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ABSTRACT  
The product user experience (UX) is essential in the design of innovative products. There are 
numerous methods to define the form of a product that best conveys an UX. One of these methods is 
the Conjoint Trend Board method (CTA) that is easy to use and inexpensive. Nevertheless, in some of 
CTA’s instructions the user can introduce biases. Therefore, this publication is part of a study that 
seeks to increase the robustness of the method, increasing the accuracy of their results. This research 
seeks to define the criteria for choosing an image as inspiring, when one applies the CTA. One 
experiment with 6 designers (novel and experienced) is proposed in order to identify what the 
inspiring and non-inspiring elements are. Finally, some criteria, for use when selecting images as 
inspiring within the CTA method, are proposed.  

Keywords: Inspiration, Conjoint Trend Analysis method, product aesthetics, user experience, product 
embodiment, product appearance, styling methods 

1   INTRODUCTION 
In the process of product embodiment [1], the designer must define three aspects: functionality, 
referred to the proper fulfilment of the function for which it was designed, usability that relates to the 
ease of use of the product and experience (user experience with the product, UX) that has to do with 
the emotions an feelings (emotional experience), perceptual sensations, including the degree to which 
all our senses are satisfied (aesthetic-perceptual experience) and meanings generated by the product in 
the user (semantic experience) [2][3]. When a designer defines the first two in a product, the first 
determines the physical embodiment of it, while the later refers to define the style of the product, or 
styling Cf. [4]. According to Chan [5] a style is identified by recognizable features (forms) that appear 
in certain products created by one person, by a group of persons, across some geographical area or 
through a period of time. Cagan et al. [6] argue that the aesthetic appearance of a product must convey 
the emotions and values needed to generate a UX desired by the user. The aesthetic appearance of a 
product is defined as the set of values that the product should have in all variables (properties) that 
define its aesthetics [3]: psycho-physical, organizational (perceptual) and semantic; besides, these 
properties are affected by cultural and individual differences and by universal conditions attached to 
biological evolution [3]. It’s usual that most of the elements of the aesthetic appearance are defined 
through intuition. However there are some methods to support that task. The aesthetic appearance of 
the product encompasses the definition of the product style: a specific product style is a specific value 
of the product’s aesthetic appearance, belonging to a specific point in history. 
Following Pahl et al. [1], 11 of the most recognized methods for defining the aesthetic appearance of a 
product were classified [7]: intuitive, analytical, evaluative and global (discursive). The intuitive 
methods (Loewy's sixth sense, seeing magazines, Internet browsing) are short and fast but imprecise; 
the analytical (Kansei engineering 3 and 4, Conjoint Trend Analysis Method [8]) are accurate, they 
respect the complexity of the UX but take a long time, are expensive and require specialized 
knowledge (statistics); the evaluative (laddering, semantic differential) are relatively accurate but 
require the development of several models or prototypes, and are a long and expensive process; and 
global (Repertory Grid Technique, moodboards, ZMET, Conjoint Trend Analysis method or CTA) are 
relatively accurate but some require specialized knowledge in psychology and can be expensive. Many 
of the methods are not well adapted to the SMEs context that generally has limited resources. The 
CTA method could be adapted well to this context, as it doesn’t require specialized or professional 
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knowledge, or high costs. The CTA is a semi-structured method which is based on the externalization 
and formalization of the cognitive activities of the designers in the early stages of product design 
Cf.[9]. It seeks to increase the accuracy in the definition of the aesthetic attributes of the product and 
the UX for this [7]. It has its origins in the fashion industry and has been developed, structured and 
used for over 10 years in automotive design in France among others [10][11]. There would be two 
versions of the method: 1) from the manual collection of images from different sources and use of 
some image editing software [10]; 2) through the use of software that automates some of the steps. 
The latter is the result of the European project Trends, which was performed to formalize some 
