Business of Fashion, 2016). For
example, Sandra Choi, creative director of Jimmy Choo, said that the story is the start of everything and
act as a guide. In retail, Sebastian Manes, buying and merchandising director of Selfridges, highlighted
that storytelling is linked to the company’s value proposition, which is “surprise, amaze and amuse.” He

also mentioned that showcasing the product is not good enough; the customers must be entertainment.

Although the experts recognize the power of storytelling, they agreed that fashion could derive more
from it. In the academia, storytelling is also acknowledged as a powerful strategy to involve consumers
emotionally that can be applied to digital and traditional media (Kim & Sullivan, 2019). The storytelling

practices of fashion brands have been explored mostly through case studies and content analysis.

The research conducted by Donzé and Wubs (2018) provides a historical perspective of the LYMH

group and Christian Dior (2019). Both studies describe the role of storytelling as a corporate strategy
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to diffuse the brands’ identities. The authors claim that the importance of storytelling for luxury brands

lies in product differentiation and emotional value (Donzé & Wubs, 2018).

In the realm of sportswear, Glover (2018) examined how the British cycling brand Rapha embeds
stories in its products and communication. Her analysis suggests that sharing stories is the essence

of the brand as a way to transmit its values, purpose, and passion.

Apart from the case studies that approach storytelling at the core of the brands’ strategy, some studies
analyzed audiovisual media. Scaglioni and Suma (2017) investigated 40 projects concerning fash-

ion films, tv shows, movies, and videogames promoted by Italian luxury and mass-market brands.

Whereas, von Wachenfeldt (2018) directed her attention to video advertising campaigns from the
French luxury fashion houses Louis Vuitton, Dior, Chanel, Cartier, and Hermés. The author observed
the recurrent presence of the following themes: adventure, magic, seduction, and play. On the other
hand, Sanchez and Sanchez (2020) studied the narrative, the characters, the plot, and the aesthet-

ics of the leading brands of haute couture worldwide.

Similarly, Romo, Garcia-Medina, and Romero (2017) employed content analysis to identify the current
digital marketing practices in the luxury domain (Prada, Chanel and Louis Vuitton). They discovered that
storytelling is present across online and offline — video marketing strategies, social media, events and

exhibitions.

2.4.3 In-store technology

Brands and retailers are actively embracing technologies and transforming the retail experience by
blurring the lines between physical and digital to enhance the consumers’ experience. The sportswear

brands Nike and Adidas are two cases in point.

The “Nike Live” concept store in Los Angeles has an app that unlocks features like requesting fitting
rooms and shoe sizes instantly, locating products and reserve them, among others (Rebholz, 2018).
Regarding Adidas, its hi-tech flagship store in London (Figure 8) includes several technological features
such as interactive mirrors in changing rooms that automatically detect items by resorting to RFID

technology and allow consumers to order different sizes on the spot (Brown, 2019).

In view of the wide variety of available technologies, Shah (2018) observed to the Business of Fash-
ion that the lack of creativity is leading retailers to blindly invest in technology and distort retail. She

considers that technology should not be used for the sake of using technology.
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Figure 8. Adidas’s flagship store on London’s Oxford Street. Source: Brown (2019).

In the literature, the studies identify and describe the use of technologies in the physical store. Sampaio
et al. (2017), Bonetti and Perry (2017), and Colombi, Kim and Wyatt (2018) reviewed several tech-
nologies, whereas Boardman, Henninger, and Zhu (2020) specifically examined Virtual Reality and

Augmented Reality. Later, Perry, Kent, and Bonetti (2019) studied mobile technologies in particular.

Overall, the authors conclude that in-store technologies can enhance retail experiences, and retailers
should include them as part of their strategy. They can attract younger audiences (Sampaio et al.,
2017) and provide excitement, entertainment, and useful experiences for consumers (Boardman et
al., 2020). Another advantage of using technologies is collecting data about consumers to create more

personalized shopping experiences (Bonetti & Perry, 2017).

Evaluating the consumers’ perspective towards technologies in the physical store has been subjected
to research as well. The interview study conducted by Alexander and Alvarado (2014) revealed that
technology can negatively impact consumers. The negative perceptions are associated with unmet

needs, e.g., not providing details about products and encounters with technical issues.

Conversely, Pantano (2016) found evidence that storefronts with interactive technologies embedded
can positively affect consumers. When prompted with supporting videos showcasing examples of
window displays with interactive technologies incorporated during focus group sessions, the partici-

pants mentioned their ability to grab attention, usefulness, and save time.

In addition, Dugar, Blazquez, and Henninger (2020) collected data through focus group sessions and inter-

views with fashion premium consumers to uncover their perceptions of in-store technologies. The findings
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suggest that positive experiences with technology might benefit consumers’ emotional relationship with

the brand. On the other hand, a privacy concern emerged, making them feel reluctant to use technologies.

2.4.4 Mobile apps

Like a Swiss Army Knife, mobile devices are filled with different features that allow consumers to
research, compare, purchase, and experience online media-rich advertising by interacting with bill-
boards and in-store digital displays (Harris, 2017). Consequently, mobile technologies give retailers and

marketers a myriad of options to promote and sell products.

Zhao and Balagué (2015) suggest that mobile apps can fulfill different purposes. They can provide
services to assist consumers (tool-centric apps), create immersive contents to build brand aware-
ness (game-centric apps), promote social activities to foster brand engagement (social-centric apps),

sell products (m-commerce-centric apps), and provide imaginative moments (design-centric apps).

There is evidence that supports that mobile applications have a positive persuasive impact as they
can raise interest in the brand and its products (Bellman, Potter, Treleaven-Hassard, Robinson, &
Varan, 2011). The interest in mobile apps is visible in the literature reviews conducted by Mondal

and Chakrabarti (2019) and Tang (2019).

Mondal and Chakrabarti (2019) examined 40 peer-reviewed research papers. Their systematic review
reveals that the studies derive from Information Systems and Marketing. Moreover, the authors conclude
that early studies aimed to improve the apps’ design and usability. Still, subsequent ones delve into

the impact of consumer engagement on purchase intentions.

From a commerce and marketing perspective, Tang (2019) examined 84 articles and found that mobile
app studies seek to understand the app users’ motivations (intrinsic or extrinsic factors), attitudes (satis-
faction and loyalty towards the apps/brands; trust and perceived risks), and behaviors (continue intention;
word-of-mouth; purchase). Additionally, she observed that the focus of the studies is on retail, banking

and hotel sectors.

In the context of fashion, Magrath and McCormick (2013; 2013) created two frameworks: the first
includes visual design elements to integrate into a mobile strategy, whereas the second covers brand-
ing elements of fashion retail apps. The purpose of these frameworks is to guide and open further

discussions on the topic. Figure 9 presents a detailed list of the components listed in both frameworks.
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brand brand brand brand
name logo design content
typeface imagery
layout copy
colour relationship features
stimuli: shapes/icons sound/video

presentation style

BRANDING DESIGN ELEMENTS .

Figure 9. Visual and branding elements of fashion apps. Adapted from Magrath and McCormik’s (2013; 2013).

In another study, Romo et al. (2016) studied ten mobile apps of Spanish prét-a-porter fashion brands
(e.g., Zara, Pull and Bear, Mango, Stradivarius) to discover the aspects that can improve the brands’
image. Their content analysis concludes that retail apps must be entertaining, time-saving, add value,

and be coherent with the brand’s identity.

In general, it appears that the majority of studies explore mobile apps whose primary aim is to sell prod-
ucts. However, according to Parker (2018), besides sales focus apps, there are brand communication

apps, i.e., apps that enhance consumers’ perception of the brand through mixed media communication.

Parker's (2018) point of view is that mobile apps are underrated, and they can be used for more than
purely retail. Thus, he encourages the development of new concepts of app design and consumer
engagement (2018). This author’s research was influential in designing the digital product that is

presented in Chapter 6.

2.4.5 Homogeneity in Digital Fashion Communication

Despite the myriad of technologies available that allow the implementation of nearly every conceiva-
ble idea, it seems that there is a uniformity in the digital fashion landscape. The rebranding of luxury
brands such as Celine, Calvin Klein, Yves Saint Laurent, among others, seem to follow a similar path
that did not go unnoticed (Figure 10). Branding specialists comment that one of the reasons for select-

ing sans-serif typefaces is their legibility and suitability to different media (Stanley, 2018).
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Figure 10. “This graphic circulated the web | Source: Twitter.” Source: Whelan (2019).

The homogeneity also extends to web design. In the view of Miiller (2018), the internet suffers from a
lack of creativity: “Web design today seems to be driven by technical and ideological constraints rather
than creativity and ideas. Every page consists of containers in containers in containers; sometimes
text, sometimes images. Nothing is truly designed, it's simply assumed” (2018, para. 2). Further-
more, Parker and Doyle (2018) argue that brands might not be distinguished online as e-commerce
websites can easily appear professional and luxurious with the appropriate design and aesthetic
(Figures 11 and 12). The authors reflect on the ways luxury retail can remain an aspiration in an envi-

ronment where design and content of luxury and high retailers are practically equivalent.

Walter (2020) considers that technological platforms enable to build faster and cheaper solutions, but
they do not consider the craft or the audience. This view is in line with Dario (Jam3, 2020), the creative
director of the design and experience agency Jam3. He claims that the current digital spaces do not help
create meaningful connections and remarks that social media platforms’ constraints inhibit creativity,
and as a result, everything looks the same. “From the algorithmic timeline to infantilizing UX patterns
that promote short-term virality and engagement, the platformization of design (...) has given rise to
sanitized digital spaces that ultimately won't help you create lasting and meaningful connections with

your audience,” said Dario in a conversation with creatives from around the world (Jam3, 2020, para. 8).