instructions of the manual method, in order to produce an automated computer system [12]. The result 
of applying the CTA is a Trend Board, TB, a visual composition of images from different sources of 
inspiration, which represents trends in styling which convey a UX for the user (aesthetic, emotional 
and semantic attributes) Cf. [13][14]. These images should form an organized set to obtain harmony 
and legibility Cf. [15]. A TB can be used as an inspirational tool in product embodiment sessions and 
to communicate an UX and the style that the product would have. In order to construct the TBs, the 
following steps are performed: 1) Establish influence sectors of the designed product. These are any 
sectors of human or natural activity that are related to the kind of product to be designed in any way 
and to the natural or artificial objects that exist in the sector. Magazines and websites that have images 
related to these sectors must be collected. 2) Identify whether an image will be inspirational or not in 
the design process. Inspirational ones should be selected until reaching a saturation point where no 
more inspirational images are found. 3) Classify images according to aesthetical, semantic or 
emotional criteria. 4) Debug the groups of images separating those that seem less coherent with the 
criteria. 5) Select only the most coherent and richer groups of images. A TB will be constructed from 
those groups. 6) Propose a harmonic composition of the images. Samples of colours and textures must 
be extracted in order to compose a palette to be placed alongside the composition. 7) Terms of the 
main features of the UX conveyed through the TB are identified and placed on the TB. The TB’s name 
must be defined as well. This name should be evocative so as to fulfil the inspiring function of the TB. 
The TBs allows stimulation, enhance work for designers, communicate a desired product UX, also 
offer a visual and sensory channel of inspiration [13]  
Maya et al [7] evaluated the use of CTA in the design of a plastic organizer for the home, and found 
that the CTA is suitable for use in SMEs, but it has some unstructured instructions in which the 
subjectivity of users may interfere, e.g. to decide whether an image is inspiring or not. The CTA can 
be improved in many areas [7]. This publication is part of a study that aims to increase the robustness 
of the CTA, to better define its instructions and make its concepts more explicit. It seeks to make the 
method less sensitive to external changes (e.g. changes in the mood of the person performing the TBs). 
The final goal of the research is to consolidate the CTA to increase the accuracy of their results. 
According to Maya et al [7], one of the questions corresponding to the implementation and evaluation 
areas of the CTA is: which are the criteria for choosing an image as inspiring to develop a TB in the 
CTA context? It is important to define what inspires the designer to include inspiring elements in the 
composition of a TB and what are the requirements to pick up an inspiring element. Bouchard et al 
(2009) say that “there is little understanding of the requirements for information retrieval in the 
context of a creative process such as industrial design” [16]. This paper presents the research that 
seeks to answer the previous question, to avoid the subjectivity of those doing the TB alter the results 
of this, and focuses on the process of inspiration for designers when they’re gathering material 
concerning the product to be designed.  
In everyday life, inspiration is defined as “The process of being mentally stimulated to do or feel 
something, especially to do something creative” [17]. Especially in design, finding inspiration and 
capturing information, is a frequent and continuous part of the job of designers to increase their 
creativity [18], this one is characterized by Kostler as ‘‘the sudden interlocking of two previously 
unrelated skills, or matrices of thought’’ [19]. For this, the designers look to different sources of 
inspiration, a term used for all conscious applications of previous designs, other objects, images, art, 
literature, photography, objects and natural phenomena and everyday life, from which elements of 
different types to apply in a new product can be obtained Cf. [20]. So, in this article we define 
inspiration for a designer as the process by which they gather information from various sources to 
create new connections and apply them in the creative process of product design Cf. [20][21][17][19]. 
The structure of the inspiration process seems complex and unstructured Cf. [22][23][24]. The 
remainder of the paper is organized as follows: Section 2 describes the experiment used to answer the 
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research question, Section 3 presents the results obtained in that experiment and Sections 4 and 5 
present the discussion and conclusions respectively. 