Notwithstanding, in the words of Miller (2018, para. 22), “every crisis creates an opportunity,”

thus there is room for innovation. The potential of web technologies can be channeled for creating
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Figure 12. Stradivarius (high street brand) versus Dior (luxury brand).

imaginative visual experiences and challenge the internet’s visual conformity (Miller, 2018). Addi-
tionally, Parker and Doyle (2018) acknowledge that the current technologies enable to develop
personal and emotional experiences, representing a path for luxury brands to re-establish exclu-
sivity. To conclude, Walter (2020) believes that despite the absence of physical touch in digi-

tal design, going beyond function and engaging people on an emotional level is attainable.

2.5 Considerations

This chapter examines the changes ignited by the centrality of digital media in the fashion industry.

It also describes the impact of the digital landscape that extends to consumers and brands as well.

On the one hand, empowered by technology, consumers can engage directly with brands and easily
access information through their smartphones. Notwithstanding, they are more demanding and are

always looking for the next new thing.

25



On the other hand, brands can take advantage of the digital environment since it is highly measur-
able and metric-driven. Moreover, it offers numerous opportunities to connect with consumers and

enhance their experiences.

Regardless of the digital channel, brands should strive for authenticity to resonate with increasingly
overwhelmed consumers. To that end, a mindset focused on emotions may provide a path for establish-

ing meaningful connections and add value to fashion brands.
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3 Emotional engagement

This chapter investigates the literature on design and emotion.
It starts with assessing the user engagement construct and
how Emotional Design can contribute to design for engagement.
Emotions and their intricacies are then introduced, followed by
theoretical models and frameworks to design for emotion and
emotional measurement approaches. Lastly, a group of prominent
processes that are adopted to product development and innovation

is explained.

Regarding the literature on emotional measurement, the following publications were made:

Faria, Ana Paula, Providéncia, B., & Cunha, J. (2018). DESIGN, TECHNOLOGY AND EMOTION
MEASUREMENT. NORDSCI Conference on Social Sciences, 1, 21-28. https://doi.
org/10.32008/NORDSCI2018/B2/V1/2

Faria, A. P., Providéncia, B., & Cunha, J. (2018). Eye Tracking in Fashion: an overview. In
Proceedings CIMODE 2018 4o Congresso Internacional de Moda e Design (pp. 103-108).
Madrid, Spain: University of Minho.
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3.1 User Engagement

In an ever-changing environment filled with digitally-mediated experiences, engaging with consumers is
the paramount issue as user engagement (UE) has proven to be a significant mediator for persuasive
outcomes (Oh & Sundar, 2016). It is commonly believed that user engagement with media is related
to being focused on media content at a cognitive and affective level, e.g., a consumer is engaged
when inspired by an ad or brand (Oh & Sundar, 2016). Oh and Sundar’s (2016) theoretical defini-
tion of UE states that:

user engagement is a psychological state where the user appraises the quality of media and
becomes cognitively and emotionally absorbed in media content, followed by a behavioral
experience with which the user physically interacts with the interface and also socially

distributes the content. (Oh & Sundar, 2016, p. 183)

For Sutcliffe (2016), the purpose of UE is to attract and excite users, stir pleasurable emaotions — curiosity,
surprise, and joy, by making interactions exhilarating and fun. From the author’s point of view (2016), the
term relates to immediate, dialogue-driven experiences compared to user experience (UX) that is broader,

encompassing the reasons for people adopting and using a given design over time (Sutcliffe, 2016).

Studying UE, however, poses a challenge due to its complexity (O'Brien & Cairns, 2016; Zagalo, 2020).
As explained by O'Brien and Cairns (2016), the intricacy of UE lies in subjectivity:

User engagement, as with other aspects of subjective user experience, is a complex
phenomenon. Users bring personal histories, knowledge, skills, and emotions to their
interactions with technologies, while systems vary in terms of how they present and organize

system features and content. (O’Brien and Cairns, 2016, p. xiv)

Indeed, interactive products can shape feelings, thoughts, and actions, ultimately influencing expe-
riences (Hassenzahl, 2010). The model created by Sutcliffe (2016) clarifies the cognitive factors that
influence UE (Figure 13). The author (2016) explains that users’ motivations and emotions, elicited
by design qualities (interactivity, aesthetics, and usability), influence their judgment, and ultimately,
their actions. In other words, emotions act as a catalyst for UE. For this reason, the more design-
ers know about emotions, the better they can design for engagement. Hence, knowledge from the

field of Emotional Design can prove useful.

Apart from UE, other factors influence UX that should not be disregarded as they will determine a product’s

success. According to the user experience honeycomb model created by Morville (2004), the facets of UX
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are: useful, usable, desirable, findable, accessible, credible, and valuable. Hartson and Pyla (2018) also
consider usability and usefulness as components of UX. Still, they add two more: emotional impact (how

users feel emotionally and user satisfaction) and meaningfulness (long-term relationship with a product).

Memory

Intent, Goals Judgement Emotions

——— Stronger, direct Mood
influences

Interaction
Weak, indirect

influences

Experience

Figure 13. Model of cognitive factors influencing UE. Source: Adapted from Sutcliffe (2016).

3.2 Design for emotion

Part of the complexity of studying emotions derives from their immateriality and because they vary
and have different intensities. The projects “Universo de Emociones” and the “Atlas of Emotions” are

two examples that illustrate the complexity inherent in emotions and simultaneously demonstrate

the existence of robust knowledge on the subject.

The project “Universo de Emociones,” developed by Eduard Punset, Rafael Bisquerra, and the
agency PalauGea in 2015, promoted several didactic materials — a book (Figure 14), a diction-

ary, and posters in various formats, to clarify how emotions are structured using astrophysics as

an analogy. In the words of the authors,

The intention is to visualize the rich world of affective phenomena that we experience within
ourselves. To that end, a map of emotions that facilitates the visualization of an immaterial
and complex reality is proposed. In this way, the universe of emotions is presented, visually,
as an approach to their materialization, as a strategy to help better understand them.?

(Bisquerra & Punset, 2015, p. 15,16)

3 Author’s free translation from Spanish: “La intencién es visualizar el rico mundo de los fenomenos afectivos que experimentamos dentro de no-
sotros. Para ello se propone un mapa de las emociones que facilite la visualizacion de una realidad immaterial y compleja. De esta forma se presenta

el universo de las emociones, de modo visual, como aproximacion a su materializacion, como estrategia para ayudar a su major comprension.”

35



Figure 14. Picture from the book “Universo de Emociones.” Source: PalauGea (n.d.).

The “Atlas of Emotions” was launched a year later. It is an interactive visual map to explore the nuances
of emotions that resulted from a partnership between the Dalai Lama, the project’s funder, and two
renowned psychologists, Paul Ekman and Eve Ekman. The tool was developed with the design firm

Stamen, which is specialized in maps and data visualization.

The map encompasses five colorful graphics (Figure 15), purposefully matching Pixar’s film “Inside
Out.” In an article to Scientific American, Montafiez (2016) explained some of the project’s visual
design decisions. For instance, each visualization’s triangular peaks represent specific psycholog-
ical states, depicting their intensities. Additionally, the contours aim to embody the emotion itself,

e.g., the blurred edges of sadness as a representation of the welling of tears or the irregularly wavy

peaks of disgust evoking toxic ooze.
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Figure 15. Five visualizations from “Atlas of Emotions.” Credit: Paul Ekman. Source: Montafiez (2016).
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The interactive learning tool presents the results obtained from a questionnaire made to 149 scien-
tists from different research areas. Ekman (2016) considers that this survey should demystify the
visible confusion in the media about the nature of emotions as there is a firm consensus of the exist-

ence of five universal emotions (sadness, fear, enjoyment, anger, and disgust).

Debating what emotions are is beyond the scope of this chapter. Instead, understanding how the

literature in design and emotion can be used to design for interactive media engagement is privileged.

Although design has recognized the emotional dimension of products since the 1980s, it was the
famous book “Emotional Design: “Why We Love (or Hate) Everyday Things” (Norman, 2004) that
introduced and established the term “Emotional Design” — an approach to creating products that
aim to deliver positive experiences. Norman suggests that designers should strive to reach users on
three cognitive levels: visceral, behavioral, and reflective (Figure 16). Norman'’s tripartite processing
levels still maintain their relevance today, having supported recent studies in Psychology (Zagalo,

2020) and further emotional design frameworks (Pavliscak, 2019).

3 Levels of Deﬁign Appeal

VISCERAL
iwantit! it looks beautiful, so will i

BEHAVIORAL

i can master it it makes me feel smart

REFLECTIVE
it completes me i can tell stories about it (& me)

Figure 16. Don Norman’s 3 Levels of Design. Source: Komninos (n.d.-b).

Other well-known models that examine the process of designing for emotion are the types of pleas-
ure by Jordan (2000) and the appraisal model to product affect of Desmet (2002). Although these
emotional models represent different perspectives, they converge on the same subjects — desirabil-

ity, usability, and usefulness (van Gorp & Adams, 2012).

From the factors required to create emotional experiences listed by Komninos (n.d.-a), the models
mentioned above reckon both general and specific factors. The general factors apply to all users, regard-

less of the product, and include human cognition (thinking, knowing, remembering, problem-solving)
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and human psychology (the impact of color, sounds, shapes, people, faces, etc. on emotions). In
contrast, the specific factors relate specifically to products and comprise dispositional factors (how

the user is possibly feeling) and situational factors (context of use).

3.3 Approaches to designing for emotion

Broadly, the research in designing for emotion attempts to assist the design process in creating better
products or improving existing ones. Thus, researchers and practitioners have been exploring ways to
include emotions in the development of products. The approaches to Emotional Design are diverse

and follow the latest innovations in Psychology, Social Theory, and Science (Pavliscak, 2019).

The models, frameworks and processes in this section were explicitly targeted because besides iden-

tifying and describing relevant concepts to design for emotion, they also issue prescriptive guidelines.