2  METHODOLOGY 
In order to answer the research question, an experiment was conducted which aims to identify the 
criteria for defining an image as inspiring. The following paragraphs demonstrate the systematical 
development of different alternatives for the experiment, the selection, and the final development. The 
results of this experiment will contribute to establish the characteristics and requirement of an 
inspiring image. There were two alternatives proposed: a) Participants (i.e. product designers) are 
asked to browse through a selected design magazine, and single out the inspiring images for a set of 
simulated design situations. The identification of the conditions for selecting an image as inspiring 
will be carried out through the use of a protocol analysis method; the process will be recorded. This 
method allows the verbalization of the participant’s thoughts while executing a task, and thus 
preserving the sequence and the content of these Cf. [25]; b) Select and organize numerous groups of 
images, including products, natural objects and people performing actions, on sheets. Have 
participants select one of the images considered inspiring for a specific simulated design situation. 
During this activity the protocol analysis method will be conserved. The first proposal was selected 
due to the data richness that the magazine contains for the objective of the experiment. First, the 
images are numerated; consequently a simulated product design task is proposed. Each participant is 
asked to leaf through the magazine and determine for each image: is this image inspiring for the 
product design proposed in the task? Then, the individual images that are inspiring for a selected 
product design are classified. This activity is repeated until the end of the magazine. This experiment 
is carried out by two groups of product designers: experienced and novice [26]. In the experiment, one 
exemplar of the Italian magazine Domus (February 2012, latest volume available till the completion 
date of the activity) was used. Two groups were chosen as samples: Group a) An industrial designer 
(design chief) and two product design engineers (design manager 1 and 2), who were in charge of 
product design in a home appliances company. All but one of the design managers knew about the 
CTA, the people within this group had more than 4 years of experience. b) Three 3rd semester students 
of the Product Design Engineering program at EAFIT University (Colombia) who were taking the 
Product Aesthetics course in which CTA is taught. These students were the novice designers of the 
group. To analyse the transcriptions of the protocols, the use of the thematic analysis [27] is proposed. 
The thematic analysis initially rises to read all the information until one becomes familiar with the 
data; second, generate initial codes of interest features in the data; third, search for potential themes for 
the analysis; fourth, review the themes to ensure these work in relation to the codes extracts and the 
entire data set, generating a thematic map of the analysis, and finally define and name the themes for 
the analysis.  

3  RESULTS AND DISCUSSION 
The results from the experiment were 6 transcripts of talk-aloud protocols, 3 from the professional 
designers (140 minutes, 43 pages) and 3 from the students (101 minutes, 22 pages). Each participant 
from both groups had their transcripts analyzed, and then a comparison was made between the results 
of the two to obtain information about the standards for selecting a picture as inspirational. In this 
study, the analysis of the information began with dividing the quotes that had more than 5 lines in 
small parts, looking for phrases with sense, between followed or suspended points. These parts were 
called ideas. Then, a code was assigned to each idea in the transcription. This was done to have a 
control of the amount of quotes and ideas and for fast identification of the information. Each protocol 
was read and some notes were made in front of each idea about different topics. Then some recurring 
patterns in all transcripts were identified and coded initially. The annotations were  grouped into initial 
codes and were reviewed to determine if these belonged to each code or needed relocation. The 
definitions and relevance of the initial codes were reviewed and modified. With the initial codes, a 
preliminary thematic map was created, where the initial codes may form main themes, sub-themes or 
may be discarded. The map (see figure 1) shows the relation between codes, themes and different 
levels of themes [27]. The themes should be reviewed to ensure if these form a coherent pattern 
between them, also a review of the validity of each theme with the entire data set and if the 
preliminary thematic map accurately reflects the meaning evident in the data set as a whole has to be 
done too [27]. With these reviews a satisfactory thematic map resulted. The following were defined as 
final themes and sub-themes of the thematic map:  
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 Product, brand and company strategy: it refers to the strategies defined by a company to position 
itself, its brands and/or products on the market. The sub-themes are: context (of a particular 
product), user and other products or objects (e.g. food, electrical appliances).  

 Product design strategy: refers to strategies to design the product. The sub-themes are: 1) Product 
aspects that fill peoples needs (user needs with a product [2]): functionality, usability and 
experience (UX); the later has the follow sub-themes: emotional, semantic and aesthetic 
(components of the UX). 2) Design process aspects: related to the stages of the product design 
process [28]: planning, concept development, system-level design, detail design, testing and 
refinement and production ramp-up.  