3.3.1 The A.C.T. model of van Gorp and Adams

Based on existing models for designing for emotions and explorations of the nature of love, the A.C.T.
model includes directives to designers and business stakeholders on ensuring the design process delivers
useful, usable, and desirable experiences to form relationships (Figure 17). According to van Gorp and

Adams (2012), directives are one aspect that differentiates this model from others. The author’s remark,

At its core, the A.C.T. model is about how we can use emotion to persuade people to invest
attention in the right things at the right time. This helps create relationships between products

and the people who use them. (van Gorp & Adams, 2012, p. 138)

Attract
Aesthetics oriented
Desirable

Ideal Product
Relationship
Desirable
Usable
Useful

\
Transact | Converse

Function oriented H ful, Usabl. s Interaction oriented
sefii Useful, Usable Usabld

Figure 17. The A.C.T. Model. Source: van Gorp and Adams (2012).
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The model is non-linear and includes three components — Attract, Converse, and Transact, present-
ing an overview of what is required for building relationships between products and those who use
them (Table 1). The Attract and Converse stages aim to establish trust and credibility. Customers
and users must be attracted by a product feature (Attract) — visuals, sound, smell, touch, movement,

and the product must perform adequately (Converse). The Transact stage signals the moment to

persuade the user to take action, e.g., sign up for a newsletter, make a purchase.

Table 1. A.C.T. model overview. Source: Adapted from van Gorp and Adams (2012).

The A.C.T Model

Attract

Converse

Transact

Processed unconsciously and
automatically (Reptilian brain);
Aesthetics of the product (i.e., sight,
sound, smell, touch, movement, and
color);

Whether users’ find the aesthetics
appealing;

Pleasures and passions the aesthetics

Processed unconsciously and
automatically (Mammalian brain);

How the product interacts and behaves
(i.e., ease of use);

Whether the product meets up to users’
standards;

Benefits that come from use and the
completion of tasks;

Processed consciously — can override
unconscious (Neomammalian brain);

Based on the attribution of personality
communicated through the qualities of
the aesthetics and interaction;

The product’s contributions to our self-
image and identity;

Benefits that come from the completion

provide. Feelings of intimacy and connection. of goals;

Feelings of trust leading to commitment.

The guidelines assembled for Attraction include using appealing aesthetic properties to trigger the
desire to engage in a conversation (see Appendix 3.1). Concerning the recommendations for Conver-
sation, the dialog between the user and the product can benefit from basic human etiquette rules to
evoke emotional responses such as greetings, praise, and flattery. In addition, content strategy is

vital to communicate the product successfully, despite being overlooked (van Gorp & Adams, 2012).

Essentially, the authors advocate that people’s emotional reactions to products, applications, and websites
resemble human relationships. Furthermore, their premise is that the product’s personality should match
the character of the users. For that reason, first and foremost, identifying the users’ personality is crucial

to tailor the product’s aesthetics and interaction. They also underline consistency as a means to build trust,

People like simplicity and predictability from both other people and from technology. To instill
trust, any personality should be consistent within the product, its packaging and its marketing.
If exchanges with the product have provided a positive impression, establishing trust and
instilling confidence, the user will feel comfortable transacting with that personality. (van Gorp

& Adams, 2012, p. 171)
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Ultimately, users’ will only make a transaction and commit to the relationship if the product earns
their trust. Conversely, an inconsistent personality can lead to confusion and elicit negative emotions,

compromising confidence in the relationship (van Gorp & Adams, 2012).

3.3.2 Aarron Walter and the Hierarchy of User Needs

“Personality is the platform for emotion,” writes Aarron Walter (2011, p. 29) in his book “Designing
for emotion.” Like van Gorp and Adams (2012), he acknowledges personality as a powerful tool and
urges designers to think of products as someone with whom one can have a conversation. As a differ-
entiating factor, capable of creating long-term memories in customers, personality can help brands

become memorable and make the experience with products remarkable (Walter, 2020). In his words,

If we stop thinking of the interfaces we design as mere control panels and think of them
more as people our target audience wants to interact with, we can craft emotionally engaging

experiences that make a lasting impression. (Walter, 2020, p. 46)

Walter (2011) introduced a new influence on Emotional Design with his model entitled the Hierarchy
of User Needs (Figure 18), which closely mirrors Maslow’s Hierarchy of Needs proposed in 1940 to
explain human motivation. The author claims that higher needs can only be achieved if the ones at
the bottom are fulfilled. In other words, only when an interface is functional, reliable, and usable can

people appreciate the pleasurable tier that corresponds to the enjoyable aspects of the experience.

missing

pleasurable

Figure 18. Aarron Walter's Hierarchy of User Needs. Source: Walter (2011).

To design for emotional engagement, Walter (2011) underlined surprise and delight as strategies.
Delight is in the details, in the “small kindnesses,” as the author puts it (isitedesign, 2013), that
may contribute to business success in the long-term. Some examples of features that can lead to

delightful experiences are animations, tactile transitions, and microcontent (Fessenden, 2017).
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Notwithstanding, in the second edition of his book, Walter (2020) posits delight is a narrow view of
Emotional Design and widens his perspective with “ownable moments” in mind — a term coined by
the design team working on TurboTax* that refers to the points in the user experience where there is a

positive or negative emotion.

Walter's (2020) point is that designers should address the best and worst moments of the customer
journey accordingly: the lowest moments should mitigate negative responses, while the highest moments
are opportunities for extraordinary experiences (Figure 19). Personas and customer journey maps are two

tools the author elects to unlock the audiences’ needs and identify moments to use emotional engagement.

Reliable Reliable

Figure 19. Evolution. Source: Olsen (2020).

Besides surprise and delight, to engage and grab peoples’ attention, designers can also employ the
following strategies: anticipation, elevating perceived status, limiting access to stir exclusivity, empathy

and inclusion, storytelling, challenges (and constant rewards), and peak moments (Walter, 2011, 2020).

Additionally, with experience in product design for approximately 20 years, Walter (2020) mentions that
the inclusion of Emotional Design can be daunting in an agile environment for software development

that favors speed for product-market fit. To guide the process, he proposes a four-step model (Figure 20).

1 2 K 4

Investigate Customer's Map the Design a peak Measure the impact
Emotional Needs Customer Journey moment of the moment

Figure 20. Process to design for emotion in a sprint to build an MVP. Source: Based on Walter (2020).

4 TurboTax is a personal finance software owned by the company Intuit.
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The author concludes that there are many ways to establish emotional connections, and there is
no formula. However, knowing when to apply emotional engagement is equally important as using
it (Walter, 2020). Apart from timing, he states that functionality, reliability, and usability must be

addressed first, reinforcing the Hierarchy of User Needs.

3.3.3 Wrigley and Straker’s Digital Affect Framework

The Digital Affect Framework presents a holistic view of what is required to plan strategies that create
emotional connections with customers through digital channels. It was developed by the researchers

Wrigley and Straker (2018), who have a background in industrial design.

Based on Damasio’s somatic marker theory and the intersection of business strategy and digital tech-
nology, the framework comprises three components: understanding the industry (value proposition),

the customer (digital hedonic rhetoric), and digital engagements (digital stimulus) (see Figure 21).

Value proposition

p—

Message|

Digital hedonic rhetoric

Informs digital
stimulus selection

Reinforces
value proposition

Digital stimulus

—] L

< <\99¢erq

N

Figure 21. Digital Affect Framework canvas. Source: Wrigley and Straker (2018).

Wrigley and Straker (2018) believe that digital strategies unfold from a solid understanding of a compa-
ny’s origin and strategic values instead of focusing exclusively on the design of a single digital channel.

Thus, the knowledge about the company strategy corresponds to the first step — the value proposition.
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Understanding the essence of the organization is equally relevant as obtaining insights from the compe-
tition to inspire and maintain a competitive edge. Table 2 contains a set of questions suggested by the

authors that should be considered during the process.

Table 2. Key questions for Digital Affect Framework components. Source: Based on Wrigley and Straker (2018).

Digital Affect Framework components

The industry The customer Digital engagements

What is the current state of business Who is your customer? What channels does the industry

models in the industry? Should they be your customer? traditionally currently use?

Where is the industry heading? Are there  \what do they value? Are customers engaging with these

any potential disruptors? What are their perceptions of the channels? If so, how are they engaging?

What is the value that other companies company? What are they saying?

offer in your indusry? Are they all Do your customer’s values align with What is the purpose of your existing
imilar?

similar? what you are offering? channels?

Do you think their value offering is going

o chanee? Why does the customer value this? Do your current digital channels match
o change?

the needs of your customers?
What is your value offering? Is this the
same as others in your industry?

What value does the channel bring the
user and the company?

How is your value communicated to your

customers?

Do you think your customer aligns with
your values?

The digital hedonic rhetoric is when the affective state to elicit is defined. It can be an emotion, a
feeling, or a mood. This selection should be the outcome of the customer motivations assessment.
To Wrigley and Straker (2018, p. 149), the customer is the “greatest asset” companies hold. For that
reason, they encourage companies to learn about the audience: their daily habits, behaviors, and the

reasons behind their emotional experiences to understand what they value and design accordingly.

The authors claim that positive affective states should be targeted because pleasurable experiences
create emotional attachments, translating into higher spending rates, and increased revenues over
time. The emotional typology of Desmet is proposed to understand positive emotions and their respec-

tive eliciting conditions.

The relevance of emotions is also visible in the bottom part of Wrigley and Straker’s framework that
portrays a version of Damasio’s theory applied to a digital engagement experience, illustrating how
emotions occur in three interrelated phases. It starts with thoughts and evaluations based on asso-
ciations to the company (cognition), followed by an interaction with a digital channel that will trig-

ger a feeling, emotion, or mood (affect) that will lead to an attitude (behavior).

43



All'in all, the authors reiterate it is necessary to ensure the elicited emotion is aligned with the company
and the customer. Only after knowing the audience and grasping the emotion to evoke should the
digital channel be pondered. The channel’s selection should consider an introspection of the compa-

ny’s digital touchpoints’ usage and notice the industry digital channel standards and requirements.

Moreover, Wrigley and Straker (2018) outline that technologies should be explored, and new digi-
tal channels may be created if necessary. However, one must not forget that they must be useful,
user-friendly, and highly publicized; otherwise, they will not be used. Also, they advise the creation of

memorable experiences beyond purchases.

3.3.4 Pavliscak’s Emotionally Intelligent Design

In view of the existing Emotional Design frameworks, Pavliscak (2019) considers that designers are
oversimplifying and progressively narrowing their view of emotion and sees emotions as “a blind spot
for design” (2019, p. 31). Nevertheless, she acknowledges that the existing approaches to design

and emotion are worth it to move forward.

The author asserts that so far, the followed premise is similar, i.e., reduce negative emotions, add
surprise and delight after. She considers this approach limited because while designing for one singu-
lar emotion, there is a whole spectrum of emotions that are not considered. This viewpoint was also

observed by Walter (2020) recently.

Pavliscak’s (2019) point is that designers have been tackling emotion as an additional feature rather
than a complex phenomenon intrinsic to the experience. Besides, the author explains that design-
ing for delight is insufficient since delightful details are momentary and lose their appeal over time
because people become desensitized to the same things (hedonic adaption). Hence, she claims the

practices of Emotional Design need to be reconsidered.

To move the field of design and emotion further, Pavliscak (2019) introduces Emotionally Intelligent
Design — an approach to signal a shift in design perspective and make designers rethink the creation
of products. This new mindset recognizes the complexity inherent to emotional experiences and the

need to learn from emotion, favoring the development of relationships over short-term experiences.

Other guiding principles of Emotionally Intelligent Design are inclusivity (different voices should be
included in the process), emotions at scale, and, more importantly, being sensitive to context as emotions

differ culturally and historically. To apply these principles, Pavliscak (2019) suggests the model FEEL
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— Find, Envision, Evolve, and Live, which results from the merge of Emotional Intelligence with Design

Thinking. It can be seen as a step-by-step process or a complement to the design practices already in place.

The first step, “Find,” is an assessment of emotion through mixed methods. Since emotions manifest
across different dimensions (physical, perceptual, behavioral, social, and cultural), selecting an evaluation
approach can be challenging (see Table 3). The author observes that Emotion Al technology® can help
understand the physical dimension of emotion and demystify human complexity. Notwithstanding, these
technologies are not commonly available to design teams. Thus, other techniques can be used to under-

stand emotions, such as feeling drawings, movie making, Kansei clustering, and sentence completion.

Table 3. “Emotions manifest across many dimensions.” Source: Adapted from Pavliscak (2019).

Emotional dimensions  Signals Quantitative method Qualitative method
Pulse and temperature, gaze, Wearables, eye tracking, .

Neurophysical ) P 8 ) y 8 Observational research
brainwaves brainwave trackers

In-depth interviews, diaries,
Perceptual Core affect, personal meaning  Data over time, aggregate data  metaphor, elicitation,
therapeutic research

) ) Behavioral analytics, )
Behavioral Interactions ) ) ) Observational research
satisfaction ratings

Facial analysis, voice analysis,

Facial expression, intonation, Group conversations, paired

Social gesture analysis, sentiment ) _ : o
body language, language ) interviews, co-design activities
analysis
. Location tracking, behavioral o )
Norms, attitudes, laws, . Contextual inquiry, narrative
Cultural analytics, aggregate data,

institutions study, co-design activities

literature scans

After collecting the emotions associated with the experience, the second step of the process, “Envision,”
consists of mapping the emotional experience and generating concepts. Empathy maps are suggested

to create a map of the emotions. These maps can be informed by answering the following questions:

What is your product’s core emotion? What else is associated with that emotion? What
emotion do you want to evoke? What emotions are people expressing? What emotions are
unexpressed? Which are the most intense feelings people identify? Which are the least? When
beginning, sinking into, and finally leaving your experience, what states are you evoking and in

what order? (Pavliscak, 2019, p. 94)

5 Also known as Affective Computing, Emotion Al is a subset of artificial intelligence that detects, interprets and reacts to human emotions (Somers,
2019). Artificial intelligence technologies enable to learn and recognize emotions through sources such as text (natural language processing and senti-

ment analysis), audio (voice emotion Al), video (facial movement analysis, gait analysis and physiological signals) (Gossett, 2021).
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Other techniques advised in this stage are customer journey maps and emotional analogies.
Concerning the concept, the ideation phase encompasses participatory exercises, fostering the
involvement of different people in the process. The end goal of the activities is to uncover distinct

aspects of the emotional experience.

The third step, “Evolve,” states that research is an ongoing process, and the products must continue to
be tested with new people to gain fresh perspectives and see its evolution. Pavliscak (2019) emphasizes

that increasing the capacity to grow, change, and adapt trumps counting positive or negative experiences.

The fourth and final step, “Live,” acknowledges emotional experience is not static as the relationship
with products changes and grows in value over time. Consequently, designers must consider how
the products fit in peoples’ lives to comprehend their relationships, emotions, and values — this can
be accomplished by reflecting on certain aspects that are overlooked (dreams, etiquette, contradic-

tions, images and symbols, peaks, and hacks).

Pavliscak’s ideology embraces the intricacies of emotions through a set of perspectives and
design practices that can contribute to a better understanding of emotions. Despite her belief that
emotion will never be entirely mastered, she mentions designers can improve and gain experience

through product evaluations.

3.4 Emotional measurement

Despite measuring emotions not being an easy task, emotion measurement can benefit design because
positive and negative emotions experienced when interacting with a product can help understand people’s
desires, needs, and expectations (P. M. A. Desmet, Fokkinga, Ozkaramanli, & Yoon, 2016). Further-
more, emotion research can be a source of inspiration for generating concepts and product ideas and

help designers creating products with a deliberate emotional effect (P. Desmet & Schifferstein, 2012).

There are several approaches available that help to measure and study emotional responses. Three cate-
gories can be distinguished: 1) self-report instruments, 2) physiological measures, and 3) projective tech-

niques. The next subsections provide examples for each subset, highlighting its strengths and limitations.
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3.4.1 Self-report instruments

Self-report measures rely on the individual’s report directly of their behaviors, beliefs, attitudes, or inten-
tions. Since these methods do not require specialist knowledge or equipment, they are easily administered

and can be efficiently integrated with qualitative and quantitative research (P. M. A. Desmet et al., 2016).

On the other hand, these methods cannot be used for continuous measurement because respondents
have to interrupt their activities to record their responses. Besides, self-report have been criticized for
being cognitively demanding and taking much time to complete (Pieter M.A. Desmet, Vastenburg, &
Romero, 2016). Also, its accuracy is questionable because people can have difficulties specifying reasons

for their attitudes, they can hesitate giving honest answers and rationalize (Ciuk, Troy, & Jones, 2015).

Pictorial and verbal scales are part of the self-report instruments available to access affective states.
Two well-known examples of pictorial representations are Self-Assessment Manikin (SAM) (M. Brad-

ley & Lang, 1994) and Premo (P. M. A. Desmet, 2003) (Figure 22).°

Figure 22. PrEmo (Emotion Measurement Instrument). Source: Delft Institute of Positive Design (n.d.).

Compared to verbal scales, pictorial representations are more sensitive to nuanced variations in emotions
evoked by products, and they are appropriate for situations where there are time or motivation constraints
(P. M. A. Desmet et al., 2016). While pictorial self-report methods allow respondents to quickly and
intuitively report their affective state, they are difficult to customize because the development and

validation of pictorial representations require effort and time investment (P. M. A. Desmet et al., 2016).

3.4.2 Physiological measures

The latest advances in Affective Computing and Neuroscience and the studies of emotional processes
in the human body continue to improve the way researchers collect and analyze data. The availa-

ble technologies help to demystify bodily reactions that cannot be consciously controlled, opening

6 For a list of more self-report methods see Desmet, Vastenburg and Romero (2016).
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new paths for designers to include other sciences in the practice of Design. Eye tracking, GSR, and
facial expression analysis are three methods that are part of a more extensive list that is steadily

growing of different technologies to detect and interpret human emotion.

Applied to several domains such as Human Factors, Cognitive Psychology, Marketing, and Human-Com-
puter Interaction, eye tracking has attracted the interest of researchers and practitioners because it
provides data that cannot be obtained by traditional research methods (Fidelis, Oliveira, Giraldi, &
Santos, 2017; Rahulan, Troynikov, Watson, Janta, & Veit, 2015). It is a technology that detects what

people see and where they look, aiding the understanding of visual attention.

Eye tracking is commonly conducted with a device called an eye tracker (remote or wearable) that
uses infrared light-emitting diodes and cameras to track and record where an individual is looking,
based on the relative position of the pupil center and corneal reflection (Bojko, 2013). Through capa-
ble eye tracking software, data visualizations can be easily obtained. The most used visualizations
are heatmaps (reveal the focus of visual attention, see Figure 23) and gaze plots (display the loca-

tion, order, and time spent looking at a visual stimulus).
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Figure 23. Heatmap. Source: Space Between (n.d.).

In a user experience context, Bojko (2013) categorizes eye tracking measures into two types: attrac-
tion and performance. The first group comprises the metrics that access users’ awareness, interest,
and desire to identify what grabs attention. The second group refers to metrics that evaluate usability,

accessing whether users can achieve their goals.

Among the hundred metrics that eye tracking offers, the information on pupil diameter can reveal
some clues about emotion since pupil dilation is determined by emotional arousal (M. M. Bradley,

Miccoli, Escrig, & Lang, 2008) and is correlated with mental workload (Tullis & Albert, 2013).’