The strategies (product, brand and company and product design) where defined as themes because in 
the analysis it was found that gathering images during the inspirational process, could affect the design 
process because the images might suggest to the designer how to position the product, the brand or the 
company in the market (product, brand and company strategy), or how to design the product (e.g. 
modularity, use bright colours – design strategy).  
 
 
 
 
 
 
 
 
 
 

 

Figure 1. Thematic analysis map 

In each category, participants mentioned elements that they considered inspiring and non-inspiring of 
the images seen, and a count of elements by category and type was conducted (inspired or non-
inspiring) for each group of participants. The experienced designers mentioned 222 inspirational 
aspects and the novice 77 respectively. The chief designer mentioned these aspects the most. 
Therefore, presumably the experimented designers are able to take advantage from different sources of 
inspiration or sectors of influence, near (e.g. other electric home appliances) or distant (e.g. nature and 
animal) from the product to be designed, to adopt and integrate different points of view from the 
suggested sources Cf. [29], possibly due to their experience and creativity: “No, it is that all of them 
seem inspiring to me … “, said the design chief, referring to the images. Whereas novices consider 
aspects closer the object (e.g. food) or low level aspects that can be included in the new design (e.g. 
colours, forms, textures, etc.): “The 45, also inspires me, because due to the colours, the greens that 
are like freshness, could be used for the part where it would be dispensed, we say to green- blue” 
(from protocol of student 2). Also the experienced designers cited more aspects that belong to product, 
brand and company strategies than the novice. The first refers to aspects such as eco design, BoP 
(Bottom of the Pyramid), user lifestyle, market trends, etc. that the latter do not take into account, also 
mentioned aspects of the context (e.g. where the refrigerator could be located) and user (e.g. user 
lifestyle, user needs) that were mentioned to a great extent by the design chief and design manager. 
The students mentioned aspects like low cost product, efficiency, minimalism, etc., only mentioned 
two aspects of context and didn’t mention aspects related to market segment. This could be due to the 
mental process of linking the content of an image with the product, brand or company strategy could 
require a high-level education, knowledge and experience, and related to the user and context 
elements, the designers may consider that some images allowed constructing an imaginary context or 
lifestyle of a certain user (imaginary: existing only in the imagination [17]); although the novices 
mentioned elements like the identification of the user and context where the refrigerator could be 
located, that show that although they are in the beginning of their formation process, they keep in 
mind the user and his context. They didn’t mention non-inspiring elements in this theme. 
Relating to the product design strategy, novices didn’t mention any element about the design process 
aspects; designers mentioned 4. So this kind of aspect may not be the most inspiring for them. The 
products aspects that fill peoples needs, are the most mentioned in both groups, designers mentioned 
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115 and novices 44. In the functionality and in the usability aspects, the designers mentioned aspects 
that suggest a new way of operation of the refrigerator and dynamic system of food stored. The 
novices mentioned aspects of the functionality that currently exist in the refrigerator: store water and 
ice, and mentioned only one aspect that has to do with the order of the food in the fridge. The students 
didn’t mention any emotional aspects; the designers mentioned 4 elements that where related to the 
objects or people in the image: “cool” or “great”. On the semantic, both groups agreed in mentioning 
cleanliness, sobriety and tranquillity (inspiring elements), and disorder (chaos) and darkness (non-
inspiring elements). This could mean that these are elements that may have the same meaning for all 
the participants and can be applied (inspiring) and should be avoid (non-inspiring) in the design of a 
refrigerator. In the two groups the most mentioned aspects were the aesthetics. Here are included 
colours, materials, forms and textures (aesthetic-perceptual elements). Then, in the context of this 
experiment, that seeks to gather inspiring images for the design of a electric home appliance, the 
designers, without concerning their level of experience are inspired mainly by images which stimulate 
their senses, especially the vision, for example organic forms, accents and combination of materials. 
With respect to the shapes, designers consider that some aspects of the forms seen in the images are 
inspiring: symmetry and straight lines. If these elements are included in the design of a new 
refrigerator, a different form could be obtained. Regarding non-inspiring element, for the students the 
planes, the triangle and traditional forms in refrigerators are non-inspiring. Are still very present the 
images that enable them to generate new forms; different forms are more inspiring for both groups. 
There was another theme that the two groups of participants mentioned but is not on the map because 
it has to do with the content or the characteristics of the images. In the experimented group, this 
subject was mentioned more, mentioning similar inspiring images of good quality, of a size in which 
the objects or people present can be identified, that represents attributes (e.g. cleanliness, natural) and 
that shows products on flat colour background and detailed views of products, nature, architecture and 
landscapes. Also, similar non inspiring abstract images were mentioned, small images where the 
objects or the people are not identifiable and those that have text, aside from the images full of small 
details, which were not selected Cf. [30]. Then, it seems that the quality as far as the resolution of the 
image (a low resolution was considered unsuitable) and the size of the image could be important 
aspects at the time of deciding if an image is inspiring or not. In addition, taking into consideration the 
definition of inspiration and the use of inspiration-sources, if the designer has all the information and 
the tools necessary to initiate the design, they could access the inspiration “more easily”. The designer 
is in a “flow” state, in which she feels happy and calm, immersed in the activity that is developing, in 
a state of intrinsic motivation characterized by a feeling of commitment and satisfaction Cf. [31]. The 
designer creates the conditions so that this flow occurs when consulting diverse sources of inspiration. 