7 See Barreto (2012) for a comprehensive account of eye tracking technology.
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Another widely used psychophysiological method is Galvanic Skin Response (GSR), also known as
Skin Conductance (SC), Electrodermal Activity (EDA), Electrodermal Response (EDR), and Psycho-
galvanic Reflex (PGR). It refers to subtle variations in the electrical characteristics of the skin that
reflect the intensity of emotional states. Arousal increases in GSR are associated with emotional

states (e.g. fear, anger, and joy) and attention-demanding tasks (Tullis & Albert, 2013).

GSRis generally collected from the finger, wrist, or palm by applying two electrodes on the surface of the
skin, using a conductive gel to improve the conductivity between the skin and the electrode. The data
obtained through GSR includes tonic and phasic activity. Phasic signals can be interpreted as a direct
arousal response to sensory stimuli (images, videos, sounds). When an emotionally arousing stimulus

event happens, the phasic component variations become visible as the rapid signal increases (Figure 24).

GSR value

time (seconds)

Figure 24. GSR shows peaks in emotionally arousing content. Source: Adapted from Faria, Providéncia and Cunha (2018).

Compared to GSR, facial expression analysis is a technique that resorts to software for automated facial
image analysis, hence has the advantage of not requiring sensors. Some commercial software examples
are Affectiva’s Affdex technology, Insights (nViso), and FaceReader (Noldus Information Technology).
These solutions can recognize facial expression patterns through the caption of video (online or offline)

or images through embedded cameras in laptops, tablets and mobile phones or stand-alone webcams.

The Facial Action Coding System (FACS) is the basis for the algorithms implemented in most computing
systems. Developed by Ekman and Friesen, the FACS is a measurement system that allows a modular
construction of emotions based on the combination of Action Units (AU). Each AU corresponds to an
individual face muscle or muscle group. As illustrated by Figure 25, happiness results from AU 6 (Cheek

Raiser) and AU 12 (Lip Corner Puller — commonly referred to as a smile) combined (Mesquisa, 2011).
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Figure 25. Happiness. Source: Adapted from Faria, Providéncia and Cunha (2018).

Despite being distinct, the metrics of facial analysis software generally comprise outputs related to
seven basic emotions (joy, anger, disgust, surprise, fear, sadness, and contempt), valence, arousal,

appearance (age, gender, ethnicity), face tracking, and head angle estimation.

Quantifying conscious and unconscious emotional signs is possible with the help of these technologies,
but each one has limitations and disadvantages (Table 4). When used individually, these methods can
provide insightful data, but they can depict a more accurate picture of emotional behavior when they are

combined (Ana Paula Faria et al., 2018; Thoring, Bellermann, Mueller, Badke-Schaub, & Desmet, 2016).

Table 4. Pros and cons of eye tracking, GSR and facial expression analysis.

Emotion Al

Pros

Cons

Eye tracking

Identifies which elements attract immediate
or above-average attention.

Indicates if some elements are being ignored
or overlooked.

Lists in which order the elements are noticed.

Can assess emotional arousal and cognitive
workload.

Inability to assess emotional valence.

It tells what people are looking at and what
they see, but it can't tell what people perceive.

Some participants eyes cannot be calibrated
and tracked well.

Galvanic Skin Response

Real-time measure of sympathetic nervous
system through the skin.

GSR data reflects emotional arousal.

Correlated with stress, excitement,
engagement, frustration, anger.

Inability to assess emotional valence.
Physiological sensors are intrusive.

Mapping between sensing data and a specific
emotional state is not robust.

There are some practical issues: hairy skin,
different size of body part, sweating in the
summer.
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Emotion Al Pros Cons

Facial expression analysis Real-time tracking of expressions. Inability to assess emotional arousal.
Non-invasive. Analyzing emotions on faces across ethnicities
Can assess emotional valence. is challenging.

Training and the need for certified developers.
Analyzing facial expressions frame by frame.
Setting up videos.

Using research methodologies to capture
facial movements validity.

Indeed, a study undertaken by Nielsen (2017) to evaluate the accuracy of neuroscience technolo-
gies in 2016 revealed that the accuracy levels are between 9% and 62% when the methods are used

alone. When combined, the levels increase to 77% and 84% when coupled with a survey (Figure 26).

STATS MODEL FOR ALL MEASURES TESTED (Z-SCALED N=55)
R-SQUARED FOR NEURO MEASURE TO SCALE LIFT*
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24% 2Tk
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7 NEURO NEURO +
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FACIAL SELF CORE EEG
CODING REPORT BIOMETRICS

*Preliminary analyses
Nielsen Consumer Neuroscience

Figure 26. Results from the Nielsen study. Source: Nielsen (2017).

In fashion, eye tracking is being applied to evaluate the appeal of advertisements and visual details
of digital media, e.g., the position of ads, price, product pictures (A. P. Faria, Providéncia, & Cunha,
2018). Nevertheless, in design it seems that emotional measurement technologies are underused,
which can be related to the knowledge and technical expertise required, difficulties regarding recruit-

ment, lack of funds, or being time-consuming (A. P. Faria et al., 2018).

51



3.4.3 Projective techniques

Projective techniques include a wide variety of procedures that involve the presentation of ambig-
uous stimuli to encourage peoples’ interpretation and provoke their answers (Branthwaite & Lunn,
1985). According to Lindzey (1959), projective methods fall into five categories: associative, completion,

constructive, choice/ordering, and expressive, based on the elicited response mode.

With indirect questioning at the core, projective techniques facilitate expression because they make
tasks more manageable by shifting the topic of inquiry to something simpler. Hence, they prove useful
in situations where participants do not know how to express themselves or feel their answers might
be incorrect (Krueger, 1998). Projective research is also recommended for studies that probe for
more profound levels of consumer understanding since they are acknowledged to enable collect-

ing data that reflects in-depth levels of personality, motivation, and meaning (Rook, 2006).

Projective techniques also allow a high degree of freedom, i.e., participants can express themselves
in different ways. Besides, they are usually acknowledged as interesting, engaging, and fun (Rook,
2006). However, since these techniques may generate disparate findings, the analysis can be chal-

lenging (Kujala, Walsh, Nurkka, & Crisan, 2014).

In particular, sentence completion is a projective technique that starts to achieve certain notoriety
in design (Kujala & Nurkka, 2012; Kujala et al., 2014; Lallemand, 2015; Pavliscak, 2019; Walsh,
Nurkka, & Walsh, 2010). Another example is the associative technique named the Microsoft Desir-
ability Toolkit, or the Microsoft Reaction Card Method developed by Benedek and Miner (2003) that

probes intangible emotional responses such as desirability and fun through a list of words.

3.5 Product development processes

In the digital realm, there is a wide variety of design practices in place. For example, Pavliscak (2019)
mentions the popularity of Design Thinking, and Walter (2020) observes Agile methodologies for soft-
ware development. Considering this, it seems crucial to focus on existing approaches to envision how

to unfold Emotional Design in companies.

52



3.5.1 Design Thinking

The ubiquity of Design Thinking is illustrated in a study conducted by the Nielsen Norman Group (Gibbons,
2018) that suggests that people have a notion of what it is despite not describing it in detail. The study

encompassed interviews with 87 participants from diverse countries, industries, roles, and experience.

Design Thinking is a cognitive process or a mindset that leads to transformation, evolution, and innovation
by introducing design culture and its methods across industries (Tschimmel, 2012). From Tschimmel's

point of view, Design Thinking is also a practical toolkit rooted in planning and rational problem-solving.

According to Norman (2013), human-centered design (HCD) and the Double Diamond design model
are two influential tools of Design Thinking. On the one hand, the HCD ensures the right problem is
tackled and solved to meet human needs and capabilities. On the other hand, the Double Diamond
design model portrays the design phases that arose from HCD, i.e., finding the right problem and

the right solution (Figure 27).

PROBLEM SOLUTION
Solving the right problem Solving the problem right
y | %‘ y | *‘
DISCOVER 3 DEFINE DEVELOP 3 DELIVER

S~

Figure 27. The Double Diamond design process. Source: Adapted from Oneill (2019).

Developed by the British Design Council (n.d.) and launched in 2004, the renowned Double Diamond
is a non-linear process that emphasizes divergent thinking (exploring an issue more widely or deeply)
and convergent thinking (taking focused action) at different stages of the process. It is divided into
four modes: Discover, Define, Develop, and Deliver. The first diamond refers to reframing and defin-
ing the problem (Define) through insights gathered from conversations with people (Discover). While
the second diamond considers the development of potential answers (Develop) and after testing,

rejecting or improving feasible solutions (Deliver).
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The Double Diamond is part of a wide range of processes and toolkits in use in the 21 century that
translate the Design Thinking mindset. Although the number of stages varies (from three to seven),
they follow the same six steps: Empathize, Define, Ideate, Prototype, Test, and Implement (Figure
28). To develop innovative solutions, Design Thinking privileges empathy, integrative thinking, inter-

disciplinarity, and experimentation (Spies, 2015).

Design Thinking has inspired the emergence of other processes such as the Design Sprint created by
Jake Knapp at Google Ventures in 2010. The process aims to answer critical questions by prototyping
and testing customers’ ideas in five days (Knapp, Zeratsky, & Kowitz, 2016). It comprises five stages:
understand, sketch, decide, prototype, and validate (Figure 29). Employed from startups to large organ-
izations such as the United Nations, its appeal derives from collecting valuable data in a short amount

of time rather than spending months working on an idea without realizing if it will work (Balboni, 2019).

DELIVER EXPLORE MATERIALIZE
EMPATHIZE DEFINE IDEATE PROTOTYPE TEST IMPLEMENT
Conduct research Use your rsearch Brainstorm Build real, tactile Conduct testing Document the final
to better understand  to observe user needs  solutions; higlight representations with your users solution and put the
of your users. and current problems.  opportunities of your best ideas. and iterate based vision into effect.
for innovation. on feedback.

Figure 28. The six steps of the Design Thinking process. Source: Adapted from Baseman (n.d.).
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Figure 29. Design Sprint process. Source: Turner (n.d.).
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Another example prompted by Design Thinking is the Branded Interaction Design (BIxD) process
presented by Spies (2015) that results from a combination of brand strategy with a human-centered
design approach that embeds the Design Thinking steps. It encompasses five stages — Discover,

Define, Design, Deliver, and Distribute, resembling the Double Diamond design model (Figure 30).
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Figure 30. The Branded Interaction Design process. Source: Spies (2011).

Spies’ framework (2015) might be seen as linear on the surface, but workstreams and iterations
can coincide within each stage or in separate phases. The first stage (Discover) aims to achieve a
deep understanding of the customer, the brand, and the business to set the project’s objectives. The
Define stage is where the strategy is devised: the digital touchpoints are selected, the user experience
is planned, and performance metrics are defined and further evaluated with the client. Next, in the
Design phase, creativity takes shape by exploring ideas for visuals and interaction; the look and feel
of the solution is presented to the client, and detailed design documentation is developed. The last
two stages ensure the design will be efficiently implemented (Deliver) and contemplate post-project

tasks, documentation, refinements and updates (Distribute).

The user is considered throughout the BIxD, namely, in the Discovery stage, when developing personas
to learn about the user (Discovery stage). Then, in usability testing sessions that can be conducted
in the Discovery, Define and Design stages; and when the project is being measured in the Distribute
phase. As Spies (2015) writes, “BIxD is for people.” Hence, the author notes that their needs should
be known, their behaviors should be observed, their context should be understood, and they should be

asked and listened to.
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3.5.2 Lean and Agile

Lean and Agile are management systems that help create products by fostering collaboration between
teams, continuous iteration, and contact with clients. Both approaches strive for quality improvement,
removing waste, and reducing time-to-market and costs. However, they are applied differently: while
Lean enables to test assumptions and refine strategy, Agile optimizes software delivery (Schneider,

2017). In simpler terms, Lean focuses on the “why,” whereas Agile focuses on the “how” (Cao, 2015).

Inspired by Lean and Agile theories, Gothelf and Seiden (2016) introduce Lean UX — a mindset and
a process devoted to the design stage in the software development process. The essence of Lean UX
is formulating a hypothesis (every idea, design, business requirement) and validating it by collecting
user feedback of minimum viable products (MVPs) to inform what needs to be changed or improved
before committing to a final solution. In other words, it is a cyclical process that follows the premise

that to move from doubt to certainty is necessary to build, evaluate with users, and learn (Figure 31).
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Figure 31. The Lean UX process. Source: Gothelf and Seiden (2016).

Agile methods were proposed by software engineers for software development. It is an approach that
embraces change by breaking the work into smaller features and using continuous communication
with the customer to guide the process (Gothelf & Seiden, 2017). “The idea is to get code written
as soon as possible and resolve problems by reacting to customer feedback later,” explains Hart-

son and Pyla (2018, p. 130).

One of the main principles of Agile is to avoid big design upfront, which can pose some challenges
from a UX perspective since user research and design ideation are absent (Hartson & Pyla, 2018).
In this regard, Loranger (2014) considers that it is still possible to embed Lean UX techniques into
Agile processes and encourages designers to learn from users. Additionally, Hartson and Pyla (2018)

developed the funnel model of Agile UX that suggests how Agile and UX can be synched.
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3.5.3 Common principles

Design Thinking, Lean, and Agile are prevalent approaches in digital projects. Despite their differences
regarding the time frame, ideation, and extent of qualitative research, all of them seem to strive to reduce

uncertainty and create desirable products by involving the customer early and often in the process.

There is no right or wrong solution for selecting a process and combining them is particularly encouraged
because they complement each other. For example, Schneider (2017) explored the strengths of each
mindset to create a four-step process to define and execute a strategy. Furthermore, Balboni (2019)

believes that using several approaches at different stages in the product development cycle can add value.

From another perspective, Gothelf (2016) argues that each process entails valuable components
and recommends the following core practices: 1) “working in short cycles” to see if the ideas work
and improve the ones that succeed; 2) “hold regular retrospectives” to examine what went well and
what needs improvement; 3) “put the customer at the center of everything”; and 4) “go and see,”

meaning, talk with teams on a regular basis.

3.6 Considerations

This chapter demonstrates that emotions are part of UX and influential to UE. Consequently, research-
ers and practitioners have been grasped ways to embed emotions in the development of products

to ensure they deliver value to consumers.

The existing models and frameworks, mostly grounded in human cognition and human psychology,
show that there is no formula for designing for emotion. Although each author has a different take
on the subject, they all underline that it is crucial to learn about the consumer. Walter (2011, 2020)
and van Gorp and Adams (2012) highlight product personality, among other strategies. From a busi-
ness perspective, Wrigley and Straker (2018) add that understanding the industry is also required.
While Pavliscak (2019), alongside Walter (2020), argues that the full spectrum of emotions (posi-

tive and negative) should be considered in the design process.

Apart from the knowledge and directives derived from the models and frameworks, emotional design
can also benefit from technologies like eye tracking, GSR, and facial expression analysis that can
reveal clues to understand the chemical signature of emotions. Other feasible alternatives to demystify

emotions is through self-report instruments and projective techniques. Each technique has its strengths
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and limitations and captures relevant data; nonetheless, a better understanding of emotional behav-

ior is achieved when the methods are combined.

The inclusion of Emotional Design in companies will most certainly not occur in a vacuum as there
are already established practices. Thus, current mindsets such as Design Thinking, Lean UX, Agile, or
even a combination of processes should be considered. Since some of the methods employed in these

mindsets can increase emotional awareness, they can be advantageous for designing for emotion.
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4 Fashion communication in the
digital age: an interview study

After reviewing the literature on digital fashion communication
and design and emotion, this chapter examines the current
practices of industry professionals through an interview study.
Each stage of the investigation is outlined, from preparation,
interviewing, analysis to reporting. The results generated insights
into the current role of designers — it tackles the challenges
they face, the strategies they use, and their perspectives about
the digital age. Moreover, it reports the underlying emotional
mechanisms of fashion communication.

Partial results of the presented work have been published in:

Faria, Ana Paula, Cunha, J., & Providéncia, B. (2019). Fashion communication in the digital age:
findings from interviews with industry professionals and design recommendations. Procedia
CIRR, 84, 930-935.
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4.1 Introduction

The impact of digital media on the fashion industry is significant, as outlined in Chapter 2. Consumers can
actively engage with brands through digital channels, and brands have more opportunities to establish
meaningful connections with their audiences. Consequently, fashion practices are adapting to the digital

landscape. Through secondary sources, fashion practitioners briefly report what has changed in their jobs.

Furthermore, a study conducted by Kalbaska and Cantoni (2019) probed the markets’ needs by exam-
ining job positions from 29 countries on LinkedIn. The authors observed that digital fashion profession-
als should be passionate about digital media, aware of the fashion industry, and possess analytical,

technical, and creative skills.

Although there is an awareness that jobs are changing and the number of competencies and skills
needed increases, the extent to which fashion practices had been affected is not yet fully understood.
Hence, this study investigates how design and communication practices in fashion adapt to the media
landscape through an interview study. The role of the researcher was to uncover knowledge from
the perspectives and practical experiences of industry professionals as “a miner who unearths the

valuable metal” (Kvale, 1996, p. 3).

Disclosing which strategies designers use to elicit emotions through fashion media was another objec-
tive of this study. The literature on design and emotion presented in Chapter 3 contains some clues.
However, it does not focus on fashion in particular, and the intention was to understand what makes

fashion different from other domains.

4.2 Methodology

From a constructivist lens, this study aimed at gaining a deeper understanding of creatives’ expe-
rience in the fashion industry. Thus, the study was not designed so that the results of a represent-

ative sample could be generalized.

An appropriate method for examining the subjects’ perspective is the semi-structured interview, which
is “a powerful method for capturing the experiences and lived meanings of the subjects’ everyday world”
(Kvale, 2007, p. 11). This data-collection strategy was also considered adequate because it offers a means
to obtain in-depth stories that could not be possible to uncover otherwise. “At the heart of interviewing

research is an interest in other individuals’ stories because they are of worth,” wrote Seidman (2006, p. 9).
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4.2.1 Research questions

The guiding research questions for this study were: a) What was the impact of digital media on
fashion communication practices?; and b) How creatives from the fashion industry are eliciting
emotional responses through media (e.g., fashion photography; fashion films; digital marketing; public

relations; social media; window displays)?
4.2.2 Participants

Selecting professionals from the fashion industry with varied backgrounds was intended to deter-
mine how variations in different settings shape fashion communication — and this way, accessing a
broader understanding of the subject. Thus, the interviewees included creatives with knowledge in
several design disciplines, e.g., Art Direction, Photography, Graphic Design, Visual Merchandising,
and Web Design (see Table 5). Also, the recruitment was based on their amount of experience and
capacity to express themselves in words. The identification of the individuals was replaced by the letter
“P" followed by the correspondent session number (e.g., P1) to protect the participants’ anonymity.

Table 5. List of the interviewees: country (PT= Portugal, UK=The United Kingdom), expertise, profile
and years of experience (approximately).

Profile Work Experience

Interviewee Country  Expertise (approx.)

) Lecturer and researcher; Art Director; Visual artist;
Visual

P1 PT . Expertise in visual merchandising and fashion 20 years
Merchandising films
| .

Lecturer; Owner & Art Director of a fashion brand;
P2 PT Photography o 15 years
Expertise in photography.

Lecturer; Owner & Project Manager of a
P3 PT Marketing design studio; Expertise in marketing and 24 years
communications.