4  CONCLUSIONS 
The images that inspire the designers during the inspirational process may suggest them how to 
position the company, the brand or the product in the market and define how to design a product 
(shapes, materials, textures, colours). In this way, if an image suggests a designer a strategy mentioned 
above, the image could be inspiring. However, might appear some images that are inconsistent with 
the product sector to design (e.g. for an electrical appliances an image showing school suppliers) or are 
not familiar to the designer. If such images appear but it suggests to him a strategy, the images could 
be inspiring. In experienced designers the inspiration process encompasses the totality of the structure 
proposed in figure 1. In novel designers the information process covers mostly the aspects that fulfil 
peoples’ needs. Images should be extracted until the designer achieves the flow state. Other criteria for 
the selection of inspiring images are aesthetic-perceptual (low level like colour, forms, texture, 
materials and finishes), semantic (high level like simplicity, cleaning, freshness, naturalness, etc.), new 
ways of functioning (like different ways of cooling and illuminate), images that show people 
considered being the objective user and the context of them (the space and the objects that they could 
use). Regarding the requirements of images, large images should be selected, of more than average 
letter size, and with good quality, where not too many objects or people are simultaneously present, 
also images without text and images that show unfamiliar objects should be use. Then, inspiring 
elements as functional, semantic, etc., allow new and different ways for integrating functions, 
meanings, contexts, forms, etc. to the design of a new product. Finally, it could be said that for 
experienced and novel designers almost all the information have a strategic value concerning the 
direction of the future product design conceptualization process. Consequently, the inspiration process 
is a metacognitive ability, rather than being only a simple pick-up images process. “Broadly defined, 
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metacognition is any knowledge or cognitive process that refers to, monitors, or controls any aspect of 
cognition.” [32]. 

REFERENCES 
[1] G. Pahl, W. Beitz et al. Engineering design: a systematic approach. Springer Verlag, 1996. 
[2] P. W. Jordan, «Pleasure with products: Human factors for body, mind and soul», Human factors 

in product design: Current practice and future trends, pp. 206–217, 1999. 
[3] P. Hekkert, H. Leder, «Product aesthetics», Product experience, pp. 259–285, 2008. 
[4] D. Quarante, Diseño industrial: Elementos teóricos. Ceac, 1992. 
[5] C.-S. Chan, «Can style be measured?», Design Studies, vol. 21, n.o 3, pp. 277–291, 2000. 
[6] J. Cagan and C. M. Vogel, Creating breakthrough products: Innovation from product planning to 

program approval. FT Press, 2002. 
[7] M. Castano, M. Arenas, and M. Velez, «Implementation and Assessment of the Trend Boards 

Method in a Product Design Engineering Program», in E&PDE11, 2011, pp. 541–546. 
[8] G. L. Urban and J. R. Hauser, Design and Marketing of New Products: Custom Edition, Virginia 