Expertise in retail marketing, communication
P4 UK Public Relations  on multiple channels, campaign deployment, 4 years
branding, and media relations.

Visual Lecturer; Owner & Creative Director of a design
P5 PT o ) o o 30 years
Merchandising studio; Expertise in visual merchandising.

PG PT Art Direction Lecturer; Expertise in art direction for fashion and 19 years
photography.

P7 PT E-commerce Expertise in fashion e-commerce. 10 years

Expertise in creative management, fashion styling,
P8 PT Social media p. ) ) g VINg, 10 years
social media, and marketing.

Lecturer; Expertise in fashion forecasting,
P9 UK Art Direction journalism, fashion branding for e-commerce and 36 years
fashion image realisation project management.
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Work Experience

Interviewee Country  Expertise Profile (approx.)

Digital fashi Lecturer and researcher in digital fashion media;
P10 UK 'gital fashion 8 years

media Author of several books and journal articles.

Most of the interviewees were recruited from the researchers’ networks through an email invitation
(Appendix 4.1) or LinkedIn that included information about the study and the reason why the respec-
tive person was selected. The number of interviews was considered sufficient in providing a rich
insight into creatives’ experiences. Besides, the nature of qualitative interviewing does not aim at

quantification; it “emphasizes the quality rather the quantity of the interviews” (Kvale, 1996, p. 103).

4.2.3 The interview guide

An interview guide was built to point out general directions and maintain the focus on the main themes.
As Herbert and Irene Rubin explained (1995, p. 161), “Conversational guides are not rigid frame-
works that are prepared once and for all,” thus, the guide was customized for each interview and

evolved throughout the study.

It contained the topics to be covered, suggested questions, and their sequence (see Table 6). The
questions were developed with the research theme in mind, and they strived for an interpersonal
relationship in the interview, i.e. “to promote a positive interaction; keep the flow of the conversa-
tion going and motivate the subjects to talk about their experiences and feelings” (Kvale, 1996, p.

130). The complete interview guide can be found in Appendix 4.2.

Table 6. Questions from the interview guide and topics of interest.

Question Topic

Tell me a bit about the Fashion projects that you're involved at the moment. Introduction
Describe how do you usually approach a project. Design strategies
Which aspects do you consider most important in the development of a product? (probe to know why) Design strategies
Which strategies do you use in order to design for emotions? (ask for examples) Design strategies
How do you know the feedback of people (consumers) about your work? Design strategies
Do you feel the need to change or adapt the way you work with the rise of new platforms? Digital media
Have you observed any changes in the creative practices of fashion communication professionals? Digital media

In your opinion, which challenges do you think digital media bring to fashion communication

) Digital media
professionals?
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Open-ended questions were privileged to elicit spontaneous and lengthy descriptions from the inter-
viewees — “An open-ended question, unlike a leading question, establishes the territory to be explored

while allowing the participant to take any direction he or she wants” (Seidman, 2006, p. 84).

Instead of asking designers directly about how they elicit emotions through fashion communication,
they were strategically questioned about their design process and how they create experiences. This
approach was partly based on Ramirez (2014). The questions also addressed the implications of

digital media in the fashion industry.

4.2.4 Pilot testing

The session was rehearsed with a volunteer, who is a fashion designer working actively in the field. The
pilot did not require adjustments nor alterations. Nonetheless, piloting the interview served as prac-

ticing and allowed to test the audio recording equipment too.

4.2.5 Sessions

Before the interview, each participant was examined through their social media, websites, and online
news. Since it was not possible to find sufficient information about all the participants online, a few

were asked to send materials such as their curriculum vitae to know more about them.

All interviews were conducted individually and in person by the researcher, except for two partici-
pants who were interviewed via Skype due to geographical location. Eight interviews occurred from

September to November 2018, and two cases of interest later in August 2019.

The interviews were conducted in Portuguese and English, and its duration was approximately 25
to 70 minutes. Each interview was recorded for later transcription. In terms of logistics, the places
were suggested by the participants. Informed consent (Appendix 4.3) was obtained in written form
before the interview began. It stated the nature of the study explicitly, how the collected data was

going to be used, and the degree of confidentiality.

4.2.6 Analysis and interpretation

The analysis began during the interview situation itself when the interviewer attempted to clarify the
meaning of what the interviewees said. Further, the recorded conversations were transcribed verbatim

with F5 Transcription Free for Mac, which facilitates and optimizes the task. During transcribing, clear
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and practical guidelines were established for each interview using the 6-step procedure of Azevedo (2017)
(Figure 32). Some examples of guidelines and codes used in transcriptions can be observed in Appendi-

ces 4.4 and 4.5.

1. 3. 5.

PREPARE WRITE REVIEW

Backup copies Listen and writing, ignoring Compare the transcription

of the recordings. punctuation and non-verbal with the recording to check
interactions; its accuracy.

Use a codebook to standardize

2. forms of writing.
KNOW
. 6.

Become familiar FINISH
with the field notes; 4.

. . EDIT -
Repeated listening Storage the recordings in a safe
of the full recordings. Punctuation: place with restricted access.

Distinguish between uppercase and
lowercase letters;

Errors of oral speach;

Formating the document.

Figure 32. 6-step procedure for transcribing interviews systematized. Adapted from Azevedo et al. (2017).

Transcribing the recordings enables to build an intimate knowledge of the data (Bazeley, 2013). Indeed,
“Rather than being a simple clerical task, transcription is itself an interpretative process” (Kvale, 2007,
p. 92). After finishing the transcriptions, each source was heard once more, and the transcripts were

reread too to get a holistic view of the data. Meanwhile, ideas were written and sketched (Figure 33).

Figure 33. Sketching ideas about the interviews.
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Then, the data was imported to NVivo 12 Mac, which is a specialized qualitative analysis software.
The latter provided the flexibility required in coding and recoding material throughout the analysis
(Bazeley, 2013). The strategies used for analysis related to NVivo that are presented next can be found

in Bazeley and Jackson (2013). The ones regarding qualitative analysis are given in Bazeley (2013).

In the exploratory stage of data, the following features of the software were used: word frequency
queries, word searches, memos, annotations, and mind maps. Furthermore, stories, accounts,

and metaphors were located and explored.

Afterwards, coding was initiated. It is a purposeful step to access evidence, “itis a tool for querying data,
for testing assumptions and conclusions” (Bazeley, 2013, p. 125). In keeping with an inductive approach,
the codes were developed upon reading the material. Text segments were coded for broad categories
such as digital technologies, strategies, stages, and work dynamics. The broad categories (Table 7) were
further revisited to search for fine-grained themes. Each text passage was coded with one or multiple
codes. Moreover, the “autocode by speaker” feature was used to automatically code what each partici-

pant said, enabling further search for specific occurrences within the interviewee’s text and across cases.

Table 7. Summary list of the broad codes.

Category Description

Stages Stages of the fashion communication process.

Interactions within teams, with other professionals, and clients. Including the role

Workplace dynamics
P y of the industry professional in the fashion system.

Strategies Design and communication strategies to elicit emotional responses.

Digital disruption Intellectual positions (or discourses) about the impact of digital disruption.
Digital technologies Listing the types of digital technologies.

Outcomes Positive/negative topics, challenges, future predictions, shifts, restrictions, etc.

The coding system is the result of refining and sorting codes after working with the data after a while;
a detailed version of the codebook can be found in Appendix 4.6. During the process, codes with
similar meaning were merged and irrelevant material was removed after revision. The hierarchical
system facilitated asking questions of the data and encouraged ideas. For example, to know the
intellectual positions of the interviewees about the current digital media landscape, a matrix coding
query could be used to examine the positive and negative outcomes. Figure 34 displays the main

stages and strategies applied in the analysis.
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Subsequently, the next step was to iteratively compare coded materials across cases, reflect, relate,
and describe themes. Memos were written about emerging ideas to clarify codes, demonstrate simi-
larities and differences across cases, and discover gaps. Certainly, analytical writing provided a means
of discovering the underlying mechanisms and developing particular concepts. As Charmaz (1999,

p. 377) observed, “The lines between the analytic and writing phases of research blur.”

4.3 Presentation and discussion of findings

Throughout this section, selected quotes are used to illustrate the results, and data visualizations
are also included to assist the presentation. The quotes were translated from Portuguese to English
with the support of a professional translator, following the recommendations of van Nes, Abma, Jons-

son, and Deeg (2010) to reduce the loss of meaning and subsequently improve cross-English validity.

The discussion below highlights the most critical dimensions that were discovered from the analysis.
Subsections 4.3.1 and 4.3.2 answer the study’s research questions “What was the impact of digi-

tal media on fashion communication practices?” and “How creatives from the fashion industry are
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eliciting emotional responses through media?”. Other relevant topics that emerged are covered in

subsections 4.3.3 and 4.3.4.

4.3.1 Fashion and digital technologies

The inclusion of digital media in industry professionals’ daily routines seems to have been a natu-
ral transition as technology goes hand in hand with communication. “Technology evolves, and we

evolve too,” (P6) said one of the interviewees.

By reflecting on the impact of digital media, it was mentioned the investment that brands are making

in e-commerce by promoting high-quality product images and improving the usability of the stores:

P2: People no longer need to go to physical stores. They buy everything online, so online
presence is very important. What is noticed is that brands are increasingly being careful with
images, having websites whose shop works well, where it is easy to insert products, remove

products, understand very well what the shipping costs are.

In this regard, one participant noted the differences between selling online and brick-and-mortar. She
explained the difficulties associated with showcasing products on the homepage and underlined

that leading consumers to online stores implies teamwork.

Social media channels and websites were mentioned by the majority of participants. There is an
acknowledgment of the importance of publishing in social networks, and references were found that
content is produced with digital channels in mind. Instagram was particularly praised as a power-

ful and interesting platform.