College Online. Pearson Custom Pub, 2004. 
[9] C. Bouchard and F. Mantelet, «Procedure for statistics realization Workpackage 2-Task 2.3», 

TRENDS Project. 2006. 
[10] C. Bouchard, H. Christofol, et al. «Identification and integration of product design trends», en 

International Conference on Engineering Design, Munich, 1999. 
[11] C. Mougenot, «Modélisation de la phase d’exploration du processus de conception de produits, 

pour une créativité augmentée», Arts et Métiers ParisTech, 2008.
 [12] A. Bereciartua, C. Bouchard, M. Ferecatu, G. Logerot, L. Rigouste, y C. Vitale, «Meta 

Deliverable 1-state of the art», TRENDS Project. 2007. 
[13] Bouchard, C, Kim, J.E., Omhover, J. F et al., «Cognitive designers activity study, formalization, 

modelling and computation in the inspirational phase», in 21st CIRP Design Conference. 
[14] C. Bouchard, F. Mantelet, D. Ziakovic, R. Setchi, Q. Tang, y A. Aoussat, «Building A Design 

Ontology Based On The Conjoint Trends Analysis», in I* Prom Virtual Conference, 2007. 
[15] R. Arnheim, The power of the centre. University of California Press, 1984. 
[16] C. Bouchard, J. Kim, et al. «Kansei Information Processing in Design», in IASDR 2009, 2009. 
[17] J. Pearsall and P. Hanks, The new Oxford dictionary of English. Clarendon Press, 1998. 
[18] C. Cardoso, M. Gonçalves, and P. Badke-Schaub, «Searching for inspiration during idea 

generation: pictures or words?», in DESIGN 2012, 2012, pp. 1831–1840. 
[19] A. Koestler, The act of creation. Dell Pub., 1964. 
[20] C. Eckert, M. Stacey, y P. Clarkson, «Algorithms and inspirations: creative reuse of design 

experience», in Proceedings of Greenwich 2000, 2000, pp. 1–10. 
[21] C. Eckert y M. Stacey, «Sources of inspiration: a language of design», Design Studies, vol. 21, 

n.o 5, pp. 523 - 538, 2000. 
[22] R. Setchi, Q. Tang, et al. «Ontology-based concept indexing of images», in Knowledge-Based 

and Intelligent Information and Engineering Systems, Springer, 2009, pp. 293–300. 
[23] P. I. Ansburg y K. Hill, «Creative and analytic thinkers differ in their use of attentional 

resources», Personality and Individual Differences, vol. 34, n.o 7, pp. 1141–1152, 2003. 
[24] N. Bonnardel and E. Marmèche, «Evocation processes by novice and expert designers», 

Creativity and Innovation Management, vol 13-3, pp. 176–186, 2004. 
[25] K. A. Ericsson, «Protocol analysis and expert thought », The Cambridge handbook of expertise 

and expert performance, 2006. 
[26] A. M. Graziano and M. L. Raulin, Research methods. HarperCollins College Publishers, 1993. 
[27] V. Braun and V. Clarke, «Using thematic analysis in psychology», Qualitative research in 

psychology, vol. 3, n.o 2, pp. 77–101, 2006. 
[28] K. T. Ulrich and S. D. Eppinger, Product design and development. McGraw-Hill, 2011. 
[29] N. Bonnardel y E. Marmèche, «Towards supporting evocation processes in creative design: A 

cognitive approach», Intl. journal of human-computer studies, vol. 63, n.o 4, pp. 422–435, 2005. 
[30] C. Mougenot, C. Bouchard, et al. «Inspiration, images and design: an investigation of designers’ 

information gathering strategies», Journal of Design Research, vol. 7, n.o 4, pp. 331–351, 2008. 
[31] M. Csikszentmihalyi, Flow: The Psychology of Optimal Experience. HarperCollins, 2008. 
[32] R. A. Wilson and F. C. Keil, Eds., The MIT encyclopaedia of the cognitive sciences. Cambridge, 

Mass., MIT Press, 1999.  

EPDE 2013 393