P2: Instagram is a very strong tool and we are already making videos for the website thinking
about Instagram.

P5: ... one is increasingly thinking about this: to create storefronts so that they can be
photographed and appear on social networks, because everyone realizes the added value of

advertising on a social network.

The participants highlighted social media opportunities: information can be easily shared, and feed-
back is immediate; they can forward people to websites and benefit both the brand and the crea-
tives behind it. In other words, social networks enable the fast circulation of information, attract, and
give visibility. The relevance of social media may explain why managing social platforms was identi-

fied as an essential competence in fashion jobs in the study of Kalbaska and Cantoni (2019).
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On the other hand, the ease of access to information and the speed of circulation of fashion media
has drawbacks. From a public relations angle, the interviewees stated that it is not easy to control
how the information spreads. Two subjects mentioned the case of Celine® to illustrate this, which

was being scorned at the time.

Besides social media, other technologies were emphasized. Video mapping, augmented reality, holo-
grams, and drones were listed (Figure 35). The potential of technology for reaching and engaging
with consumers’ was recognized by all the participants. However, some technologies may involve

high costs, and this might be one of the reasons why we do not see them applied in Portugal.

P6: There are extraordinary challenges. | remember that in one of the events that | produced,
wanting to play with video mapping, which was a fantastic thing, but that later had financial
limitations because the costs would skyrocket.

P5: So, one thing is our market: our market is not into it, it has no means, for augmented

realities.

facebook .
pinterest
instagram video
mapping
video
social
media
__-» augmented
PP reality
website /
apps
d B virtual
rones .
el -7 : reallty strong connection
Tl ocTT L possible interrelationship
holograms

Figure 35. Digital approaches and technologies. Source: Adapted from Faria, Cunha and Providéncia (2019).

Interviewee 5 sees technology as a tool that can empower communication when combined with other
resources. This observation is in line with Hassenzahl (n.d.), who considers that technologies are
“canvas, colours, and brushes” for designers. Nonetheless, interviewee 6 questioned to what extent
the use of technologies makes sense for particular audiences. After all, design is people-driven, not

driven by technology (Norman, 2018).

8 Negative reactions to Celine’s Spring 2019 collection at Paris Fashion Week quickly spread through social media and live streaming technology. The

magazine Fashionista (2018) described viewers' feelings as disappointment, disdain, anger, disbelief, and mourning for Phoebe Philo’s brand era.
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The ever-changing environment also means that creatives must produce more content in less time
daily, which might have significant implications in the design process as creativity can be compromised

and, thus, the final result. In order to keep up, professionals are constantly seeking for inspiration.

P8: 1 don "t think that anyone who is in this job can survive without doing a lot of research

everyday, lots, lots of research.

At the same time, staying relevant and reaching the audience in meaningful ways are requisites in an

oversaturated market:

P3: ... we are in the age of content production and content production with value {...) our
mission and daily struggle is that.

P5: ... when you post, post things that really have an impact, that are impactful, and that
people will remember.

P9: ... the biggest challenge is oversaturation and it's reaching the right audience, it's like
there are too many sweets, the sweets are spilling out of the jar, they're not only spilling out of

the jar, they're spilling all over the floor they "ve been trampled on.

In a broader view, one interviewee considered the challenges that digital media presents not only to

designers/producers, but to consumers as well:

P2: Today, we are in this mass culture, and | believe that one of the significant challenges
is achieving visibility as a producer. As a consumer, the challenge is to filter. | think that's it.
Today there are these two paradigms — one is to impose oneself, the other is to choose, and

today the choice is so vast that it " s difficult. | think digital is heading there.

When asked about future predictions, the interviewees expressed different views. Notwithstanding,
they commonly agree that the future will be digital and that brands are going to invest more and

more in e-commerce. One participant commented,

P4: | think brands are being very smart in the way they are trying to bring together physical
and digital because it is true that digital is here to stay and to become stronger. Still, it is also

true that the physical world does not go away: it will be a balance between the two.

Reflecting on the future of social networking platforms, one interviewee mentioned that new plat-

forms must deliver more value. Other interviewees note that social media will evolve as business tools:

P1: Applications are starting to peel; they are beginning to realize that there "s an opportunity

for profit.
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P10: | must say that in the next coming short-term, Instagram seems to be here to stay. But
it"s a business. It “s becoming a business this sort of platform. No doubt, some people will

try to find new ways of coming up with new platforms.

If some participants seemed enthusiastic about the future of digital media, others appeared to be
overwhelmed and shared a negative position towards technology. Two participants consider that
technology is not sustainable, and its impact on the planet is negative, arguing that people will want to

go back to their roots.

4.3.2 Strategies

The data suggests six strategies that creatives apply when producing content to advertise fashion:
aesthetics, storytelling, composition, revealing details, unexpected contexts, and coherence. Fashion
and online marketing strategies also emerged, such as fashion market influencers, search engine opti-

mization, and content channel distribution (Figure 36).

Design Online marketing

. o Search Engine Content
Storytelling Composition - SR
Optimization distribution
Appearance Compelling Color
First impressions narratives Movement
Beauty Rythm

Revealing Unexpected Coherence

details contexts

Perception Scale Visual consistency

of Mystery Perspective
Combination of materials

Figure 36. Design and online marketing strategies.

On the subject of aesthetics, it was mentioned by six interviewees, who consider the wrapping, i.e.,
how the product is presented, more important than the product itself. In this sense, first impression

matters, and special care is needed as far as e-commerce product images are concerned:

P1: We buy more for its ribbon, for its wrapping paper, rather than the quality of the product
itself. We all fall for the wrapping paper trap.
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P2: ... when people associate the brand, they associate the design and how the brand
presents itself. In that sense, all care in the presentation is essential to us.
P8: ... there is a lot of work to make a product that is often not appealing to something that

people really want to wear.

One interviewee, in particular, adds that among other strategies, beauty per se can be used to surprise

consumers and create memorable experiences:

P5: People being surprised by the beauty, being surprised by the unusual, being surprised
by mastery. All of this creates memory, that is what creates memory: what is unexpected,
unusual, it's like “Hey, what is happening here?” or “Hey, this is so well done, what a

wonderful thing!”

This finding demonstrates the significance of Normans’ (2004) visceral level and the attract component
of the A.C.T model of van Gorp and Adams (2012). Appearance plays a vital role in the initial reactions

of how people perceive a product, and when done well, it can attract potential buyers (Norman, 2004).

Nonetheless, participants attempt to create experiences with meaning, going beyond “gift wraps.”
There was a sense amongst the professionals that creating compelling narratives around the products
is needed. Essentially, in their views, planning is vital to develop engaging stories. The interviewees
demystified the storytelling behind fashion events, social media campaigns, fashion editorials, and
window displays. As an example, one interviewee took part in a project where a factory atmosphere

was recreated to host a fashion show, and she expressed that telling that story was important to her:

P6: That story is important to me because people are not only going to see a fashion show,
they are going to absorb there some information and somehow | helped them reliving the

moments of that factory. That was very important to me. That is the story that | try to tell.

This result is consistent with previous studies that examined storytelling practices of fashion brands
(vide Chapter 2, section 2.4.2). “When people listen to stories, their minds are engaged in the process
of painting in the details. This engagement sets the stage for persuasion or a call to action,” wrote

Quesenbery and Brooks (2010, p. 499), explaining the benefits of storytelling.

Composition surfaced when the interviewees were directly asked which strategies they use to elicit
emotions, and further evidence was found throughout the interviews. The purposeful arrangement

of elements such as color, movement, visual references, among others, was disclosed:
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P1: Indeed, there are clues, whether in form, color, rhythm, movement, rhetorical figures,
denotations and connotations, and endless items, to achieve an appropriate result.

P5: Movement, storefronts with movement, which people love.

P8: ... usually it is always related to the catalog that they make for each collection — | see
what elements they use. For example, they use a lot of soft things: cotton, clouds, sheets ...

| already know that this is the concept that | have to communicate by the colors and by the
type of elements that are added to the images, we communicate a certain sensation: comfort,
softness ... We know that these are concepts that are very important for the brand, we have to

look for elements that give people that type of sensation.

Another strategy that was suggested was revealing details of the creative process or something

related to the product to create the perception of mystery, capture attention and arouse curiosity:

P3: There is often a worry about revealing the creative process. But | think the creative
process sells.

P5: Capture just a detail to entice curiosity so that people visit the store...

P6: ... to reveal a little bit of something that people do not recognize, a raw cloth sketch, all

this sparks curiosity and people will try to figure out what that is.

Similar to revealing details, unexpected contexts aim to stir curiosity and keep people interested.
Interviewee 6 mentioned two projects that illustrate the power of this strategy. The first one was about
a fashion show in a parking lot — it had an impact because both the audience and the client were

expecting a noble space like a palace. The second project is described below:

P6: We went out into the street with people dressed in garments of embroidery of Castelo
Branco and walking in the middle of the street taking pictures. A mannequin with a piece that
costs more than €5000 in the middle of the street and people trying to understand what was

happening. It caught their attention, and they questioned.

Changing the scale or the perspective of archetypes may represent a path to achieve an unexpected

outcome too. This issue was pinpointed in diverse contexts, as illustrated in the comments below:

P1: ... as producers we can make the biggest blunders in the world: we can destroy the
piece, we can turn a pair of shoes into a thing that is much more than what it is, heighten its
importance or ridicule it.

P5: ... it was a storefront where | moved the entire window display from a horizontal to a

vertical plane: the window was all made in the vertical of a wall, as if there had been a twist.
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P7: We always have the lettering issue that we can escape from — sometimes, we force to

read sideways, breaking the navigation a little.

From editorial design to digital media, the participants gave examples of design solutions that people
are not expecting. For instance, interviewee 2 and 3 mentioned that finishing and printing processes

and combining different materials could make the 